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Prieksvards

Latvijas Nacionalas bibliotékas “Zinatnisko rakstu” 15. (XXXV) sé¢jums “Feministiskie
skatijumi arhivos un makslas” turpina izzinat témas, kas tika skartas 2024. gada vasara
notikusaja starptautiskaja simpozija un vasaras skola “Dzimtes studijas kultaras un
makslas véstures pétnieciba un atminu institaciju darba”. Vasaras skolas programma
un taja notikusais simpozijs tika istenoti Latvijas Nacionalas bibliotékas (LNB) un
Latvijas Makslas akadémijas (LMA) kopiga sadarbiba. To meérkis bija veicinat un
pétit feminisma un dzimtes studiju atzinu un metozu ieklausanu Latvijas atminu
institaciju darbiba, ka ari piedavat daudzpusigu, starpdisciplinaru vasaras studiju
kursu Latvijas augstskolu studentiem.!

Papildus simpozija programmai vasaras skolas dalibnieki piedalijas lekcijas,
praktiskajas nodarbibas un darbnicas Paula Stradina Medicinas véstures muzeja,
Latvijas Nacionalaja rakstniecibas un mazikas muzeja, Rigas Porcelana muzeja, ka ari
LNB krajuma un LMA profesionalaja doktorantira studéjoso makslinie¢u darbnicas.
Vasaras skolas uzdevums bija gan sniegt ieskatu feminisma un dzimtes studiju teorija un
kritika, gan arl iepazistinat ar to, ka $is atzinas tiek lietotas praksé krajumu specialistu,
arhivaru, kuratoru, pétnieku, makslinieku darba un institucionalajas praksés. Vasaras
skolas programmu sagatavoja un vadija LNB Makslas un muzikas centra vaditaja
un fotografijas pétniece Katrina Teivane un LMA Laikmetigas makslas, dizaina un
arhitektaras institata pétniece, makslas vésturniece Mara Traumane. T3 tika istenota
valsts pétijumu programmas “Latvijas kultiira — resurss valsts attistibai” projekta
“Latvijas kultaras ekosistéma ka resurss valsts izturétspéjai un ilgtspéjai” / CERS.

Starptautiskais simpozijs, kas kalpojis par galveno impulsu $is publikacijas
tap$anai, tika organizéts ar noluku starptautiska konteksta aktualizét pédéja desmit-
gadé Latvijas makslas un kultaras pétnieciba un kuratorialajas praksés pieaugoso
pievér$anos feminismam un dzimtes studijam. Simpozija uzmanibas centra bija
dzimtes problematika un tas atainojums, sievie$u parstavnieciba, ka ari sievieSu un
kviru loma Latvijas kultairas, makslas un sabiedribas véstures interpretacija. Pulcgjot
dazadu makslas jomu pétniekus un kuratorus no Baltijas un Austrumeiropas valstim,
simpozijs aptvéra plasu, tacu konceptuali vienotu tému loku: kultaras kanona kritikas
stratégijas, dzimtes studiju lomu Austrumeiropas makslas mantojuma interpretacija,
feminisma un dzimtes jautagjumu klatbatni izstazu un kuratorialaja prakse, ka ari
So pieeju nozimi arhivu un atminas institiciju pétnieciba. Simpozijs apvienoja

1 Vairak informacijas par vasaras skolas un simpozija programmu, ka ar7 lektoriem: https://vasarasskola.lnb.lv
[22.12.2025.].



akadémisko pétnieku, praktiku, kuratoru un institaciju darbinieku skatfjumus uz
dzimtes problematiku makslas procesu un véstures parlasisana.

Si ievirze atspogulojas ari LNB “Zinarnisko rakstu” 15. (XXXV) séjuma, kas
ieklauj pétnieku, kuratoru, ka ari arhivu un kolekeciju glabataju rakstus. Tapat ka
simpozijs, $is izdevums iezimé feminisma un dzimtes studiju metozu pielietojuma
augoso akrtualitati Latvijas pétnieciba un institucionalajas praksés, vienkopus pulcgjot
gan autorus, kas likusi pamatus Latvijas kultaras analizei no dzimtes skatupunkta
(Inga Pérkone, Jana Kukaine, Karlis Vérdins, Janis Ozolins), gan jaunakas paaudzes
kuratorus un pétniekus, kuri $is metodes aktivi attista.

Simpozija nolasitie referati ir pamata seSiem §i numura rakstiem. Paréjo septinu
autori tika uzrunati ar mérki paplasinat séjuma tematisko loku un skaidrak izgaismot
daudzveidibu, kas raksturo makslas un kultiras pétniecibu Latvija. Krajuma iek|autie
raksti apliko tris pamattému lokus: makslas un kino arhivu un véstures parvértéjumu
no feminisma un dzimtes studiju skatpunkta; feministisko stratégiju ietekmi kultaras
kanonu veido$ana; feminisma un dzimtes studiju tému reprezentaciju vizualaja maksla.

S&juma struktara iezimé tematisku virzibu no institucionalas atminas un makslas
véstures rakstisanas problematikas, kuratorialajam un arhivu parvértésanas praksém
uz dzimtes un feminisma tému klatbutni atsevisku makslinieku darbos. To ievada
pétijumi par sieviesu ieklausanu un redzamibu kultGras mantojuma institaicijas un
kanona veido$anas mehanismiem, kas analizé arhivu lomu sievie$u rado$a snieguma
dokumentésana un jaunu véstures narativu veidosana. Seko pétijumi par kuratorialajam
stratégijam un institucionalajam praksém, kas, balstoties kritisko teoriju atzinas, tiecas
veicinat lidz $im mazak pétito personibu un kopienu redzamibu. Séjumu noslédzosie
raksti apliko dzimtes un seksualitates aspektus, sievietes balss klatbatni un feminisma
manifestacijas atsevisku makslinieku un maksliniecu darbiba.

Numuru jevada fotografijas pétnieces Ligas Goldbergas raksts, kura autore
tematizé sieviesu fotografiska mantojuma arhivé$anas un ar to saistito rapju prakses
problematiku. Raksta centra ir latviesu fotografes, fotokluba “Riga” dalibnieces Zentas
Dzividzinskas arhivs, kas glabajas LNB Makslas krajuma. Raksta aplakotas arhiva
statusa izmainas — pareja no privata krajuma uz publiski pieejamu kultaras mantojuma
kopu — un ar tam saistitie jautajumi, kas skar darbu saglabasanu, anoté$anu un ieklau-
$anu institucionalajas strukearas. Goldberga pievér§ uzmanibu Dzividzinskas lomai
ka savu darbu krajuma pirmajai arhivarei. Vienlaikus vina apliko arhiva saglabasanas
un ta redzamibas veicinasanas procesus, kuros vélak iesaistijusies fotografes meita un
vairakas valsts un nevalstiskas institacijas. Tadéjadi tiek aktualizéts jautagjums par
arhiva auras ilgstamibu un tas saglabasanu arhiva transformacijas procesa.

Nakamaja raksta makslas kritike un kuratore Agne Narusite (Agné Narusyte)
raksta par patriarhala makslas véstures kanona parskatisanu Lietuva, sakot ar
20. gadsimta 90. gadiem. Raksta izcelta maksliniecu, kuratoru un makslas vésturniec¢u
darbiba ka ilgsto$s process, kas pakapeniski lavis dekonstruét no padomju laika
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mantoto tendenci pazeminat makslinie¢u radoso sasniegumu profesionalo vértéjumu.
Atsaucoties uz Grizeldas Pollokas (Griselda Pollock) kanona kritikas idejam, autore
parada, ka sievietes, darbojoties “arpus” dominéjosa kanona, ar pasorganizésanas,
kolektivo iniciativu, institucionalas kritikas un kuratoriala aktivisma palidzibu
veido jaunas reprezentacijas stratégijas. Sis prakses raksta interpretétas ki kanona
diferencé$anas mehanismi, kas apvérs vértéjuma hierarhijas un veido daudzveidibai
atvértas kultaras telpas.

Vizuilas kultiiras pétniece un kuratore Liina Ivete Zilde sava raksta apskata
izstazu ciklu “Masdienu fotografijas véstures”, kas 2024. gada norisinajas ISSP Galerija.
Veicot $o pieméru gadijuma izpéti, autore izvérté, ka makslinieciskas un kuratorialas
stratégijas izgaismo mazzinamas fotografijas véstures un piedava jaunus skatpunktus
uz Latvijas fotografijas historiografiju. Raksta skatiti Kristines Krauzes-Sluckas,
Agates Tunas, Annemarijas Gulbes un Konstantina Zukova darbi un to atsauces uz
vésturiskajiem fotoarhiviem, izcelot jautajumus par dzimti, sieviesu un kviru vésturi un
spekulativam pieejam pagatnei. Zilde situé izstades plagaka konteksta, kura forografija
ilgstosi tikusi atstata makslas véstures periférija, vienlaikus uzsverot pasreflektivas
prakses un dialoga nozimi lidz $im nepamanito balsu ieklausana kultaras narativa.

Savukart fotografijas vésturniece Katrina Teivane raksta par sieviesu redzamibu
agrina 20. gadsimta Latvijas fotografija, balstoties uz lidz §im maz pétitu avotu —
Latvie$u fotografiskas biedribas 1908. gada celojoso albumu. Raksta uzmaniba
pievérsta Emilijas Mergupes, Otilijas Cers, Paulines Kemeres un Natalijas Riekstas
albuma ieklautajiem darbiem. Autores izvélétais fokuss izgaismo dokumentaru mate-
rialu nozimi fotografijas pétnieciba un aktualizé jautajumu par to, ka fragmentaro
sieviesu fotografijas mantojumu ieklaut fotografijas véstures kopaina un kadi lidzekli
un stastijumi Jayj to izcelt.

Vésturnieks Martin$ Mintaurs analizé sievieSu un dzimtes véstures ka patsta-
vigu Rietumu historiografijas virzienu veido$anos un nostiprinasanos saistiba ar
postmodernisma ietekmétajam parmainam véstures raksti$ana. Autors apliko, ka
feminisma teorétiskais ietvars veicinajis jaunu tému, avotu un metodologiju ienaksanu
historiografija. Mintaurs identificé So virzienu iniciétas nozimigas parmainas véstures
joma — rosinot parvértét objektivitates kritérijus, tie izce] subjektivitates un politiskas
izvéles lomu véstures rakstisana.

Kuratore un pétniece Sanita Duka pievérsas pirmo latviesu profesionalo teatra
rezisoru sieviesu darbibai un feminisma klatbatnes jautajumam 20. gadsimta sakuma
Latvijas teatra aina. Raksta aplukotas politikas, teatra un dzimtes attiecibas, ka ari
Birutas Skujenieces, Annas Lacis un Olgas Bormanes nozimigakie iestudéjumi un
organizatoriska darbiba. Pétijuma pamata ir lidz $im nepublicéti arhivu materiali, kas
lauj atklat saikni starp $o rezisoru maksliniecisko praksi un kreisajam politiskajam
idejam. Raksts iezimé diskusiju par to, vai $o novatorisko rezisoru darbiba uzskatama
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par pirma vilna feminisma izpausmi Latvijas kultarvidé vai drizak par savrupiem, bet
nozimigiem sievieSu agences piemeériem, kas radusies vél pirms diskursa nostiprinasanas.

Kino zinatnieces Ingas Pérkones uzmanibas centra ir filmu arhivu materialu
izmantojuma un interpretacijas jautajumi masdienu kino un arhivu teoriju kontek-
sta. Raksts demonstré, ka tadas kategorijas ka autoriba, anonimitate, apropriacija,
balss un skatiens kinematografa veido kompleksu varas un reprezentacijas attiecibu
tiklu. Autore skata filmu mantojuma un kino arhivu socialas véstures aspektus, ka
ari, balstoties tuvlasijuma metodé, analizé vésturisko kinomaterialu izmantojumu
dokumentalaja filma “Balss” (Augusts Sukuts, 1986) un dokumentalaja spélfilma
“Meérijas celojums” (Kristine Zelve, 2018) un problematizé arhivu materiilu fragmentos
parstavéto sieviesu redzamibu.

Kuratore un pétniece Andra Silapétere pievérsas kviru kopienas pieredzes un
tas reprezentacijas veido$anas gaitai Latvija caur koprades arhivu praksém. Izstade
“Starp mums viss labi” (2024) raksta aplukota ka vieta, kur stastu stastiSana un to
atspogulojums maksla klast par kopienas veido$anas un zinasanu radisanas riku un
kuras konteksts iezimé saikni ar plasaku Baltijas kviru arhivu iniciativu loku. Autore
parada, ka pétnieku un makslinieku izstadei raditie darbi izaicina tradicionalo arhiva
izpratni un rosina lidzdaligas, inovativas pieejas kviru véstures saglabasana. Kuratore
uzsver nepiecie$amibu péc jutigas, afektivas un interpretativas pieejas stastjjumiem,
kas biezi veidojusies arpus institucionalam struktaram.

Turpinot tému par arhivu ka aktivu spélétaju laikmetigas makslas procesos,
kuratore Marika Agu (Marika Agu) apluko Igaunijas Laikmetigas makslas centra arhivu
ka dinamisku un daudzfunkcionalu struktaru. Vinas pieredze, kas guta, stradajot ar
arhivu kops 2017. gada, lauj paradit, ka ta materiali ne tikai dokumenté institucionalas
un makslinieciskas norises, bet ari rosina jaunas interpretacijas un ietekmé pasa
arhiva identitates veidosanos. Raksta aplakoti veidi, ka veicinat auditorijas lidzdalibu
arhivu apguvé: tiek atjauninati novecojusi mediju formati, pieméram, analogais video,
veidoti digitali riki un piedavatas radosas arhivu materialu interpretacijas laikmetigos
makslas darbos un izstadés.

Literatarzinatnieki Janis Ozolin$ un Karlis Veérdins piedava jaunu skatijumu
uz maskulinitates atainojumu gleznotaja Edgara Iltnera atveidotajas viriesu grupu
kompozicijas 20. gadsimta 60.-70. gados. Atgadinot par Iltnera nozimi “skarba stila”
aizsakumos un vina centieniem atbrivot socialistisko realismu no Stalina laika kano-
niem, autori pievér$as makslinieka raditajam moderna un heroizéta laikabiedra télam.
Vina kolektivas kompozicijas iemieso padomju progresa un industrializacijas ideologiju,
ta¢u musdienas to idealizéta stilistika rosina jaunu recepciju un interpretacijas, kas
ieklauj arl “kviro lasijumu”. Raksts péta seksualitates un dzimtes tému klatbatni
Latvijas makslas kanona un sasaucas ar Latvijas Nacionala makslas muzeja izstadi
“lekares varda” (2024). Saja konteksta autori pievér$ uzmanibu Iltnera kompozicijam,
akcentéjot homosocialu attiecibu un kermeniskuma klatbatni.

11
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Makslas zinatniece Laine Kristberga reflekté par Latvijas laikmetigas makslas
norisém un pievérSas radniecibas témai makslinieces Annas Maskavas rado$aja
praksé. Autore balstas atminas un rituala studijas, ka ari posthumanisma teorija un
analizé to, ka Maskava performancés, fotografija un stastnieciba apvieno personisko
pieredzi ar dzimtas véstures un starpsugu attiecibu pétniecibu. Gan bérnibas un
pusaudza gadu autobiografiskas ainas, gan paaudZu atminas parmantojamibas un
starpsugu lidzaspastavésanas modeli tiek skatiti caur ievainojamibas un materialas
agences prizmu. Apliakojot Annas Maskavas makslinieciskas stratégijas lidzas citu
misdienu makslinie¢u praksém Latvija, autore akcenté rapes, iztéli un mijiedarbibu
starp cilvéka un vairak-neka-cilvéka pasaulém.

Makslas kuratore un feminisma ideju pétniece Jana Kukaine kopa ar filozofu
Jani Taurenu raksta par Ingridas Picukanes ziméjumu sériju, kas tapusi grupas izstadei
“Pretrunu pilns ziméjums ar gaisredzibas iezimém” (2023) Valmieras pilsétvidé. Autori
izce] tris darbus, kuros visspilgtak atklajas feministiskas makslas manifesta iezimes.
Atskatoties uz avangarda manifestu tradiciju un tas saistibu ar feministisko makslas
aktivismu, vini izseko tam, ka Pi¢ukanes ziméjumi vienlaikus atsedz politisku nostaju,
kritisku iejauk$anos un utopisku horizontu. Autori konceptualizé ceriga pesimisma
afektivo toni, kas caurvij Picukanes darbu, un vér§ uzmanibu ari uz diskusijam par $adu
manifestu iespéjamas “novélotibas” jautajumu un tajos sastopamajam dihotomijam.

Numuru noslédz makslas zinatnieces Ingridas Peldekses raksts, kura aplakota
grafikes Dzidras Ezergailes 20. gadsimta 80. gadu rado$a mantojuma mazak zinama
dala — tautasdziesmu motivu atainojums tusas ziméjumos. Tajas vérojams makslinieces
sieviskigais, matricentriskais pasaules skatijums, kas balstits latviesu folklora ieko-
détajas étiskajas vértibas. Analizéjot tautasdziesmu ilustracijas, raksts sniedz ieskatu
Ezergailes simboliskaja domasana un biezi izmantotaja saules téla ka matiskibas zime.

Saja izdevuma apkopotie pétijumi biis noderigi makslas un kultiiras pétniekiem,
muzeju, bibliotéku un arhivu profesionaliem, izstazu kuratoriem, ka ari humanitaro
un socialo zinatnu pasniedzéjiem un studentiem, kurus interesé vizualas kultaras,
miakslas un kultiiras véstures daudzveidiga izpéte un tas masdienu metodologijas.

Katrina Teivane, Mara Traumane, Pauls Daija
2026. gada 5. janvari
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Zentas Dzividzinskas arhivs Latvijas Nacionalaja bibliotéka. Foto: Sofija Tuna, 2024 /
Zenta Dzividzinska's archive at the National Library of Latvia. Photo by Sophie Thun, 2024
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Preface

The 15th (XXXV) volume of the Proceedings of the National Library of Latvia, Feminist
Perspectives: Archives and the Arts, continues to explore themes addressed during the
international symposium and summer school Gender Studies in Cultural and Art
History Research and in the Work of Memory Institutions, held in the summer of 2024.

The summer school program and the accompanying symposium were jointly
organized by the National Library of Latvia (NLL) and the Art Academy of Latvia
(AAL). Their aim was to promote and examine the integration of feminist and gender
studies insights and methodologies into the work of Latvia’s memory institutions, as
well as to offer a multifaceted, interdisciplinary summer study course for students of
Latvian higher education institutions. !

In addition to the symposium program, the participants of the summer school
took part in lectures, practical sessions, and workshops at the Pauls Stradin$ Museum
of the History of Medicine, the National Museum of Literature and Music of Latvia,
the Riga Porcelain Museum, as well as in the collections of the National Library of
Latvia and in the studios of artists enrolled in the professional doctoral program at
the Art Academy of Latvia.

The aim of the summer school was both to provide an introduction to feminist
and gender studies theories and critique, and to familiarize participants with how
these approaches are applied in practice in the work of collection specialists, archivists,
curators, researchers, and artists, as well as in institutional practices.

The summer school program was prepared and led by Katrina Teivane, Head
of the Art and Music Centre of the National Library of Latvia and a researcher of
photography, and Mara Traumane, researcher at the Institute of Contemporary Art,
Design and Architecture of the Art Academy of Latvia and an art historian. It was
implemented within the State Research Program Latvian Culture as a Resource for
the Development of the State, as part of the project Latvia’s Cultural Ecosystem as a
Resource for National Resilience and Sustainability (CERS).

The international symposium that served as the main impetus for the creation
of this publication was organized with the aim of foregrounding, in an international
context, the growing focus over the past decade in Latvian art and cultural research
and curatorial practices on feminism and gender studies. The symposium focused on
issues of gender and their representation, women’s representation, as well as the role
of women and queer subjects in the interpretation of the history of Latvian culture,

1 More information about the summer school and symposium program, as well as the lecturers, is available
at: https://vasarasskola.lnb.lv/ [22.12.2025.].


https://vasarasskola.lnb.lv/

art, and society. Bringing together researchers and curators from various fields of art
from the Baltic region and Eastern Europe, the symposium addressed a broad yet
conceptually coherent range of topics: strategies for critiquing the cultural canon,
the role of gender studies in interpreting Eastern European art heritage, the presence
of feminist and gender issues in exhibition-making and curatorial practice, and the
significance of these approaches in the research of archives and memory institutions.
The symposium brought together the perspectives of academic researchers, practi-
tioners, curators, and institutional professionals on gender issues in the re-reading
of art processes and history.

This orientation is also reflected in the 15th (XXXV) volume of the Proceedings
of the National Library of Latvia, which includes articles by researchers, curators, as well
as archivists and collection custodians. Like the symposium, this publication marks
the growing relevance of the application of feminist and gender studies methodologies
in Latvian research and institutional practices, bringing together both authors who
have laid the foundations for the analysis of Latvian culture from a gender perspective
(Inga Pérkone, Jana Kukaine, Karlis Vérdins, Janis Ozolins) and a cohort of curators
and researchers who are actively advancing these approaches.

The papers presented at the symposium form the basis for six of the articles in
this volume. The authors of the remaining seven contributions were invited with the
aim of expanding the thematic scope of the volume and more clearly highlighting the
diversity that characterizes art and cultural research in Latvia. The articles included
in the collection address three main thematic areas: the reassessment of art and film
archives and histories from the perspective of feminism and gender studies; the impact
of feminist strategies on the formation of cultural canons; and the representation of
themes from feminism and gender studies in visual art.

The structure of the volume outlines a thematic progression from issues of
institutional memory and the writing of art history, through curatorial and archival
re-evaluation practices, to the presence of gender and feminist themes in the works
of individual artists. It opens with studies on the inclusion and visibility of women
in cultural heritage institutions and the mechanisms of canon formation, analyzing
the role of archives in documenting women’s creative contributions and in shaping
new historical narratives. This is followed by research on curatorial strategies and
institutional practices which, drawing on insights from critical theory, seek to enhance
the visibility of previously under-researched figures and communities. The concluding
articles examine aspects of gender and sexuality, the presence of women’s voices, and
manifestations of feminism in the work of individual artists.

The volume opens with an article by photography researcher Liga Goldberga,
in which the author addresses issues related to the archiving of women’s photo-
graphic heritage and the care practices associated with it. At the center of the
article is the archive of Latvian photographer and member of the photo club Riga,
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Zenta Dzividzinska, which is held in the Art Collection of the National Library of
Latvia. The article examines changes in the status of the archive — from a private
collection to a publicly accessible body of cultural heritage — and the related issues
of preservation, annotation, and integration into institutional structures. Goldberga
draws attention to Dzividzinska’s role as the first archivist of her own body of
work. At the same time, she considers the processes of preserving the archive and
enhancing its visibility, in which the photographer’s daughter and several state
and non-governmental institutions later became involved. In this way, the article
foregrounds the question of the durability of an archive’s aura and its preservation
in the course of the archive’s transformation.

In the following article, art critic and curator Agné Narusyté writes about the
revision of the patriarchal art-historical canon in Lithuania since the 1990s. The article
highlights the work of women artists, curators, and art historians as a long-term process
that has gradually made it possible to deconstruct the Soviet-era legacy of undervaluing
the professional assessment of women artists’ creative achievements. Drawing on
Griselda Pollock’s ideas of canon critique, the author shows how women, working
outside the dominant canon, have developed new strategies of representation through
self-organization, collective initiatives, institutional critique, and curatorial activism.
These practices are interpreted in the article as mechanisms for differentiating the
canon — overturning hierarchies of value and creating cultural spaces open to diversity.

Visual culture researcher and curator Lina Ivete Zilde, in her article, examines
the exhibition series Contemporary Histories of Photography (Musdienu fotogrifijas
vestures), which took place at ISSP Gallery in 2024. Through this case study, the author
evaluates how artistic and curatorial strategies illuminate lesser-known photographic
histories and offer new perspectives on the historiography of Latvian photography. The
article discusses works by Kristine Krauze-Slucka, Agate Tana, Annemarija Gulbe,
and Konstantin Zhukov and their references to historical photo archives, highlighting
questions of gender, women’s and queer histories, and speculative approaches to the
past. Zilde situates the exhibitions within a broader context in which photography has
long been relegated to the periphery of art history, while emphasizing the importance
of self-reflective practices and dialogue in incorporating previously overlooked voices
into the cultural narrative.

Photography historian Katrina Teivane, in turn, writes about the visibility
of women in early 20th-century Latvian photography, drawing on a previously
little-studied source: the 1908 travelling album of the Latvian Photographic Society.
The article focuses on the photographers Emilija Mergupe, Otilija Cers, Pauline
Kemere, and Natalija Rieksta. The author’s chosen focus highlights the significance
of documentary material in photographic research and foregrounds the question of
how fragmentary women’s photographic heritage can be integrated into the broader
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narrative of photography history, and what means and forms of narration allow it to
be brought to the fore.

Historian Martin$ Mintaurs analyzes the formation and consolidation of
women’s and gender history as an independent direction within Western historiography
in connection with postmodernism-influenced changes in the writing of history.
The author examines how the theoretical framework of feminism has facilitated the
introduction of new themes, sources, and methodologies into historiography. Mintaurs
identifies the significant transformations initiated by this approach in the field of
history, as it has prompted a reassessment of criteria of objectivity and highlighted
the role of subjectivity and political choice in historical writing.

Curator and researcher Sanita Duka focuses on the work of the first Latvian
professional women theatre directors and the question of the presence of feminism
in the Latvian theatrical landscape of the early 20th century. The article examines
the relationships between politics, theatre, and gender, as well as the most significant
productions and organizational activities of Biruta Skujeniece, Anna Lacis, and Olga
Bormane. The study is based on previously unpublished archival materials, which
make it possible to reveal the connections between these directors’ artistic practices
and left-wing political ideas. The article outlines a discussion on whether the work of
these innovative directors can be regarded as a manifestation of first-wave feminism
in the Latvian cultural environment, or rather as distinct yet significant examples
of women’s agency that emerged prior to the consolidation of feminist discourse.

Film scholar Inga Pérkone focuses on questions of the use and interpretation
of film archival materials within the context of contemporary film and archival
theory. The article demonstrates how categories such as authorship, anonymity,
appropriation, voice, and gaze in cinema form a complex network of power and
representational relations. The author examines socio-historical aspects of film
heritage and film archives and, drawing on the method of close reading, analyzes
the use of historical film material in the documentary Balss (Voice, Augusts Sukuts,
1986) and the docu-fiction film Meérijas celojums (Mary’s Journey, Kristine Zelve,
2018), problematizing the visibility of women represented in fragments of archival
materials.

Curator and researcher Andra Silapétere addresses the development of queer
community experience and its representation in Latvia through collaborative archi-
val practices. The exhibition All’s Good Between Us (Starp mums viss labi, 2024) is
discussed in the article as a site where storytelling and its reflection in art become
tools for community formation and knowledge production, and whose context points
to connections with a broader range of Baltic queer archival initiatives. The author
demonstrates how works created by researchers and artists for the exhibition challenge
traditional understandings of the archive and encourage participatory, innovative
approaches to preserving queer history. The curator emphasizes the need for sensitive,
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affective, and interpretative approaches to narratives that have often emerged outside
institutional structures.

Continuing the theme of the archive as an active participant in contemporary
art processes, curator Marika Agu examines the archive of the Estonian Centre for
Contemporary Art as a dynamic and multifunctional structure. Her experience
working with the archive since 2017 allows her to show that archival materials not only
document institutional and artistic developments but also generate new interpretations
and influence the formation of the archive’s own identity. The article discusses ways
of encouraging audience engagement with archives: updating obsolete media formats
such as analogue video, developing digital tools, and offering creative interpretations
of archival materials in contemporary artworks and exhibitions.

Literary scholars Janis Ozolin$ and Karlis Vérdin$ propose a new perspective
on the representation of masculinity in Edgars Iltners’s group compositions of men
from the 1960s—1970s. Recalling Iltners’s significance in the emergence of the harsh
style and his efforts to liberate socialist realism from Stalin-era canons, the authors
focus on the artist’s construction of the image of the modern, heroic contemporary.
His collective compositions embody the ideology of Soviet progress and industrial-
ization; however, today their idealized stylistics invite new forms of reception and
interpretation, including queer readings. The article explores the presence of themes of
sexuality and gender within the Latvian art canon and resonates with the exhibition
In the Name of Desire (lekdres virda) at the Latvian National Museum of Art (2024).
In this context, the authors draw attention to Iltners’s compositions, emphasizing the
presence of homosocial relationships and corporeality.

Art historian Laine Kristberga reflects on developments in Latvian contem-
porary art and focuses on the theme of kinship in the artistic practice of Anna
Maskava. Drawing on memory and ritual studies as well as posthumanist theory,
the author analyzes how Maskava combines personal experience with explorations
of family history and interspecies relations in her performances, photography, and
storytelling. Autobiographical scenes from childhood and adolescence, along with
models of intergenerational memory transmission and interspecies co-existence, are
examined through the lens of vulnerability and material agency. By considering Anna
Maskava’s artistic strategies alongside the practices of other contemporary women
artists in Latvia, the author emphasizes care, imagination, and interaction between
human and More-Than-Human worlds.

Art curator and feminist scholar Jana Kukaine and philosopher Janis Taurens
write about Ingrida Pi¢ukane’s series of drawings created for the group exhibition
Pretrunu pilns ziméjums ar gaisredzibas iezimém (A Visionary Drawing Riddle, 2023)
in the urban environment of Valmiera. The authors highlight three works in which
the characteristics of a feminist art manifesto are most clearly revealed. Reflecting
on the tradition of avant-garde manifestos and its connections with feminist art
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activism, they trace how Pi¢ukane’s drawings simultaneously articulate a political
stance, critical intervention, and a utopian horizon. The authors conceptualize the
affective tone of hopeful pessimism that permeates Pi¢ukane’s work and also draw
attention to discussions surrounding the possible belatedness of such manifestos and
the dichotomies encountered within them.

The issue concludes with an article by art historian Ingrida Peldekse, which
examines a lesser-known part of the creative legacy of graphic artist Dzidra Ezergaile
from the 1980s — her ink drawings depicting motifs from Latvian folk songs. These
works reveal the artist’s feminine, matricentric worldview, rooted in the ethical values
encoded in Latvian folklore. Through an analysis of the folk song illustrations, the
article offers insight into Ezergaile’s symbolic thinking and her frequent use of the
sun motif as a sign of motherhood.

The studies collected in this volume will be useful to researchers of art and
culture, professionals working in museums, libraries, and archives, exhibition cura-
tors, as well as teachers and students in the humanities and social sciences who are
interested in the diverse study of visual culture and art and cultural history and their
contemporary methodologies.

Katrina Teivane, Mara Traumane, Pauls Daija
5 January 2026
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Archiving for Aura: Exploring Strategies
that Activate the Labor of Care for
Women'’s Photographic Heritage

Summary

The heritage of women photographers from the second half of the 20th century
remains understudied compared to their male peers. With the archive of Latvian
artist and photographer Zenta Dzividzinska, a participant in the photo club Riga
during the 1960s and 1970s, as a case study, this paper explores the challenges women
photographers face in performing the necessary work to preserve and annotate
their archives, aiming to insert themselves into art canons and photography history
narratives. The article also examines the labor of care undertaken by archive heirs,
memory institutions, and curators concerning the safeguarding and availability of
women photographers’ legacies.

Dzividzinska was the first archivist of her own work and left clues in her
archive that reveal her attitude toward her achievements, sometimes with self-ironic
undertones. Her daughter, art historian Alise Tifentale, later took on the task of
archiving, ensuring that her mother’s work was visible and included in the history
of photography. Since 2021, the archive has been part of the National Library of
Latvia’s collections and is subject to the institution’s policies regarding preservation
and accessibility.

Keywords: library collections, archives, women photographers, reproductions,
feminism, art canons.



“I see myself at the labyrinth’s gate, ready ro get lost in the city and in this story.
Submissive.”

“1o understand something is to understand its topography, to know how to chart it.
And know how to get lost.”?

Introduction. Thirteen Boxes

In 2021, I was invited to consult on the preservation of an archive. It comprised thirteen
“banana boxes” — ordinary moving boxes of the kind used in storage rooms to keep
memorabilia and objects no longer in use. The boxes were sealed with various types
and colors of tape and marked with the initials “ZDZ” in black marker. ZDZ stands
for Zenta Dzividzinska (1944-2011), a Latvian artist and photographer, and one of
the few women photographers active in the Latvian photo amateur club movement
during the 1960s and 1970s.

The boxes contained neatly annotated negatives in storage sleeves, deformed
rolled-up films wrapped in paper napkins and plastic bags, analogue and digital
prints with exhibition stamps, small prints with torn corners and traces of mold,
family albums, office-printer book dummies, and even candlesticks, spools of
thread, a powder box, glasses, and childcare diaries. I was asked whether I would be
interested in systematizing the archive within an exhibition space and assisting an
artist in creating prints from the negatives — to exhibit them and gradually fill the
room with images, as a kind of performance for gallery visitors.

The exhibition 7 Don’t Remember a Thing: Entering the Elusive Estate of
ZDZ, curated by Zane Onckule, took place at the KIM? Contemporary Art Centre
(henceforth KIM?) in Riga from July 15 to September 12, 2021.% Alise Tifentale,
Dzividzinska’s daughter and an art historian, loaned her mother’s archive to artist
Sophie Thun,* who set up a darkroom in the gallery. Over the course of two months,
Thun assumed the role of lab technician, developing previously unseen images from
the archive.

1 Calle, Sophie (1983). Suite Vénitienne. Seattle: Bay Press, p. 6.

2 Sontag, Susan (2001). Under the Sign of Saturn. London: Vintage, p. 116.

3 Onckule’s curatorial interaction with the archive can be seen as another turning pointin the archive’s
circulation, one that enabled many storylines. See: Onckule, Zane (2021). Exhibition text. Sofija Tuna:
Es neko neatceros, ienakot ZDZ izvairigaja arhiva. Kim?, 15.07. Available at: https://kim.Iv/lv/dont-
remember-thing-entering-elusive-estate-zdz/ [23.11.2024.].
[Anon.](2021). Photo reportage from the exhibition 'l Don't Remember a Thing: Entering the Elusive
Estate of ZDZ' at Kim?. Echo Gone Wrong. Available at: https://echogonewrong.com/photo-reportage-
from-the-exhibition-i-dont-remember-a-thing-entering-the-elusive-estate-of-zdz-at-kim [23.11.2024.].

4 See Thun, Sophie (n.d.). Homepage. Available at: www.sophiethun.com [20.10.2025.].
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Boxes containing Zenta Dzividzinska's archive at KIM? Exhibition | Don’t Remember a Thing: Entering the Elusive
Estate of ZDZ. Photo by Liga Goldberga, 2021



[..] EXPLORING STRATEGIES THAT ACTIVATE THE LABOR OF CARE FOR WOMEN'S PHOTOGRAPHIC HERITAGE

Initially invited to consult and support the artist, I found myself increasingly
involved in the archival process. Coming from a background in memory institutions,
I was attentive to the archive’s physical condition and its long-term preservation.
Archiving in situ during the exhibition meant limited time and access to archival
supplies, which made thorough work difficult. Using large sheets of acid-free paper
provided by the exhibition organizers, I folded improvised folders to begin annotating
and assembling a preliminary, rough systematization. However, acid-free boxes,
archival negative sleeves, and envelopes were essential for proper repackaging, as many
negatives and prints were wrapped in napkins and office paper — materials that can
harm the longevity of photographic artefacts.

I could only learn the patterns of previous archivists and their choices in
organizing what they considered valuable. As I became more familiar with the
contents of the boxes and discussed them in depth with Tifentale, Onckule, Thun,
and exhibition visitors, numerous questions arose regarding the conservation and
visibility of female photographers’ archives. Following the exhibition, Tifentale decided
to donate her mother’s archive to the National Library of Latvia (henceforth NLL),
where I continue to work with it, assist other researchers in developing narratives
about Dzividzinska’s work, and write my own account of the archive’s circulation
and systematization.’

Learning from the spatiality and topography of an archive in order to navigate
its numerous storylines is an essential part of a research archivist’s work. In her book
Suite Vénitienne (Venice Diaries), artist Sophie Calle reflects on the act of getting
lost and surrendering to agentic forces beyond her control within her practice. These
include the city with its unknown streets, coincidences initiated by passers-by, and
the itinerary of the man she has decided to follow as part of her artistic investiga-
tion.® Similarly, writer Susan Sontag, in her reading of Walter Benjamin’s childhood
memories, emphasizes the process of learning and unlearning certain topographies
in order to re-experience them as a fldneur.” Here, I turn to the archive as a site of
memory work whose topographies are continually reshaped by discourses, institutions,
and the practices of archivists.

When an archive enters a memory institution, it first requires an attuned
reading of its internal order and previous modes of circulation. Only then can it begin
the slow process of disassembly — of being taken apart, reclassified, and gradually
absorbed into the frameworks of the institution’s collection. Finally, to tell a story
about a fraction of the archive’s biography, the archivist must surrender to its agency
and become a wanderer within the archive’s memoryscapes.

5 Currently, | am working on my Doctoral Thesis Zenta Dzividzinska (1944-2011): Biography of an Archive
atthe Art Academy of Latvia.

6 Calle, Sophie (1983). Suite Vénitienne. Seattle: Bay Press.
7 Sontag, Susan (2001). Under the Sign of Saturn. London: Vintage, pp. 109-137.
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This paper is structured in three parts. I begin with a review of a selection of
studies that inform my perspective on the Dzividzinska case study. The second part
introduces Dzividzinska in relation to photo-club aesthetics and frames archiving
as an autobiographical practice. Here, I approach the photographic archive as an
ego document — one that narrates through visual and material forms. The third
part focuses on the archive’s circulation after Dzividzinska’s passing and its current
institutionalization. In this section, I consider the repository as a site of memory work
and as a hearth for the archive’s aura.

My research is practice-led, and I take on multiple roles — as both an archivist
and a researcher, working directly with the material and its institutional contexts.
Drawing on contemporary archival practice, the paper examines how aura, authorship,
and care are negotiated within institutional archival spaces. I, therefore, ask: how
the process of archiving women’s photographic legacies functions as a practice of
care and a means of reconstructing historical visibility? Through the case study
of Latvian photographer Zenta Dzividzinska, the paper explores the accession of
a private archive into a national memory institution and the evolving status of its
materials — from personal documents to cultural artefacts. I argue that archiving
is not merely an act of preservation but a spatial and affective process that enables
the reconstruction of artistic identity and historical visibility. Employing a feminist
lens, the study highlights tensions between institutional constraints and the gener-
ative potential of recontextualizing women’s archives. Ultimately, it advocates for
archival practices that prioritize narrative multiplicity, accessibility, and ritualized
care, positioning the archive not simply as a storage site but as a living space of
memory work.

Marginalities Among the Established Photographers

Women’s archives have been routinely excluded from the history of Latvian photogra-
phy, which still contains many gaps due to the delayed inclusion of the medium in
higher art education curricula and in the work of research institutions. This remains
true today, even as the photographic heritage of the second half of the 20th century
is increasingly being incorporated into the art canon and reassessed through diverse
research approaches in the arts and humanities. The first publication to summa-
rize Latvian photographic heritage was art historian Péteris Zeile’s book Latvijas
Jfotomaksla: vésture un misdienas (Latvian Photographic Art: History and Present, 1985),
which for a long time served as the only survey of recognized 20th-century Latvian
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photographers.® Its overview of post-war photography does not discuss a single woman
in depth. Dzividzinska is mentioned only in the annotation of a group photograph
alongside her photo club Riga peers, with no further introduction to her practice. This
omission highlights the marginalization of women photographers’ legacies — a concern
explored further in this paper.

The next major publication to complement and revise Zeile’s edition was Alise
Tiftentale’s Photography as Art in Latvia, 1960—1969, published in 2011. Alongside
established male photographers, it also included information about Dzividzinska
and Sarmite Kviesite (b. 1946).” Further attempts to shape and amend the art canon
have been made by publishers such as Nepuzns, the poets’ association Orbita, and
the cultural center Kultkom, all of which have recently released monographs mostly
on the lives and work of male photographers,'® while retrospectives and monographs
on women photographers remain scarce.

Nonetheless, recent years show promise, with growing academic, curatorial
and artistic research devoted to this topic. The Latvian National Museum of Art
has expanded its retrospective program of women artists, though primarily painters.
Women photographers such as Dzividzinska, Kviesite, and Mara Brasmane (b. 1944)
have been included mainly in group exhibitions. Local engagements with feminist
discourse, shifts in institutional collecting policies, and increased curatorial activity
raise hopes that women photographers will be more fully integrated into the Latvian
art canon."

This shift toward differentiating the canon includes the work of visual culture
researcher Liina Ivete Zilde, who is currently preparing a publication titled 7he History

8 Zeile, Péteris (sast.) (1985). Latvijas fotomaksla: vésture un masdienas. Riga: Liesma.

Since the 1970s, the historian Péteris Korsaks, as well as Vilnis Auzins, the first director of the Latvian
Museum of Photography, have made significant contributions to the history of photography. Baiba
Tetere's interview with Korsaks on the Creative Museum website offers insight into the challenges of
photography research in the 1970s and beyond.

See: Tetere, Baiba (2021). 30 neatkarigas muzejniecibas gadi. Baibas Teteres saruna ar Péteri
Korsaku. Creative Museum, 27.07. Available at: www.creativemuseum.|v/Iv/raksti/dienasgramata/30-
neatkarigasmuzejniecibas-gadu-baibas-teteres-saruna-ar-peteri-korsaku [23.11.2024.].

9 Tifentale has compiled information on the history of Latvian and international photography clubs.

See, for example:

Tifentale, Alise (2011). Fotografija ka maksla Latvija: 1960-1969. Riga: Neputns.

Tifentale, Alise (2021). Entering the Elusive Estate of Photographer Zenta Dzividzinska. MoMA Post, 24.03.
Available at: https://post.moma.org/entering-the-elusive-estate-of-photographer-zenta-dzividzinska
[23.11.2024.].

10 Recently, monographs have been published on photographers Janis Gleizds (1924-2010), Gunars Binde
(b. 1933), Juris Poiss (1933-1984) and Dominiks Gedzjuns (1918-1998). Kultkom is currently working on
a book on Latvian press photographer Alise l|jina (1918-1974).

11 Although there are currently no monographs on women photographers’ lives and work, several photo
series albums have been published, such as Manas jaunibas pilséta (The City of My Youth, 2005) and
Centraltirgus (Central Market, 2017) by Mara Brasmane; Es neko neatceros (I Don’t Remember a Thing,
2005) by Zenta Dzividzinska; and the series Amalijas iela (Amalijas Street, 2008) and Mani lauku Jaudis
(My Country People, 1999) by Inta Ruka.
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of Latvian Photography in Images, a project that critically revises earlier studies.
Zilde also curated the exhibitions Histories of Contemporary Photography I and 11
(2024),"* which expanded the scope of research approaches. These exhibitions featured
artistic research by four artists whose work explored themes of memory, gender, and
the underrepresentation of marginalized narratives. Their projects addressed the
materiality of memory and the physical (or absent) body of the archive as a generator
of new knowledge, while revisiting the legacy of photography not only through content
but also through methodology.

In recent years, contemporary visual artists and photographers have increasingly
turned to photographic archives as both material and conceptual frameworks, using
them to reconstruct forgotten histories, question authorship, and activate new forms of
memory work. For example, Agate Tuna’s Kurs Seit ir ieradies? (Who Has Come Here?,
2024) and Konstantin Zhukov’s series Melnai nelke (Black Carnation, 2022-2024)
created fictional occultist and queer archives that reframed historical events lacking
tangible evidence. Kristine Krauze-Slucka’s installation with Ina Stire’s (1958-20006)
artistic and private archive, Entuziasms asa deficita apstaklos (Enthusiasm in Times of
Extreme Scarcity, 2024), and Annemarija Gulbe’s Morociklu vasara (Motorcycle Summer,
2024), which interprets the legacy of photographer Uldis Brauns (1932-2017), both
emphasize the archive as a material space of remembering. Similarly, the exhibition
curated by Zane Onckule at KIM?, discussed in the introduction, stands as an example
of artistic research with a process-led methodology, in which the contemporary artist
Sophie Thun assumed the role of Dzividzinska’s posthumous lab technician, working
within the late photographer’s archive.

The biography of Zenta Dzividzinska reflects the historical marginalization of
women photographers. She studied at the Riga School of Design and Applied Arts
(1961-1966), where she took a photography course led by her mentor, Gunars Binde
(b. 1933). In 1965, she joined the photography club Riga, where she remained active
until the mid-1970s, and was one of the few women among its members. During this
period, she produced photographic projects that entered the exhibition circuit of the
1960s, such as the series Riga Pantomime (1965—1967) and nudes conforming to the
photo club aesthetic, including One (1966) and Strawberry Field (1968). Alongside
these works, Dzividzinska created more substantively and formally experimental
photographs that have only gained wider recognition in recent decades. These include
many images from the long-term series House by the River (1965-2004), self-portraits

12 Zilde, Liana lvete (Curator) (2024). Exhibition Masdienu fotografijas véstures I. ISSP Galerija,
17.05.-27.06.2024. Available at: https://issp.lv/en/gallery/musdienu-fotografijas-vestures-i [20.10.2025.].
Zilde, Liana Ivete (Curator) (2024). Exhibition Misdienu fotografijas véstures Il. ISSP Galerija,
04.07.-16.08.2024. Available at: https://issp.lv/en/gallery/contemporary-histories-of-photography-ii
[20.10.2025.].
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from 1967 — first reproduced at large scale by Sophie Thun — photomontages featuring
model Velta Stipina, and portraits of the painter Laima Eglite.”®

In the 1970s, Dzividzinska abandoned her photographic practice to make a living
and turned to graphic design." Her photo archive remained dormant for more than
twenty years, until a revival began in the mid-1990s, coinciding with a shift in the
aesthetic criteria of photography exhibitions.

In scholarship, Dzividzinska continues to represent the marginalized stories
of women, even though her legacy has been comparatively more studied than that of
many of her contemporaries. She has been featured in comprehensive publications on
post-socialist art such as Gender Check. Femininity and Masculinity in the Art of Eastern
Europe (2009), Beyond Memory: Sovier Nonconformist Photography and Photo-Related
Works of Art (2004), Working with Feminism: Curating and Exhibitions in Eastern Europe
(2013), and, in the local context, Tikai neraudi! (Don’t Cry!, 2023).” This visibility is
largely due to the labor of care by Alise Tifentale, as well as Dzividzinska’s own active
role in organizing and circulating her archive from the late 1990s until her death.'

Since then, Dzividzinska’s story has been unfolding through various narratives:
her photographic experiments have been interpreted by scholar Laine Kristberga as a
form of hybrid practice between photography and performance art;'” as an example of
para-feminism in the former Soviet bloc by Tifentale and art historian Jana Kukaine;'
as a fusion of the family archive and the boundaries of art by Tifentale herself; and

13 Inthe exhibition, Thun printed Dzividzinska's negatives on 40 x 50 cm photographic paper, selecting
the size and paper type based on Dzividzinska's exhibition prints from the 1960s.

14 Photography clubs were amateur organizations rather than part of the professional art sphere, and their
members were often professionals working in other fields.

See: Tifentale, Alise (2011). Fotogréfija ka maksla Latvija: 1960-1969. Riga: Neputns.

15 Traumane, Mara (2012). Women's Art and Denial of Feminism: History of Exhibitions in Latvia 1977-2011.
In: Kivimaa, Katrin (Ed.). Working With Feminism: Curating and Exhibitions in Eastern Europe. Tallinn:
TLU Press, 2012, pp. 163-189.

Peji¢, Bojana (Ed.) (2009). Gender Check: Femininity and Masculinity in the Art of Eastern Europe.

Wien: Museum Moderner Kunst Stiftung Ludwig; KéIn: Walther Kénig.

Svede, Mark Allen (2004). On the Verge of Snapping: Latvian Nonconformist Artists and Photography.
In: Neumaier, Diane (Ed.). Beyond Memory: Soviet Nonconformist Photography and Photo-Related Works
of Art. New Brunswick; London: Rutgers University Press, pp. 229-245.

Ansone, Elita (2023). Tikai neraudi! Feministiskie skatfjumi Latvijas maksla: 1965-2023 (exh. cat.).

Riga: Latvijas Nacionalais makslas muzejs.

16 Tifentale, Alise (n.d.). Art Days Forever. Available at: https://www.artdays.net[23.11.2024.].

17 Kristberga, Laine (2025). Convergence of Performance Art, Photography, and Archival Practices.
Culture Crossroads, No 27, pp. 87-108.

18  Tifentale, Alise (2021). Entering the Elusive Estate of Photographer Zenta Dzividzinska. MoMA Post,
24.03. Available: https://post.moma.org/entering-the-elusive-estate-of-photographer-zenta-dzividzinska
[23.11.2024.].

Kukaine, Jana (2003). Intimacy and Darkness: Feminist Sensibility in (Post)socialist Art. Arts, No 12 (1),
pp. 1-12. https://doi.org/10.3390/arts12010024

27



28

LIGA GOLDBERGA

as a case of avant-garde practice in post-socialist contexts by photography historian
Maria Garth.”

Since 2021, the archive has also become a site of artistic research for artist
Sophie Thun, who continues to engage Dzividzinska’s imagery in her own work.?
Similarly, filmmaker Emilija Karetnikova is currently developing a film that draws on
Dzividzinska’s photographic style, merging it with cinematic language and her own
visual vocabulary. These projects reflect a broader wave of critical discourse gaining
traction in Latvian art research, art history education, and cultural institutions.

This shift has been further supported by scholars in literary and gender
studies, such as Janis Ozolin$ and Karlis Vérdins,”' as well as by the editorial work
of photography historians Katrina Teivane and Tifentale in a publication dedicated
to photographic archives.?> Art historians and curators, including Agné Narusyte,
Katrin Kivimaa, Selda Pukite, and Indrek Grigor, have drawn significant parallels
across the Baltic region. A nuanced characterization of the region — particularly the
tension between official and non-conformist art — has been developed in the writings
of Vérdins and art historian-curator Mark Allen Svede.”

Still, despite the diverse and interdisciplinary research of the past decade,
there remains a lack of discourse addressing archival research itself — particularly the
materiality and agency of archives, as well as the complexities involved in systematizing
and integrating archival objects within memory institutions. Although the material
turn, which foregrounds the agency of things, has shaped humanities and arts research
since the late 20th century, in Latvia it remains a relatively recent approach.?

The case of Dzividzinska’s archive encompasses tactile, practical, and conceptual
dimensions. As both researcher and archivist, my work involves examining each of
the thirteen boxes and repackaging every item using acid-free materials. This hands-
on engagement brings with it the challenges of systematization: deciding whether

19 Garth, Maria (2022). Soviet Avant-Gardes and Socialist Realism: Women Photographers Bridging
the Divide, 1930s-1960s. Journal of Avant-Garde Studies, No 1(2), pp.188-220.
https://doi.org/10.1163/25896377-00102002

20  Thun, Sophie (2022). Sophie Thun. Phileas. Berlin: DISTANZ; Phileas.

21 Ozoling, Janis; Vérdins, Karlis (2023). levads. Letonica, No 48, pp. 1-5.

22 Teivane, Katrina; Tifentale, Alise (2022). Preface. In: Teivane, Katrina; Tifentale, Alise (Eds.). Proceedings
of the National Library of Latvia, Vol 9. (XXIX): Mapping methods and Materials: Phtographic Heritage in
Cultural and Art-historical Research. Riga: National Library of Latvia, pp. 15-21

23 Svede, Mark Allen; Vérdins, Karlis (2021 [2024]). Nearly Underground in the Near-Abroad: Outliers in
Soviet Baltic Culture. In: Lipovetsky, Mark; Engstréom, Maria et al. (Eds.). The Oxford Handbook of Soviet
Underground Culture. New York: Oxford University Press, pp. 303-331.

24 Melgalve, leva (2023). Atminas protézes: Kristines Krauzes-Sluckas un Alna Stakles gadijumi.

Makslas vésture un teorija, No 27, pp. 62.-73.

Tetere, Baiba (2020). Fotografija muzeja: Paula Stradina Medicinas véstures muzejs. Creative

Museum, 15.10. Available at: http://www.creativemuseum.|v/Iv/raksti/dienasgramata/baiba-tetere-
fotografijamuzeja-paula-stradina-medicinas-vestures-muzejs [23.11.2024.].

Bula, Dace (2023). Flood Stories: Agency of Water and Relationality of Narrative. Narrative Culture, 10(1),
pp. 1-25.
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to preserve the archive’s original rhythms or to disrupt them in order to fit the
classifications of the NLL.

Acknowledging these tensions, the following chapters draw on critical theory
and contemporary archival practice to explore the gendered nature of archival neglect
and the delayed inclusion of women’s archives in the history of photography.

A Self-Portrait. The Autobiographical Urge

A medium-format film strip of 24 frames shows Dzividzinska in a photography
studio. She lights and smokes a cigarette, poses with a tripod, and performs for the
camera. The angles shift — looking down on her, up at her, and directly across — each
frame capturing a different layer of presence. In some shots, her gaze is unfocused,
as if absorbed in thought; in others, she meets the camera head-on, laughing or
momentarily blinded by the studio lights.

The film is accompanied by contact prints and two sheets of handwritten
notes. One page appears to reference other photographs, instructing to “rinse” the
negatives because they are “stuck together.” It mentions people and animals absent
from the images — her contemporary Arnolds Plaudis (1927-2008), his parents, and
horses. The second sheet reads: “Me, working as a photographer after RLMV, when
I didn’t get into the Academy.”® In another box, I find small prints with torn corners.
On the back of her self-portraits, Dzividzinska uses the colloquial term mans gimis
(“my mug,” “smiler,” or “visage”) — a playful, perhaps defiant, way of marking her
own image and reclaiming authorship over how she is seen. After examining all the
negatives, I am able to identify which frames the note about the “lost” negatives refers
to. Similarly, the studio setup with the tripod corresponds to another photoshoot
in which Dzividzinska’s contemporary, Ingrida, poses with a skull and a veil. This
19-frame sequence bears the annotation “making big art”.

A pattern of self-irony emerges in her own evaluations of creative work
and self-portraits. Yet these scattered notes and comments, along with her careful
annotations, reveal an autobiographical impulse and a conscious effort to preserve
the materials as records of her artistic life. Dzividzinska left no autobiographical
essays or diaries that would allow us to follow her thoughts at particular moments.
Instead, her archive contains numerous fragments of self-documentation: interviews,
notes, exhibition plans with handwritten remarks, funding proposal drafts, and the
mock-up of a possible book — a stack of printed office pages, a bibliography, and an

artist’s CV bound together in a folder decorated with colorful jelly beans on its cover.

25 RLMYV - Riga School of Applied Arts; Academy - Art Academy of Latvia.
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Zenta Dzividzinska's negatives with the artist’s notes. Photo by Liga Goldberga, 2021
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Tifentale continued her mother’s efforts, becoming the second archivist of
Dzividzinska’s oeuvre. In a publication devoted to the collaboration between Sophie
Thun and Dzividzinska, Tifentale employs the metaphor of a sentence to describe
her mother’s creative trajectory. The sentence begins in the 1960s, when Dzividzinska
joined the photo club Riga. Tifentale narrates her mother’s stylistic and conceptual
distinctiveness, which ultimately led to her marginalization within the photo-club
milieu. The sentence is interrupted in the 1970s, when Dzividzinska stepped away
from photography to earn a living as a graphic designer at Kombindits Maksla. During
this time, the archive lay dormant until the late 1990s, when curators Mark Allen
Svede and Inga Steinmane rediscovered her work and initiated a re-evaluation of her
contribution to Latvian photography. From that point onward, Tifentale describes
her role as one of “reading the sentence” and “completing the sentence,” framing the
archive’s recent developments — most notably, Thun’s intervention mentioned above.?®
Through the metaphor of the sentence, Tifentale constructs a narrative that traces
both the interruptions and the continuities in her mother’s artistic life, situating it
within its specific cultural and historical context.

In a similar vein, I propose approaching this material through the lens of biog-
raphies of archives.”” The stages of systematization, visibility, circulation, and shifts in
status — or even the eventual disappearance of archives through neglect, destruction,
or loss — make it possible to trace the inequalities, omissions, and fragmentations that
shape the broader and often uneven landscape of photographic histories. Although
Dzividzinska did not leave a sustained first-person narrative in chronological form,
her archive nonetheless embodies an autobiographical impulse and reflects a deliberate
act of self-archiving. With exhibitions such as Black and White (1999) and I Don’t
Remember a Thing (2005), Dzividzinska began to work with her photographs as an
artist within the archive, selecting moments to narrate stories that had not necessarily
been central at the time of their creation.?® These intimate images — family portraits,
child-rearing, funerals, weddings, and everyday scenes — were largely absent from the
visual vocabulary promoted and exhibited by photo clubs during the 1960s and 1970s.

After the 1990s, the archive reveals a shift in emphasis regarding which photo-
graphs hold artistic or personal significance. As art historian Agné Narusyté notes

in her analysis of Lithuanian artist Veronika Sleivyte’s (1906-1998) photographic

26 Tifentale, Alise (2023). Completing an Unfinished Sentence: on the Collaboration Between Sophie Thun
and the Archive of Zenta Dzividzinska. From: Miller, Christin (Ed.). Trails and Tributes. Sophie Thun.
Vienna: VfmK Verlag fir moderne Kunst, pp. 53-55.

27  ldeveloped the conceptual framework in a paper on NLL's postcard collection. See: Goldberga,

Liga (2022). Atminas averss un reverss: fotopastkartes Latvijas Nacionalas bibliotékas Konrada Ubana
Makslas lasitavas atklatnu kolekcija.No: Teivane, Katrina; Tifentale, Alise (atb. red.). Latvijas Nacionalas
bibliotékas Zinatniskie raksti, 9. (XXIX) séj.: Mekléjot metodes un materialus: fotografijas mantojums
kultaras un makslas véstures pétnieciba. Riga: Latvijas Nacionala bibliotéka, pp. 157-172.

28  Black and White. Exhibition curated by Inga Steimane. Gallery Ciris, Riga, Latvia, 07.-20.09.1999. | Don't
Remember a Thing. Exhibition. Gallery of the Artists’ Union of Latvia, Riga, 20.12.2005-20.01.2006.
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archive, “the medium functions, first of all, as a family ritual. Who has been with
whom, what did they do, who married whom, who was born or who died — everything
has to be documented.”” Similarly, Dzividzinska’s series House by the River, which
portrays a family living in the countryside, emerged as an art project only in the early
2000s, even though it comprises images taken throughout the 1960s, 1970s, and early
2000s. Dzividzinska was neither meticulous in her archiving practices, nor strict in
delineating the boundaries of events within the series. As archivists at the NLL, we
now face questions about the coherence of House by the River: can every image made
on the family property be considered part of the series? These boundaries are far from
clear, particularly as the archive undergoes digitization and several negative strips
remain uncertain in their attribution. Moreover, digitization enables public access.
While Dzividzinska — as both author and custodian of the archive — was intimately
aware of the distinctions between the public and private sections of her collection, as
well as of the series’ chronological and thematic contours, once the archive enters a
memory institution, the entire body of material becomes available for interpretation
by researchers, curators, archivists, and artists alike.

Memory institutions have long served as sites of accumulation for objects that
move fluidly between the realms of personal and collective memory. Latvian publicist
and cultural critic Santa Remere reflects on this delicately in her essay on postcards
housed at the NLL, where she contemplates the gendered nature of the diary form
and women’s role as caretakers of the familial memorabilia hearth through postcard
collections and photo albums.?® Similarly, in her discussion of diaries as ambiguous
forms straddling private and public dimensions, scholar Desiree Henderson addresses
the “privatization” of ego documents created by individuals and communities on
the margins. Drawing on literary scholar Jennifer Sinor’s term, Henderson argues
that such documents are often perceived as private and apolitical, even though they
perform public and social functions — especially in the case of marginalized voices.*!
This notion of “privatized” narratives is useful for understanding the archival practices
that have historically rendered certain voices invisible. Women’s archives — and with
them, subjective and intimate documentary modes — were long excluded from the
dominant visual language of photographic practice in Latvia. Shaped by the aesthetics
of the photo club movement and gendered inequalities in the art world, these archives

29 Narusyté, Agné (2020). Reading Dream Sediments. In: Dainovskyté, Milda; Narusyte, Agné (Eds.).
Foto Véros Sleivytés. Kupiskis: Kupiskio etnografijos muziejus, p. 287.

30 Remere, Santa (2022). My Reply is on the Back. In: Goldberga, Liga (Ed.).

Atminu topografijas/ Topographies of Memories. Riga: Latvijas Nacionala bibliotéka, pp. 83-89.

31 Henderson draws on the term privatized introduced by literary scholar Jennifer Sinor. Here, | connect it to
archives that have been systematically marginalized due to neglect, as women'’s archives and subjective
documentary practices were long excluded from the artistic canon due to the aesthetics of the photo club
movement and gender inequalities surrounding women'’s art. See: Henderson, Desirée (2018). Reading
Digitized Diaries: Privacy and the Digital Life-Writing Archive. Auto/Biography Studies, Vol. 33:1, p. 166.
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were rarely acknowledged as legitimate artistic expressions. The archive of Sleivyte,
for instance, remained deliberately hidden for decades because it documented queer
relationships — identities and intimacies criminalized under Soviet law. Yet her collection
of photographs and postcards reveals a profoundly relational and communicative
narrative, grounded in affect and care.*

In a comparable way, Zenta Dzividzinska’s House by the River series has
historically been relegated to the private sphere. Her quiet documentation of every-
day life — women’s labor, ageing, childhood, domestic rituals — and her intuitive,
experimental portrayals of women were largely excluded from the dominant visual
languages of both art photography and amateur or state-sanctioned photographic
practices. In this sense, Dzividzinska’s photographic archive functions much like a
diary — a conversation with her shifting roles as the photographer, archivist, artist
and self-observer. It is a non-linear and material ego document granting an access to
memory and converting the personal into a form of public representation. Her archive
not only highlights the complexities of making private lives visible within institutional
frameworks but also reveals the structural exclusions embedded in the photographic
canon. It thus provides a compelling case for re-evaluating art histories that have
systematically overlooked the contributions of women artists and photographers.

Historian Penny Summerfield has noted that the term ego document is prob-
lematic within feminist theory, as it originates from nineteenth-century philosophical
ideals of a self-contained, masculine subject. She instead proposes understanding
storytelling as a relational, interactive, and collective act — one that is inherently
shared.*> While I support this perspective, in the context of Dzividzinska and other
women photographers working in Soviet-occupied territories during the second half
of the 20th century, a certain self-reliant detachment from the dominant aesthetics
of photo club culture becomes vital. It is precisely this detachment that enables
Dzividzinska to construct a personal narrative through her archive — a form of ego
document that does not assert dominance, but rather renders visible the overlooked
and intimate layers of lived experience.

This autobiographical impulse marks the beginning of a chain of care: one
initiated by Dzividzinska herself and later sustained by her daughter, who has worked
with dedication to preserve and promote her mother’s legacy. The archive thus emerges

32 Likewise, archival research by Karlis Vérding and Janis Ozolins allows a cross comparison in reading
marginalized and private archives - their materiality, the affects they embody, and the metanarratives they
represent. See: Ozoling, Janis (2024). Accumulating Negative Affects: The Diary of the Soviet Latvian Film
Director Gunars Piesis. Journal of the Institute of Latvian History, Vol. 120 (1), pp. 81-102.

Verding, Karlis (2024). Two Peters: Queer Domestic Space and Artist’s Sensibility in Soviet Latvia. Journal
of the Institute of Latvian History, Vol. 120 (1), pp. 103-121.

33 Summerfield, Penny (2019). Introduction. In: Summerfield, Penny (Ed.). Histories of the Self: Personal

Narratives and Historical Practice. Abingdon; New York: Routledge; Taylor & Francis Group, p. 5.
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not only as a personal repository but also as a collaborative, intergenerational project
of memory work.

The following chapter shifts focus from Dzividzinska’s personal narrative to
the evolving biography of her archive — its institutionalization and integration into
the collections of the NLL. This transition introduces the concept of archiving for
aura as a framework for exploring the shifting meanings, values, and statuses of
archival materials as they move from private to public, from personal memory to
cultural heritage.

Cinnamon Bark. Institutionalization of the Archive

When the archive was transported to the NLL after the finissage of the exhibition
I Don’t Remember a Thing: Entering the Elusive Estate of ZDZ at KIM? in 2021, it
was first placed in the library’s disinfection chamber. There, each component was
examined, dusted, and — where necessary — mold-affected materials were isolated
and decontaminated before being transferred to the Art Department of the Special
Collections. The process of reviewing the entire archive, which consisted of thirteen
boxes and additional items later donated by Tifentale, took nearly a year. In specific
cases, the expertise of the NLLs conservators was required, most notably in address-
ing what Tifentale metaphorically referred to as “cinnamon barks”™ tightly curled
35 mm negative film strips containing five to seven frames. This epithet captures the
physical deformation caused by long-term exposure to humidity, unsuitable storage
temperatures, and the absence of proper pressure to keep the film flat. These strips,
now almost unreadable to the naked eye, present a significant preservation challenge.
At present, the only viable method proposed by the Conservation Department for
recovering their content is digitization, while the physical restoration of these objects
remains a subject of ongoing research.

As an autobiographical form, the archive resists linearity and, at times, becomes
unreadable: some of its parts have been misplaced or dispersed through donations to
other art and memory institutions or absorbed into private collections. While this
dispersal benefits the broader circulation of cultural heritage, it contributes to the
fragmentation of the archive as a unified body. Yet this material fragmentation is
itself part of the archive’s biography. Unlike textual autobiographies, which unfold in
language and sequence, the archival form manifests through materiality — through
the tactile presence of negatives, handwritten notes, and prints bearing traces of use.
The archive becomes a site where memory is performed rather than narrated, and where
selfhood is constructed through acts of preservation, annotation, and arrangement.

At the same time, the integration of Dzividzinska’s archive into the collections
of the NLL necessitates a re-systematization that inevitably overrides the original
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logic of arrangement shaped by Dzividzinska and her daughter. This reorganization
risks erasing key markers of the archive’s own biography and the chronology of its
circulation. Yet institutionalization also introduces a new phase in the archive’s life:
one defined by both care and a subtle form of violence. Its assimilation into the
NLLs preservation systems and catalogues enables greater access and reactivation
in future narratives, even as it effaces the personal gestures and idiosyncrasies that
once shaped its internal logic. Thus, the archive’s biography continues to unfold
not despite, but through these shifting frameworks of preservation, translation, and
institutional control.

Walter Benjamin’s concept of the aura is frequently invoked to examine the
relationship between artworks and their reproductions, particularly within photogra-
phy theory, where it helps problematize the medium’s inherent tensions between
negatives and prints, originals and copies.** In this context, I turn to the notion of
aura to consider its spatial dimensions in relation to memory work. The quotations
from Sophie Calle and Susan Sontag at the beginning of this paper already suggest
the topographical nature of archives as sites where memory is activated. Similarly,
art critic Boris Groys, in his interpretation of Benjamin, refers to such spatiality as
“topologies of aura.”®

The position of photography within the arts has been contested since its incep-
tion. Although photography is now widely accepted within contemporary art discourse
and increasingly incorporated into institutional canons, questions persist regarding
its boundaries and its legitimacy as an art from. In particular: which photographers
are granted inclusion in the art canon, and which segments of photographic archives
are classified as personal or documentary rather than artistic?

At the NLL, photography has historically been preserved as reference material
rather than as art. Only a few collections within the Rare Books and Manuscript
holdings — such as the works of Roberts Johansons (1877-1959) — have been explicitly
recognized as artistic. Prior to the donation of Dzividzinska’s archive, the NLLs Art
Collection included photographic materials primarily as documentation: negatives
from the newspaper Diena, photographs from the news agency LETA, and collections
of photographic postcards. The function of these materials was largely evidentiary,
serving to illustrate historical events and to support scholarly work in the arts and
humanities.

34 Benjamins, Valters (2005). Makslas darbs ta tehniskas reproducéjamibas laikmeta. No: Benjamins, Valters.
Illuminacijas. Riga: Latvijas Laikmetigas makslas centrs, pp. 152-187.
Emerling, Jae (2012). The Thing Itself. In: Emerling Jae (Ed.). Photography. History and Theory.
London: Routledge, pp. 17-41.
Steyerl, Hito (2013). In Defense of Poor Images. In: Steyerl, Hito (Ed.). The Wretched of the Screen.
Berlin: Sternberg Press, pp. 31-45.

35  Groiss, Boriss (2008). Auras tipologija. No: Groiss Boriss. Makslas vara. Riga: Latvijas Laikmetigas makslas
centrs, pp. 85-91.
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Dzividzinska’s archive, while stored in the NLLs collection rooms, is not
classified as an art object per se but rather as a repository of her artistic endeavor.
It acquires the properties of an artwork through processes of artistic mediation within
exhibition contexts, most notably, its activation by Sophie Thun at KIM? in 2021.
As Boris Groys argues, archival materials and other forms of art documentation gain
artistic agency through installation, with spatial arrangement serving as a crucial
element in this transformation. Within this framework, Groys distinguishes between
the exhibition hall as a “living space” and the museum as a “tomb” — a space of closure
and preservation, emblematic of the end of an artwork’s active life.* Yet this binary —
between liveliness and stasis, activation and preservation — ultimately proves limiting.
It reinforces a hierarchical model in which the archive is positioned as a passive object
and the curator or artist as an active subject. The following discussion challenges
this dichotomy, offering instead a more entangled and reciprocal understanding of
agency within archival and exhibition practices.

Memory institutions often attract critical scrutiny in art and curatorial discourse.
The formalization of archives as collection objects introduces restrictions that can
hinder their use within artistic research. Once archived, the material tends to lose
its practical function and instead assumes the status of an artefact. During the 2021
KIM? exhibition, Thun was able to work freely with Dzividzinska’s negatives and
prints — experimenting in the darkroom, copying, and reprinting elements of the
archive — because the material was still privately owned by Dzividzinska’s daughter.
Following the archive’s transfer to the NLL, however, such creative freedoms have
become conditioned by the institution’s preservation policies. This shift was particularly
evident during the Summer School Gender Studies in Cultural and Art History Research
and Memory Institutions (2024), when Thun visited Riga to participate in a public
discussion and began preliminary research aimed at incorporating Dzividzinska’s
archive into her ongoing artistic practice. Thun encountered a number of limitations
stemming from the archive’s new institutional status: the inaccessibility of the storage
spaces (collection rooms are restricted to staff), limited access to materials (granted
only through archivists and within designated research hours), and the requirement
to negotiate the use and representation of archival materials with library staff.

According to Groys, reinterpretation and creativity unfold within the “lively
space” of exhibitions. The archive exists in a continuous and dynamic relationship
with its audience, as well as with the artist and curator. By contrast, the repository
room lacks this liveliness: once objects are admitted into institutional collections,
they acquire the status of precious artefacts, to be handled only with white gloves and
subject to strict conservation protocols. This tension is evident in the case at hand.
While archives housed in memory institutions are protected by a framework of legal

36 Groiss, pp. 85-87.
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Artist Sophie Thun photographing Zenta Dzividzinska's archive at the National Library of Latvia (NLL).
Photo by Liga Goldberga, 2024
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and ethical regulations — such as those outlined in the Libraries Act — collections are,
in principle, meant to remain accessible.” The curators of the NLL, Anete Kramina
and Anda Boluza, have creatively explored this paradox of “accessible inaccessibility”
by inviting artists to engage with the library’s collections. Exhibitions such as 2020:
A Perspective on Eternity (2020) and Elephants Tormented by Idleness (2024) have
examined the deterioration of artefacts and the cryptic, often exclusionary language
of library catalogues. Yet the vitality of archival material is not confined to the public
sphere of exhibitions. At present, at least six researchers are engaging in in-depth work
with Dzividzinska’s archive, and the NLLs digitization policy further facilitates access
to the archive’s contents, allowing broader public engagement without requiring direct
contact with archivists. Institutionalization, then, is a double-edged sword. On one
hand, institutional protocols may restrict artistic and curatorial freedoms. On the
other hand, the process of institutionalization enables private or marginalized archives
to enter broader cultural discourses, particularly those in which questions of canon
formation, representation, and historical omission are actively debated. In this way,
the archive’s life continues to unfold, albeit under new conditions.

In his discussion of aura, Groys poses a pivotal question: how does the aura of an
artwork come into being before it can be lost through reproduction? He argues that aura
emerges for the very reason it eventually dissipates — through the act of reproduction
itself. At its core, the concept of aura allows us to differentiate the original from its
copies, offering a way to navigate the overflow of images and the endless reiteration
of artefacts.?® It is precisely here that the role of the repository — or, as Groys frames
it, the “comb” — becomes significant: the aura of an artwork is inseparable from its
spatial context. Revisiting Virginia Woolf’s famous assertion with an archival lens,
one might say that women’s archives, too, require a room of their own — a dedicated
site where memory work can be activated and where aura can be cultivated through
the ritualized labor of care performed by archivists.*

In the context of women’s archives, this brings forth two interrelated conclusions.
First, if the archives of women artists are to be fully integrated into the art-historical
canon — if Dzividzinska is to take her place as an “old master” alongside her tutor
Binde and other male contemporaries — then these archives must be housed in
spaces that enable sustained, attentive care. Second, if aura indeed arises through
repetition and circulation, then women’s archives must remain alive and accessible.
Their vitality depends on ongoing interpretation, reproduction, and storytelling —
a polyphonic unfolding of meanings across time. The conclusion will consider how
these archival dynamics shape the broader landscape of memory institutions, cultural

37 [Anon.]. (1998) 5. pants. Bibliotéku darbibas visparigie principi. No: [Anon.]. Bibliotéku likums. Available
at: https://likumi.lv/ta/id/48567-biblioteku-likums 5 [23.11.2024.].
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heritage policies, and feminist curatorial practices, drawing together the tensions and
possibilities explored throughout this study.

Conclusion. Building “a Self” Through Archiving

As this paper has shown, the accession of an archive into a memory institution demands
both an understanding of its prior internal structures and circulation patterns and
a willingness to disassemble, reframe, and recontextualize them within institutional
frameworks. This process requires more than classification — the archivist must surrender
to the agency of the archive, navigating its memoryscapes with attentiveness and care.

Through the case study of Latvian photographer and artist Zenta Dzividzinska,
this research has examined the institutionalization of a previously private archive,
positioning it within broader conversations about archival labor, institutional care,
and the circulation of women’s photographic practices in the second half of the 20th
century. In doing so, it addresses the persistent exclusion of women’s archives from
the historical narrative of Latvian photography and affirms the need for critical,
interdisciplinary approaches as these materials are gradually integrated into the
national art-historical canon.

In the humanities, ego documents are typically understood as testimonies,
memoirs, or letters — written texts with a discernible narrative arc. This paper suggests
expanding that understanding by turning to the materiality of the archive and its
ability to carry memory through re-use and re-systematization. Although Dzividzinska
did not leave behind a diary or conventional autobiography, she actively annotated
her archive and assembled photographic selections that later appeared in exhibitions.
She was the first archivist of her own work, leaving traces of her artistic process and
the internalized ambivalence she faced as a woman photographer. As Sontag writes,
“the self is a project, something to be built.” *° Seen through this lens, Dzividzinska’s
self-archiving becomes a form of self-construction, a diaristic practice of returning to
her images as sites of memory, reflection, and ongoing negotiation of the self.

To care for an archive is to construct a space for remembering — and in
Dzividzinska’s case, a space that had long remained private due to the absence of a
research discourse attentive to women’s photographic legacies. Taking up space — both
metaphorically and materially — in the repository rooms of a memory institution
becomes a necessary act of revision, one that reshapes the boundaries of the art canon.
In the Latvian context, where photography has historically occupied a marginal
position within art history, the archives of women photographers have often been

doubly peripheral, confined by both medium and gender.

40 Sontag, p. 117.



[..] EXPLORING STRATEGIES THAT ACTIVATE THE LABOR OF CARE FOR WOMEN'S PHOTOGRAPHIC HERITAGE

Here, Walter Benjamin’s concept of aura offers a valuable framework for consid-
ering the relationship between artwork and space. The reproduction of Dzividzinska’s
photographs — in exhibitions, academic work, and digital platforms — unfolds as a
tension between the emergence and erosion of aura. Repository rooms simultaneously
restrict and enable the circulation of images. And yet, for women’s archives, insti-
tutionalization often marks a turning point: it grants visibility, stability, and entry
into public discourse. “Memory, the staging of the past, turns the flow of events into
tableaux,” writes Sontag.”! As an archivist working closely with academic and artistic
researchers, I witness this staging firsthand — the formation of new narratives shaped
by fragments of the archive. Some frame Dzividzinska’s legacy within the discourse
of genius and mastery; others position her in the margins, as part of the unruly
undercurrents of queer, feminist, or minoritarian histories. These reiterations do not
diminish the aura of her work. Rather, the ritualized labor of care — in repositories,
exhibitions, and research — cultivates and extends that aura, threading it into the
fabric of a reimagined canon.

As Calle writes, “I see myself at the labyrinth’s gate, ready to get lost...”** —
a sentiment echoed by Sontag, who reminds us that to understand is also to know how
to get lost. This paper has explored the spatiality of the archive as a site of care, labor,
and narrative multiplicity. Like navigating unfamiliar streets or wandering through
memory, the archivist must also surrender to the archive’s agency, tracing its shifting
topographies. Dzividzinska’s case allows us to consider how institutionalization, while
disassembling prior structures, can also offer new forms of visibility and meaning.
In this sense, archiving becomes a spatial practice — what Groys calls a topology of
aura — in which meaning is produced through the positioning, circulation, and ritu-
alized care of archival objects. “Archiving for aura” entails cultivating an environment
where artworks and their traces can remain alive in dialogue, rather than sealed in
static preservation. The archive is not merely a container of the past, but a shifting
landscape where aura is continually reassembled through acts of mediation. To stray
within an archive is not to lose direction, but to embrace the complexity of its stories
and contribute to the ongoing revision of cultural memory.
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Auras arhivésana: stratégijas sieviesu fotografiska
mantojuma rapju darba aktivizésanai

Kopsavilkums

Sieviesu raditais fotografiskais mantojums no 20. gadsimta otras puses joprojam ir maz
pétits, ipasi salidzinajuma ar vinu laikabiedriem — atzitiem fotografiem viriesiem. Veicot
gadijuma izpéti par latviesu makslinieces un fotografes, fotokluba “Riga” dalibnieces
Zentas Dzividzinskas (1944-2011) arhivu, raksta autore pievérsas izaicindjumiem,
ar kuriem sastopas sievietes fotografes sava mantojuma arhivésana, anotésana un
ieklausana makslas kanonos un fotografijas véstures stastos. Lidztekus raksta tiek
analizéts ari rapju darbs, ko veic arhivu mantotaji, atminu institacijas un kuratori,
nodrosinot sieviesu autoru fotografiska mantojuma saglabasanu un pieejamibu.

Dzividzinska bija pirma sava fotografiska mantojuma arhivare, un vinas arhiva
atrodamas norades, kas atklaj fotografes attieksmi par paveikto, nereti ar pasironisku
nokrasu. Arhivésanu vélak turpinaja vinas meita makslas zinatniece Alise Tifentale,
gadajot, lai mates darbi klatu redzami un tiktu ieklauti fotografijas vésturé. Kops
2021. gada arhivs ir Latvijas Nacionalas bibliotékas Makslas krajuma dala, un uz to
attiecas institacijas noteikumi par saglabasanu un pieejamibu.

Atslégvardi: bibliotéku krajumi, arhivi, sievietes fotografes, reprodukcijas, feminisms,
makslas kanoni.

Raksts sagatavots, istenojot valsts pétijumu programmas "Latvijas kultlra - resurss valsts attistibai" (2023-2026)
projektu "Latvijas kultlras ekosistéma ka resurss valsts izturétspéjai un ilgtspéjai" / CERS (Nr. VPP-MM-
LKRVA-2023/1-0001).
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Creating a New Canon: Women Artists

in Lithuania from 1990 to the 2020s

Summary

This article examines the transformation of the Lithuanian art historical canon
from 1990 to the 2020s through the activities of women artists, curators, and art
historians. Following the restoration of independence, the Lithuanian art scene
inherited institutional and discursive structures shaped by Soviet cultural ideology,
which had long marginalized women artists and devalued practices associated with
femininity. The article traces how, over three decades, women intervened in these
structures through self-organization, collective action, institutional critique, and
curatorial activism, gradually reshaping the conditions of visibility and recognition.

Drawing on archival research, exhibition histories, critical discourse analysis,
and case studies of artists’ groups, exhibitions, and institutions, the study foregrounds
the role of women as active agents in cultural production rather than as passive
subjects awaiting inclusion. Particular attention is paid to strategies such as forming
alternative collectives, introducing feminist and queer perspectives, revaluing applied
arts within contemporary discourse, and challenging institutional hierarchies through
performative and interventionist practices.

The article argues that these cumulative efforts contributed to the emergence of
a “new canon” in Lithuanian contemporary art — one characterized by greater diversity
of voices, media, and identities. By reframing canon formation as a contested and
ongoing process, the study highlights how women’s artistic and curatorial practices
have played a decisive role in redefining national art history in the post-Soviet context.

Keywords: women artists, canon formation, feminist curating, institutional critique,
Lithuanian contemporary art, post-Soviet culture.
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Art history has long tended to overlook women artists, granting only a few a
marginal presence within narratives of artistic movements. Although Western feminist
art historians began addressing these inequities in the 1970s, Lithuania remained
outside this discourse: under Soviet occupation, any form of critical or revisionist
inquiry was suppressed. As a result, when independence was restored in 1990, the
country’s art scene continued to be dominated by men. In the decades that followed,
women artists and art historians made concerted efforts to redress this imbalance.
Yet meaningful change became evident only in the late 2010s, when women began to
gain access to prestigious exhibition venues, major awards, and inclusion in national
artistic canons.

In Differencing the Canon (1999), Griselda Pollock conceptualizes the canon
as a “retrospective” narrative that constructs a story of origins and legitimizes “the
backbone of cultural and political identity” — a structure whose ideological foundations
become visible when the canon begins to shift.! She argues that the art-historical
canon functions as:

A discursive formation which constitutes the objects/texts it selects as the
products of artistic mastery and, thereby, contributes to the legitimation
of white masculinity’s exclusive identification with creativity and with
Culture.?

This patriarchal art history, presented as “tradition”, is built upon the systematic
“negat(ion] [of] femininity”, a mechanism necessary to maintain “the supremacy of
masculinity within the sphere of creativity”.*

Given this, Pollock asserts that the notion of a feminist canon is inherently
contradictory, as it risks merely affirming the very structure it seeks to challenge.
Meaningful transformation requires looking from what she calls the “elsewhere of
discourse” — the institutional “blind spots”, “interstices”, and gaps within the “power—
knowledge apparatuses”’ Pollock therefore advocates for practices of “re-reading
and reworking” the materials already situated within the “spaces of representation”
in order to reveal the repressed Other.® In this sense, efforts to “rework” the canon
often take activist forms, exemplified by internationally recognized figures such as

N

Pollock, Griselda (1999). Differencing the Canon. Feminist Desire and the Writing of Art’s Histories.
London; New York: Routledge.

Ibid, p. 9.

Ibid, p. 10.

Ibid, p. 5.

Ibid, pp. 7-8. Pollock quotes Lauretis, Theresa de (1987). The Technology of Gender. In: Lauretis,
Theresa de. Technologies of Gender: Essays on Theory, Film and Fiction. London: Macmillan, p. 25.
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Judy Chicago and the Guerrilla Girls, whose interventions expose and destabilize
the exclusions on which canonical narratives depend.

Pollock also highlights the powerful role of desire and the “psycho-symbolic
investment in the canon”, which compels culture to defend its established narratives
and heroic figures.” This investment obstructs attempts to expand the canon by adding
the excluded names of women artists or by elevating devalued “feminine” practices
such as textiles or ceramics as a challenge to entrenched “hierarchies of value”. From
the perspective of canonical gatekeepers, the rediscovered work of women artists
often appears marginal, uninteresting,® or “unrepresentative” of national artistic
identity.” Instead, Pollock proposes the “deconstructifon] [of] discursive formations”
to expose the canon as a gendered construct shaped by traumatized, sexualized forms
of masculinity.” She argues that feminist art historians and artists must instead
cultivate collective movements and sustain the coexistence of differences — forms of
practice and discourse that “cross-fertilize and challenge” one another. This approach,
she suggests, expands the cultural “space for multiple occupancy” and generates new,
plural meanings beyond the constraints of patriarchal tradition."

The re-formation of the patriarchal art historical canon in independent Lithuania
can be understood as a gradual deconstruction of the discourse inherited from Soviet
cultural ideology. The system justified the exclusion of women from prestigious study
programmes, such as painting and sculpture, as well as from representation in major
art institutions and from national awards.!? Since 1990, Lithuanian art historians
have challenged this legacy both by reinserting women’s names into the canon and
by demonstrating that practices traditionally classified as “applied arts” can operate
as conceptual and contemporary artistic expressions.

A pioneering contribution came from Margarita Jankauskaité, whose 2002
PhD thesis Expressions of Feminine: Identity in Contemporary Lithuanian Art focused
on the conceptualization of the body and foregrounded feminist perspectives within
Lithuanian art discourse.”” Further momentum emerged from the nine conferences
My Territories: Migrating Space of Women’s Art (2008-2018), initiated and organized
by art historian Ramuté Rachleviciaté. She also edited three volumes of conference

7 Ibid, pp. 13-19.

8 Ibid, p. 8.

9 Ibid, p. 10.

10 Ibid, pp. 23-26.

11 Ibid, pp. 11; 26-27.

12 Narusyté, Agné (2022). Menininkés okupuotoje Lietuvoje ir iSeivijoje. In: Narusyteé, Agné (Ed.). Lietuvos
menininkés. Vizualiyjy menu karéjos nuo XX a. pradzios iki $iy dieny. Vilnius: Kitos knygos, pp. 105-116.

13 Jankauskaité, Margarita (2002). Moteriskojo tapatumo israiskos Siuolaikinéje Lietuvos dailéje. Doctoral
thesis. Vilnius Academy of Arts, Lithuania.
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proceedings' and compiled two collections of texts written by women artists them-
selves, published in 2021.”

International and private initiatives also contributed to this process. The
Noewe Foundation'® highlighted Lithuanian women artists in its collection through
an exhibition and publication in 2018."7 Around the same time, the global surge in
publications dedicated to women artists'® inspired the Lithuanian publisher Kitos
knygos to produce the dictionary entitled Lithuanian Women Artists. Creators of Visual
Arts from 1900 Until Today.” Emphasizing biographical narratives articulated in the
artists’ own voices, the project invited readers to “psycho-symbolically invest” in an
expanded and more inclusive canon. Collectively, these initiatives retell art history
retrospectively to illuminate the presence — and significance of — women artists who
had long been omitted, thereby reshaping the contours of the canon itself.

This paper discusses the other side of this transformation: the activities of
women artists who, alongside art historians, became active subjects within cultural
discourse — though not always through explicitly feminist art. Over time, their
collective efforts contributed to shaping a “new canon” that foregrounds diversity and
incorporates not only women but also queer identities. The retrospective narrative
that follows traces how women artists self-organized to assert their presence in the
cultural field by curating exhibitions and collaborative movements; engaging in
institutional critique and curatorial activism; and working from the margins to
dismantle entrenched hierarchies of value. Through these strategies, they effectively
challenged the discourse of traditional canon, opening cultural spaces to greater
heterogeneity and fostering new modes of representation.

14 Rachlevi¢iaté, Ramuté (Ed.) (2011). Moters savastis dailéje. Acta Academiae Artium Vilnensis, Vol. 62.
Vilnius: Vilnius Academy of Arts; Eadem (2013). Moteriskoji tapatybé ir dailé. Acta Academiae Artium
Vilnensis, Vol. 68. Vilnius: Vilnius Academy of Arts; Eadem (2017). Moteriskumo reprezentacijos ir dailé.
Acta Academiae Artium Vilnensis, Vol. 85. Vilnius: Vilnius Academy of Arts.

15 Rachlevi¢iate, Ramuté (2021). 142 atvertys: Lietuvos menininkiy autobiografijos. Vilnius: Tarptautinés
dailés kritiky asociacijos (AICA) Lietuvos sekcija.

16 Previously Lewben Art Foundation founded by Vilius and Rita Kavaliauskas in 2013.

17 Krik$topaityté, Monika (Ed.) (2018). Kiekgi galima laukti. Menininkiy darbai i$ “Lewben Art Foundation”
kolekcijos ir jy interpretacijos / What Took You So Long. Works by Women Artists from the collection of
Lewben Art Foundation and their interpretations. Vilnius: Lewben Art Foundation.

18 In particular, Frigeri, Flavia (2019). Women Artists (Art Essentials). Thames & Hudson; Eadem (2019).
Menininkés. From series Meno pagrindai. Vilnius: Kitos knygos.

19 Lietuvos menininkés. Vizualiyjy meny kdréjos nuo XX a. pradZios iki Siy dieny. Texts were written by Agné
Narusyte, leva Burbaite, Laima Kreivyteé, Audroné Zukauskaité, Karolina Rimkuteé and Aira Niauronyte.
The dictionary presents 59 artists.

20  Thisrefersto Pollock’s discussion of the role of desire in the “psycho-symbolic investment in the canon”.
See Pollock, Griselda (1999). Differencing the Canon. Feminist Desire and the Writing of Art’s Histories,
pp. 13-19.
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Self-Organizing Women Artists

The national revival began in 1987 with the first public protest meeting organized
by the Lithuanian Liberty League (Lietuvos laisvés lyga) at the monument to the poet
Adam Mickiewicz in Vilnius on 23 August, calling for the withdrawal of the Soviet
Army from Lithuania. At first, this moment appeared to lift long-standing restrictions;
however, it soon became evident that the marginalization of women continued under
the guise of “tradition.”

The State Institute of Art (now the Vilnius Academy of Arts) remained reluctant
to admit women to its painting and sculpture programs. In the 1980s, only a few
women held teaching positions in these departments — painters Irena Treciokaite-
Zebenkiené (1909-1985), Sofija Veiveryté (1926-2009), Grazina Vitartaité (b. 1942),
and sculptor Daliuté¢ Ona Matulaité (b. 1942).*!

After the 1988 reforms, when, following the demands of rebelling students,
professors who had taught socialist realism were replaced by artists who had opposed
official art under the Soviet occupation, the Painting Department became exclusively
male.”” A similar imbalance persisted in the restructured Lithuanian Artists’ Union.
In 1990, thirteen artists — the so-called “silent modernists” — together with two art
critics, formed Group 24 within the Union, becoming the most influential elite of
the art scene.” Although the group later expanded, women were never admitted as
full members and could participate only as supporters.**

While the years 1987-1994 are typically described as a vibrant period of emerging
artistic collectives,” this section proposes a reinterpretation of the era as the beginning
of feminist activism that confronted institutional sexism in the Lithuanian art world.

Responding to their exclusion from Group 24, five women artists and an art
historian — painters Dalia Kasé¢ianaité (b. 1947), Kazé Zimblyté (1933-1999), and
Rata Katiliaté (b. 1944); graphic artists Adasa Skliutauskaité (1931-2023) and Danuté
Jonkaityté (b. 1951); and art historian Aldona Dapkuté (b. 1953) — joined forces with
six male artists to establish an alternative collective in 1992. As an act of defiance,
it was named Group 1, ensuring that it would always appear first in alphabetical
or numerical listings. Group 1 quickly became known as one of the most dynamic

21 Trilupaityté, Skaidra (2017). Lietuvos dailés gyvenimas ir institucijy kaita. Sovietmecio pabaiga -
nepriklausomybés pradzia. Vilnius: artseria, pp. 61-63.

22  Tapyba/Bakalauro studijos, vda.lt, https://www.vda.lt/It/studiju_programos/bakalauro-studiju-
programos/tapyba/tapyba-bakalauro-studijos-vilnius/tapybos-katedra.

23 [Anon.](1990). Grupé 24. Siaurés Aténai, 28.02., pp. 4-5.

24 [Anon.] (1994). Grupé "24" Svendia pirmaja sukaktj. 7 meno dienos, 24.06., p. 3.

25  Andriudyté, Rasa (1997). Dailés grupuotés - organizacinio meno gyvenimo naujové. In: Lauckaité, Laima;
Liutkus, Viktoras; Kuizinas, Kestutis; Jurénaité, Raminta; Andriuskevicius, Alfonsas; Jablonskienég, Lolita;
Korsakaité, Ingrida; Andriudyté, Rasa; Lubyté, Elona. Lietuvos dailés kaita 1990-1996: institucinis aspektas.
Vilnius: Tarptautiné dailés kritiky asociacija / Lietuvos sekcija, p. 55. All information about artists’ groups is
from this article if not indicated otherwise.
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collectives of the period, dedicated to professionalism and aesthetic experimentation.?®

In her review of the group’s 1992 exhibition, critic Erika Grigoravi¢iené (b. 1965) wrote:

Ladies flourish in it — the feminine elite of Lithuanian art, the noble
aristocrats who have not sullied their good name with cheap tricks.
Several men hide in the shadow of their glory as if among the folds of
baggy crinoline — the obliging and noble assistants, always ready to pick
up a handkerchief, to offer coffee or publish a catalogue.”

Group 1 stands out as a rare instance of feminist activism during this period,
especially considering that the vast majority of members in the 22 newly formed
artists’ groups were men. Only seven collectives — Post Ars, S.E.L., S. V., Individualists,
EMC, Aqua 12, Good Evils (Geros blogybés) — included any women at all.”® The only
group composed entirely of women artists was Four (Keturios), founded in Kaunas in
1990 by Ausra Andziulyté (b. 1961), Ausra Barzdukaité-Vaitkaniené (b. 1962), Judita
Budritinaité (b. 1955), and Elena Balsiukaité-BrazdZianiené (b. 1958). Between 1990
and 1996, they organized twelve exhibitions, each centered on a collectively chosen
theme and predominantly featuring neo-expressionist painting — a style that artists
defined as “a phenomenon originating in depressive — lyrical, impulsive colorism.”*
Despite their sustained activity, the group encountered persistent marginalization.
Their work was frequently criticized and dismissed as “uninteresting,” and they were
excluded from major exhibition venues in Kaunas. As Andziulyté recalls:

Our first exhibition took place in a private space: the art historian Rasa
Andriugyté-Zukiené (b. 1960) offered her newly bought flat to us. Only
friends would see exhibitions. And when we wrote an application for an
exhibition at the Picture Gallery, we heard such a remark: “Gitls have set
their hearts on the gallery. What do they think?” But we did organize
the exhibition. It was huge.*

The group’s marginalization is further evidenced by the fact that Four were not
invited to the 1994 exhibition at the Contemporary Art Centre (CAC) in Vilnius,
which aimed to summarize the early 1990s group movement. Of the six groups

26 Dapkuté, Urulé (1994). Bandymas klausimais atsakyti j klausimus. 7 meno dienos, 26.08., p. 3.

27  Grigoravicieng, Erika (1992). Ne vienos. 7 meno dienos, 06.11., p. 6. Hereinafter the translation
of quotations is mine - A. N.

28  Andriudyté, Rasa (1997).

29  Ibid, p.58.

30  Milkova, Vaida (2009). A. Andziulyté: dailininko akys dirba visa laika. Kauno diena, 13.11. Available at:
https://kauno.diena.lt/naujienos/kultura/aandziulyte-dailininko-akys-dirba-visa-laika-182255
[15.09.2025.].
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selected, only one — Group 1 — included women artists. The newly founded CAC,
founded in 1992, thus reproduced the patriarchal structure of the canon, merely
supplementing it with a minimal female presence rather than challenging it.

At the same time, women who self-organized into collectives like Four recog-
nized the necessity of resisting institutional sexism. Their collaboration — supported
by women art critics who publicly valued their work — contributed to the emergence
of a more multivocal cultural landscape. Through their exhibition practices and
solidarities, these artists began to carve out a more multi-vocal cultural space.

Entering the New Contemporary Art Canon

The dominance of men in newly formed artists’ groups reinforced the perception that
experimentation with non-traditional art forms, such as installation and performance
art, was primarily a male domain. This dynamic was evident in 1991, when painter
Aisté Kisarauskaité (b. 1967) was the only woman participating in Works, an inter-
national exhibition of performance art held in Vilnius. Her performance — cutting
her own fingers in a stark re-enactment of a folk fairy tale — stood out not only for
its visceral intensity but also for the distinctively patronizing and ironic tone with
which critics received it.%!

The Soros Centre for Contemporary Art, established within the Open Lithuania
Foundation in 1993, was expected to act as a transformative force, introducing ideals
of open society and cultural liberalization into the post-Soviet art scene. Its annual
exhibitions — made possible by unprecedented financial support — became key platforms
for producing ambitious large-scale works and shaping the emerging contemporary art
canon.” Yet despite the fact that the SCCA was directed by a woman, art historian
Raminta Jurénaité (b. 1953), the institution’s programming reproduced entrenched
gender hierarchies. No woman artists were included in its inaugural exhibition,
Between Sculpture and Object in Lithuania (1993), nor in the fourth annual exhibition,
Multilingual Landscapes (1996), a survey of Eastern European contemporary art.”
The exclusion of women from these high-profile, well-funded exhibitions — organized
by what was effectively the most influential sponsor in the impoverished Lithuanian
art field — significantly reinforced gender imbalance and implicitly positioned male
artists as the sole representatives of the contemporary avant-garde.

31 Andriuskevicius, Alfonsas (1991). Apie naujajj intymuma. Siaurés Aténai, 20.11., p. 3.

32 Fomina, Julija (2012). Siuolaikinis menas ir jo publika: Soroso $iuolaikinio meno centro metinés parodos
[Contemporary art and its audience: the annual exhibitions of the Soros Centre for Contemporary Art].
Acta Academiae Artium Vilnensis, Vol. 64, Vizualioji kultara: problemos ir interpretacijos. Vilnius: Vilnius
Academy of Arts Publishers, pp. 153-167.

33 Jurénaité, Raminta (Ed.) (1996). Daugiakalbiai peizazai. Vilnius: Soroso $iuolaikinio meno centras.

51



52 AGNE NARUSYTE

Participants of the Lithuanian, Polish, and Hungarian exhibition of actions and performances Darbai-Works:
Aleksas Andriuskevicius, Auris Radzevicius, Herkus Kunéius, Linas Liandzbergis, Dziugas Katinas, Aisté
Kisarauskaité, Markas Cukermanas, Ceslovas Lukenskas, Gintaras Zinkevi&ius, Robertas Antinis.
Photomontage by Gintaras Zinkevi¢ius, 1991. Silver gelatin print. Courtesy of Gintaras Zinkevicius
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One or two women artists did, however, participate in other SCCA annual
exhibitions. In 1994, as critic Erika Grigoravi¢iené observed, women’s art that
“somewhat engaged in feminism” was presented at the second annual exhibition,
Bread and Salt>* In reality, among the 23 participating artists, only four were women:
photographer Snieguolé Michelkeviciate (b. 1953) and painters Eglé Gineityté (b. 1968),
Audroné Petraditnaité (b. 1954), and Jurga Barilaité (b. 1972).* Michelkevic¢iate
gained immediate recognition after receiving one of the two main prizes for her
photographic series, A Woman abour Men, which depicted male nudes — anonymous
bodies partially concealed behind curtains, yet daring to expose their most intimate
parts to the female photographer’s gaze. According to Jurénaité, Michelkeviciaté’s
work transgressed deeply internalized taboos traditionally embedded in women’s
psyche, thereby challenging gendered power relations within visual representation.*®

In 1995, two SCCA annual exhibitions were held. For the Sake of Beauty
(curated by art historians Raimundas Malasauskas (b. 1973) and Sandra Skurvidaité)
included four women artists among its 24 participants. One of them, the Canadian-
Lithuanian Karla Gruodis (b. 1965), had been actively discussing feminism in the
cultural press,” creating openly feminist art, and editing a yet unsurpassed volume
of seminal feminist texts in Lithuanian.’® The other women participants were two
members of the group Good Evils: Leila Kasputiené (now Leila Dzeiran Sukiur), whose
work using feminist approaches, and Ieva Martinaityté-Mediodia (b. 1968), as well
as ceramic artist Svajoné Stanikiené (b. 1961), who has worked collaboratively with
her husband, Paulius Stanikas.®

The exhibition Mundane Language, curated by sculptor Algis Lankelis in
public spaces across Vilnius, featured eleven artists, only one of whom was a
woman — Eglé Rakauskaité (b. 1967). She suspended a net made of hair intertwined
with ribbons above Gaon Street in the former Vilnius ghetto and presented her
live sculpture-performance For Guilty without Guilt. Trap. Expulsion from Paradise
(Be kaltés kaltiems. Pinklés. ISvarymas is rojaus) at the CAC. Thirteen girls, dressed in
white dresses with men’s jackets draped over their shoulders, stood with their braids
bound together into a net. This work symbolized the condition of women constrained

34  Grigoravicieng, Erika (1994). Sausi uzkandziai. 7 meno dienos, 18.11., p. 3. To the exhibition she curated,
Action and Image [Veiksmas ir vaizdinys], in 1992 she invited one woman artist, Laima Drazdauskaite,
among eight participants.

35 Jurénaité, Raminta (Ed.) (1994). Duona ir druska, Antroji Soroso $iuolaikinio meno centro Lietuvoje paroda.
Vilnius: Soroso Siuolaikinio meno centras, p. 54, 56, 62, 65.

36  Ibid, pp. 8-9.

37 Gruodyté, Karla (1990). Feminizmas ir Lietuva. Siaurés Aténai, 24.10., p. 1; Zilénas, Bernardas (1990).
Feminizmas be Lietuvos. Siaurés Aténai, 24.10., p. 3.

38  Gruodis, Karla (1995). Feminizmo ekskursai: moters samprata nuo antikos iki postmodernizmo. Vilnius:
Pradai.

39 Malasauskas, Raimundas; Skurvidaité, Sandra (1995). Dél grozio. Parodos katalogas / For Beauty.
Exhibition catalogue. Vilnius: Soroso $iuolaikinio meno centras.
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by traditional expectations and brought Rakauskaité recognition not only locally
but also internationally. She was selected to represent Lithuania at the international
Venice Biennale in 1999 together with sculptor Mindaugas Navakas. Rakauskaité
was also the only woman artist to whom the CAC offered a solo exhibition among
the most prominent — i. e., “canonical” — interdisciplinary artists of her generation,
as part of the Emission cycle in 2004.%

This overview of the SCCA annual exhibitions demonstrates that women
artists were treated as “the Other,” occasionally included as exceptions, particu-
larly by curators whose professional practices began in the 1980s. Although the
participation of women artists remained limited until 1995, the selections made by
younger curators indicate a growing intention to include not only women’s art, but
also explicitly feminist themes. They also drew attention to younger women artists
who had initially emerged through self-organized groups. In this way, through the
SCCA annual exhibitions, women artists gradually began to enter the new canon
of contemporary art.

Exhibiting Women Artists and “Feminine” Arts

During the 1990s, many women artists avoided feminism as a label, perceiving it
as negative. As art critic and artist Laima Kreivyté has noted, numerous women
artists employed “feminist iconography, themes, [and] materials [..] creat[ing]
interesting works, yet refused to call their art feminist, as if the term itself were
derogatory [..].™" For example, painter Jurga Barilaité produced collages and video
performances that critiqued the constraints of stereotypical femininity,** while
graphic artists Biruté Zokaityté (b. 1968), Eglé Kuckaité (b. 1969), Eglé Vertelkaite
(b. 1967), and Laisvydé Saléiiité (b. 1964) used photography, performance, and
installation to address women’s bodies, desire, and sexuality.

Nevertheless, many women artists remained silent on what was perceived
as the “derogatory issue” of feminism, or even articulated stereotypical views on
femininity and masculinity. For instance, [rma Balakauskaité (b. 1968) stated in
an interview that painting was a “male priority” because “in the search for truth,
a man penetrates the meaning of things or strives upwards. A woman does not

seek truth, because the world of her visions and dreams is the only true reality
for her%

40  Dovidaityte, Linara (Ed.) (2005). Emisija 2004 - SMC. Vilnius: Siuolaikinio meno centras.
41 Kreivyté, Laima (2022). KURuoTI. Kuravimas kaip meno praktika ir politika / CuReATE. Curating as Art
Practice and Politics. Art doctoral thesis. Vilnius Academy of Arts, Lithuania, p. 43.

42 Budrecka, Emilija (1994). Samonés plysiai ir laisvé. 7 meno dienos, 10.06., p. 3.
43 Simkus, Vilius V. (1992). Juodos ir baltos démeés. Kas uzjy?. 7 meno dienos, 22.01., p. 6.
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Jurga Barilaité, Self Defence, 2001. Stills from a video performance with sound, 18 min.
Courtesy of Jurga Barilaité
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Violeta Bubelyté, Nude, No. 48, 1991. Silver gelatin print. Courtesy of Violeta Bubelyté
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Another recurring question concerned whether certain artists stood out primarily
because they were women, or whether their gender functioned as an obstacle to artistic
recognition. Painter Dalia Kas¢ianaité (b. 1947) responded as follows:

It helped. In Soviet times, I was probably the only abstractionist accepted
into official exhibitions. I think the fact that I was a woman also played
a role in this. In addition, I was probably not completely repulsive
externally to the men who had the right to decide.**

In this context, exhibitions featuring exclusively women artists were often
perceived as problematic, as they were assumed to imply lowered criteria for entry
into the art scene. Reviewers of such exhibitions almost invariably pointed out that
all the participating artists were women, thereby confirming that this fact itself was
considered noteworthy. For example, such remarks accompanied the 1992 exhibition
of female students from the Vilnius Academy of Arts — Barilaité, Oriné Morkanaité
(Gibavi¢iené, b. 1972), Violeta Martinkénaité (Indrianiené, b. 1971), Sigita Maslauskaité
(Mazyliené, b. 1970), and Jarate Mikailionyté (b. 1971), held in Kaunas.®

Nevertheless, exhibitions of women artists constituted a necessary strategy for
articulating diverse subjectivities and voices within a predominantly patriarchal cultural
field. The most prominent event to draw public attention to women as heroines and
creators was the 1995 exhibition Joan of Arc: Eight Comments (Joana Arkieté: astuoni
komentarai) initiated and curated by CAC director Kestutis Kuizinas. The exhibi-
tion’s title referred not only to the historical figure of the woman warrior but also to
Lithuania itself, which, after the bloody events of January 13, 1991, was frequently
referred to as a Joan of Arc figure.“

Seven artists participated: Zimblyté, Gruodis, Rakauskaité, Grazina Pajarskaité
(1944-2019), Juraté Stauskaité (b. 1947), Violeta Bubelyté (b. 1956), and Paulina
Pukyté (b. 1966). As critic Skaidra Trilupaityté wrote in her review, “the idea of the
exhibition is the search for unapologetic heroism in Lithuanian culture, a special
spiritual energy spread by certain works and the women who created them.™”

While the exhibition was predominantly received positively, two critics
responded mockingly, questioning both the myth of Jeanne of Arc and the premise
of an all-women exhibition, as well as feminism more broadly — even though none
of the participating artists explicitly identified their work as feminist. As one critic

44 Daugirdas, Romas (1993). Pasikliauju intuicija. Su dailininke Dalia Kascitnaite kalbasi Romas Daugirdas.
7 meno dienos, 20.08., p. 1.
45 Vai$nora, Dairius (1992). Kaip nutapyti metafora? arba kg reiskia baltas kaklarysis. 7 meno dienos, 10.07.,

p. 6.
46 Mareckaite, Grazina (1991). Lietuva - tai Zana d'Ark. Siaurés Aténai, 11.09., p. 2.

47 Trilupaityté, Skaidra (1995). Kontroversiskas istorinés mergelés $esélis. 7 meno dienos, 12.05., p. 8.
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remarked: “A woman today is still [trapped] in this vicious circle: first she seeks to
intervene in the world of men, and then, by appearing coolly within it, she proves
that she is a woman.™®

Women artists also began to challenge the contemporary art scene by introducing
so-called “feminine,” and therefore hierarchically devalued, applied arts, particularly
textiles and ceramics, into conceptual artistic discourse. In 1987 and 1990, textile
artists Laima Orzekauskiené (b. 1959) and Eglé Ganda Bogdaniené (b. 1962) began
teaching at the Kaunas and Vilnius faculties of the Vilnius Academy of Arts, respec-
tively. Through their pedagogical work, they educated a number of internationally
recognized contemporary artists who critically reflected on their chosen medium.”

In 1995, three young artists — ceramist Nomeda Maréénaité (b. 1965), textile
artists Jurga Sarapova—Stulgiené (b. 1965), and Paulina Pukyté (b. 1966) — held the
exhibition Combination of Three (Trijy kombinacija) at the Gallery of Applied Arts in
Vilnius. According to critic Rita Mikucionyté, they “thus [became] the living classics
of their generation.”° This assessment proved prescient a decade later, when Pukyte,
together with yet another artist, Patricija Jurksaityté (b. 1968), was included in the
expanded CAC Emission cycle in 20052000, thereby entering the contemporary
art canon.”!

In 1998, art historian Rata Pileckaité organized the high-profile exhibition
Liberated Things (ISlaisvinti daikrai) at the CAC Vilnius, presenting conceptual
projects by artists working in applied arts. A year earlier, textile artists had initiated
the international textile biennials in Kaunas. In 2013, this event was renamed the
Kaunas Biennial, becoming an international contemporary art exhibition in which
the legacy of textile practices remains visible. Notably, art critic Virginija Vitkiené
(b. 1975), who had organized the biennials since 2005, later assumed leadership of
the Kaunas — European Capital of Culture 2022 program and subsequently the Season
of Lithuania in France 2024.

Through collective self-organization and sustained institutional engagement,
women artists who presented their works without waiting for curatorial invitation
left a lasting mark on the Lithuanian art scene. Their efforts expanded the canon
toward a plurality of voices and practices, transforming traditionally “feminine”
media into respected means of contemporary artistic production and even catalysts
for major international events.

48  Ibid.

49  Almyra Bartkeviciate-Weigel (b. 1964), Vita Geltniené (b. 1969), Lina Joniké (b. 1969), Inga Liksaite
(b. 1972), Monika Zaltauskaite-Gragiené (b. 1975), Severija Inéirauskaité-Kriauneviciené (b. 1977),
Zydré Ridulyté (b. 1958) and the group Baltos kandys (Austé Jurgelionyté-Varng, Karolina Kunéinaité
(b. 1975), Miglé Lebednykaité (b. 1976), Rasa Leonaviciuté, Laura Pavilonyté-EzZerskiené (b. 1976),
Julija Vosyliate).

50 Mikucionyteé, Rita (1995). Derinukas. 7 meno dienos, 10.03., p. 9.

51  Dovydaityté, Linara (Ed.) (2007). Emisija 2005 / 2006 - SMC. Vilnius: Siuolaikinio meno centras.
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Feminist Institutional Critique

At the turn of the new millennium, artists began to engage more explicitly in feminist
institutional critique, drawing attention to the systematic omission of women from
art institutions and, consequently, from the canon. Among the earliest and most
prominent examples were two installations by the artist couple Nomeda Urboniené
(b. 1968) and Gediminas Urbonas (b. 1966), presented at the CAC Vilnius. These
works offered a critical cross-section of stereotypical attitudes toward women in
Lithuanian culture.

Their audiovisual and architectural installation Transaction (Transakcija, 2000)
addressed gender politics inherited from the Soviet era and shaped by persistent patri-
archal structures. The project was grounded in extensive research: the artists recorded
interviews with artists, journalists, philosophers, lawyers, and sociologists; incorporated
texts written by women; and organized educational sessions in collaboration with
the Gender Studies Centre at Vilnius University. Conceived as a laboratory-like
environment, the installation featured a television monitor displaying excerpts from
Lithuanian films produced between 1947 and 1997 that depicted women. These
film fragments were accompanied by recorded commentaries from psychiatrists,
whose analyses exposed the culturally reinforced construction of women as victims.
Such performative “transactional analyses” were intended to encourage viewers to
“liberate themselves from the life script.”? The installation Rita Remake (CAC, 2002)
functioned as a sequel to Transaction, further examining “female identities and social
roles constructed through an alienated, artificial and mediated voice.”

While for the Urbonas duo the perception of women’s roles constituted one topic
among many, the struggle for the recognition and visibility of women artists became
a central agenda for the art critic, poet and artist Laima Kreivyté (b. 1972). In 2005,
she founded the group Cooltiristés, explicitly inspired by the example of the Guerilla
Girls. The group’s name fuses several meanings into a single neologism, combining
“cool,” “culture,” “female tourist”, and “female body builders”>* In order to maintain
anonymity, the members perform wearing white overalls and welding helmets.

The group’s early actions were based on the practices they termed mis(s)approp-
riations — “female thefts consciously estranging, turning the situation and gender roles
inside out without fear of making mistakes or misleading.”> One such intervention,

52 Daubaraité, Jurga; Grigoraviciené, Erika (2005). Jvaizdinta ir naikinama lytis: Siuolaikiniy Lietuvos
menininky poros. In: Gostautiené, Rita; Jablonskieng, Lolita (Eds.). PaZymétos teritorijos. Vilnius:
Tyto alba, p. 115.

53  Ibid, p. 116.

54  Apartfrom the English word “cool,” the other are Lithuanian words: kultdra, turisté, kultariste.

55  Cooltaristés; Incitraité, Kristina (2013-2014). Susitikimas. Pavogta praeitis / The Meeting. Stolen Past/
Vstrecha. Ukradennoe proshloe / Spotkanie. Skradzi ona przesztosé. Klaipéda: Klaipédos kultiry
komunikacijy centras, p. 27.
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Vilnius in Your Stocking (Vilnius tavo kojinéje), mocked the city’s symbolic landmarks —
its sculptures and towers — by inserting them into stockings, thereby offering a blunt
gesture of resistance to what the group described as the “phallocentric rhetoric of
power”. Through this and similar actions, Cooltiristés symbolically disempowered
patriarchal institutions and signs, transforming them into new, subversive symbols
that ruptured the long-standing silence associated with feminine modesty.

In order to make the public aware of gender inequality in art institutions,
Cooltiristés employed the method of counting. In 2005, they counted the dispro-
portionally small number of women among the laureates of the Lithuanian national
culture and art awards and presented the results in a poster titled National Men’s
Awards (Nacionalinés vyry premijos). The poster initially attracted little attention;
however, in 2013, when the national prize was awarded exclusively to men, it was
recalled and used to spark discussion about sexism in culture — visible yet largely
unnoticed.’® Thanks to Cooltiristés, the issue was finally acknowledged, and women
subsequently began appearing more frequently among the laureates, even surpassing
the number of men in 2019.

By combining counting with interventionist strategies, Cooltiiristés also addres-
sed the persistent tendency to exclude women artists from prestigious exhibitions.
For instance, in 2010, Kreivyté, by then without the welding helmet, conducted
an intervention titled Last Minute Tour (Paskutinés minutés ekskursija) during the
exhibition Lithuanian Art 2000-2010: Ten Years (Lietuvos dailée 2000—2010: desimt
mety), organized by CAC Vilnius. She glued reproductions of omitted artists, women
and men alike, to the exhibition walls, thereby challenging the canon constructed
by the country’s most influential contemporary art institution.””

Cooltaristés also counted the number of women representing European Union
countries in national pavilions at the Venice Biennale between 1999 and 2011, marking
their presence in red. Their project Women in Red made this imbalance visible, parti-
cularly in the Lithuanian pavilion, where women had appeared only three times and
exclusively alongside male artists.’® Gradually, this observation entered the awareness
of selection juries. In 2019, three women — Lina Lapelyté (b. 1984), Vaiva Grainyté
(b. 1984), and Rugilé Barzdziukaité (b. 1983) — represented Lithuania and won the
Golden Lion for their opera-performance Sun & Sea (Saulé ir jira).

Kreivyté has created numerous other projects advocating for the political eman-
cipation of women, questioning heteronormativity, and critically addressing the loss of

56 Paulauskas, Donatas (2013). Kultdra ir menas - vertinga, jei tai kuria vyrai. Siaurés Aténai, 18.01.
Available at: www.satenai.lt/2013/01/18/kul%C2%ADtu%C2%ADra-ir-me%C2%ADnas-%E2%80%93-
ver%C2%ADtin%C2%ADga-jei-tai-ku%C2%ADria-vy%C2%ADrai [26.11.2025.].

57  Vitkieng, Virginija (2013). Moteriskieji meno istorijos perra§ymai XXI a. kuratorystés praktikoje Lietuvoje.
Moteriskoji tapatybé ir dailé / Female Identity and Art, Acta Academiae Artium Vilnensis, p. 105.

58  Cooltaristés (2012). Women in Red. 7 meno dienos, 16.03., p. 12.
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UZ jvairove mene! COOLTURISTES pakelivi@hotmail.com

Cooltaristés, Vilnius in Your Stocking, 2005. Digital print on canvas.
Courtesy of Laima Kreivyté
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VILNIUS IN YOUR STOCKING

Monumental power rhetoric —
into the stocking!

Granite Mindaugas —
into the stocking!
Bronze Gediminas —

into the stocking!
The Palace of Grand Dukes —

into the stocking!
Skyscrapers —

into the stocking!

Down with the
bronze and
granite of the wealthy!
Down with phallocentric
monuments!

We have pulled stockings
onto

totalitarian logic.

Eternity’s

tall towers
stare through holes

in the torn stockings.
The pillars of power

are at our feet —

Vilniusinyour

Stocking!

Cooltaristés, 2005
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memory in public space, capitalist gentrification, and the Russian war against Ukraine.”

She has also engaged extensively in feminist curating, following the premise articulated
by curatorial activist Maura Reilly, who understands curatorial practice as a means
of empowering marginalized identities. Such practice aims at “levelling hierarchies,
challenging assumptions, countering erasure, promoting the margins over the center,
the minority over majority, inspiring intelligent debate, disseminating new knowledge,
and encouraging strategies of resistance — all of which offers hope and affirmation.™®

For Kreivyte, “dialogicity, multivoicing, and openness to different experiences”
constitute the core principles of feminist curating.®’ In order to create what Griselda
Pollock terms “spaces for multiple occupancy” and to “re-read” the canon,® she
employs a range of strategies, including “horizontal” co-curating in collaboration with
participating artists, performativity, feminist interventions, counting, and “smuggling”®
a concept by Irit Rogoff.** Smuggling operates as a response to dominant events or
narratives through fluid, illegitimate boundary crossings, introducing obscure objects
that remain unidentifiable within habitual frames of reference.®

Kreivyté’s actions, exhibitions, and interventions have inspired other curators
to experiment with feminist curatorial practices as a means of questioning the art
historical canon.®® Most recently, in 2025, the young curator Monika Kalinauskaité
adopted a similar strategy by “smuggling” works by contemporary women artists
into the permanent exposition of Western art from the sixteenth to the eighteenth
centuries at The Radvila Palace Museum of Art. The exhibition Everything You are
Not Supposed to Do (Visa tai, ko negalima daryti) introduced women’s — and even
queer — perspectives, thereby exposing the sexism and structural limitations embedded
in historical artworks and their institutional presentation.®’

59 Narudyté, Agné (2022). Cooltaristés ir Laima Kreivyté. In: Narugyté, Agné (Ed.). Lietuvos menininkeés.
Vizualiyjy menu karéjos nuo XX a. pradzios iki $iy dieny, pp. 358-364.

60  Kreivyté, Laima (2022). KURuoTI. Kuravimas kaip meno praktika ir politika / CuReATE. Curating as Art
Practice and Politics, p. 146. She refers to: Reilly, Maura (2018). Curatorial Activism: Towards an Ethics of
Curating. London: Thames & Hudson, p. 22.
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62 Pollock, Griselda (1999). Differencing the Canon. Feminist Desire and the Writing of Art’s Histories,
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63 Jablonskiené, Lolita; Kreivyte, Laima (2011). Istorijos (per)radymai: feministinés kuravimo ir kritikos
strategijos. In: Moters savastis dailéje [The Female Self in Art]. Acta Academiae Artium Vilnensis, Vol. 62,
pp. 193-202.

64 Rogoff, Irit (2006). “Smuggling” - An Embodied Criticality. Available at: www.alicedittmar.de/wp-content/
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66 | have discussed Kreivyté's projects at greater length in: Narugyté, Agné (2021). Women Artists in the New
Permanent Display at the National Gallery of Artin Vilnius: An Insider’s Account. In: Hein, lvar-Kristjan
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Conclusions

Opver three decades of independence, the Lithuanian art scene has gradually disrupted
the male-dominated structure of the canon by opening itself to a greater diversity of
voices. Once positioned at the margins of cultural life, women artists now occupy
influential roles: they participate in major exhibitions in Lithuania and abroad, represent
the country in international forums, receive prestigious awards, and actively shape
contemporary visual art processes. Viewed from this present position, it becomes
possible to recognize the cumulative actions of women artists and art historians that
have contributed to the expansion of the canon through the inclusion of previously
marginalized figures. Through self-organization and collaboration, they exposed
the systematic absence of women artists within the patriarchal cultural framework
inherited from the Soviet occupation and asserted the legitimacy of women’s artistic
practices within art institutions. By engaging in dialogical and feminist curatorial
approaches, they also challenged entrenched gender stereotypes embedded in the art
historical canon.
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Veidojot jaunu kanonu: makslinieces Lietuva

no 1990. gada lidz 21. gadsimta 20. gadiem

Kopsavilkums

Raksts analizé Lietuvas makslas véstures kanona transformaciju laikposma no
1990. gada lidz 20. gadsimta 20. gadiem, pievérsoties makslinie¢u, kuratoru un
makslas vésturniecu darbibai. Péc neatkaribas atjaunosanas Lietuvas makslas vidé
saglabajas institucionalas un diskursivas struktaras, kas bija veidojusas padomju
kultaras ideologijas ietekmé un ilgsto$i marginalizéja makslinieces, ka ari devalvéja
ar sieviskibu asociétas makslas prakses. Raksta aplakots, ka trisdesmit gadu laika
sievietes, izmantojot pasorganizé$anos, kolektivu ricibu, institucionalo kritiku un
kuratorialo aktivismu, pakapeniski mainija redzamibas un atziSanas nosacijumus
makslas lauka.

Balstoties arhivu pétijumos, izstazu vésturé, kritiska diskursa analizé un kon-
krétos makslinie¢u grupu, izstazu un institiciju gadijumu pétijumos, raksts akcenté
sievietes ka aktivas kultiiras procesa dalibnieces. Ipasa uzmaniba pievérsta taidim
stratégijam ka alternativu kolektivu veidosana, feministisku un kviru perspektivu
ievie$ana, lietiskas makslas izvértésana laikmetigas makslas diskursa, ka arf institu-
cionalo hierarhiju izaicinasana ar performativam intervences praksém.

Raksts argumentg, ka $o darbibu kopums ir veicinajis “jauna kanona” veidosanos
Lietuvas laikmetigaja maksla — kanona, ko raksturo daudzveidigakas balsis, mediji
un identitates. Parskatot kanona veido$anos ka stridigu un nepartrauktu procesu,
pétijums izgaismo sievie$u maksliniecisko un kuratorialo praksu izskiro$o lomu
nacionalas makslas véstures parraksti$ana postpadomju konteksta.

Atslégvardi: sievietes makslinieces, kanona veido$anas, feministiska kuratoriala prakse,
institucionala kritika, Lietuvas laikmetigad maksla, postpadomju kultdra.
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Artistic and Curatorial Interventions:
Reflecting on the Contemporary
Histories of Photography Exhibition

Summary

The exhibition series Contemporary Histories of Photography, held at the ISSP Gallery
in Riga from May to August 2024 as part of the Riga Photography Biennial, explored
epistemological questions and marginalized histories through the intersection of
artistic research and curatorial strategy. The first exhibition featured the work of
contemporary artists Kristine Krauze-Slucka, who engaged with the archive of
Latvian photographer Ina Stare (1958-2006), and Agate Tiina, who examined early
twentieth-century spirit photography through a speculative history lens. Both artists
foregrounded questions of gender and women’s histories alongside other cultural and
artistic concerns. Their projects — together with the works of second-cycle partic-
ipants Annemarija Gulbe and Konstantin Zhukov — offered new perspectives and
methodologies for approaching photographic history. Collectively, these artistic and
curatorial interventions contributed to the ongoing critical reassessment of Latvian
photographic historiography, challenging its established narratives and expanding
its interpretative frameworks.

While photography in Latvia has long been marginalized within art historical
discourse, partly due to its secondary status during the Soviet era, recent decades have
witnessed a renewed scholarly and curatorial interest in photographic research. The
Contemporary Histories of Photography exhibition was conceived within this context,
acknowledging the complexity and subjectivity inherent in the writing of history.
Using the exhibition as a case study, this article underscores the importance of a
self-reflexive approach in curatorial and historiographical practice, emphasizing the
need for sustained research and dialogue to integrate previously overlooked voices
into the broader cultural narrative.

Keywords: photography historiography, exhibition, gender studies, archives,
artistic research.
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Kristine Krauze-Slucka, Enthusiasm in Times of Extreme Scarcity. Ina Stare, 2024.
Photo by Kristine Krauze-Slucka from the exhibition Contemporary Histories of Photography |



[..]REFLECTING ON THE CONTEMPORARY HISTORIES OF PHOTOGRAPHY EXHIBITION

Precariously balanced columns of cardboard boxes, reminiscent of an improvised
archive, serve as frames for deep-toned images of women — both posing for artistic
portraits and captured in candid everyday moments. At one end of the exhibition
space, a large blown-up snapshot depicts a woman dyeing fabric in her kitchen using
buckets, a common practice of resourcefulness during the scarcity of Latvia’s transitional
period in the late 1980s and early 1990s. Another wall features a surreal black-and-
white apparition combining multiple female heads with botanical elements alongside
printed, wallpaper-style images with various ghostly undertones. The sometimes-faded
photographs, layered textures, and material and technological experiments reflect
visual histories spanning different periods, and the shifting roles, representations,
expectations, and identities of women and their bodies.
The exhibition series Contemporary Histories of Photography took place at the
ISSP Gallery in Riga from May to August 2024 as part of the Riga Photography
Biennial program. This article reflects on the curatorial process, its considerations
and challenges, and focuses specifically on the artistic research undertaken by artists
Kristine Krauze-Slucka and Agate Tana, which addressed issues of gender within
a broader context of epistemology and marginalized histories. Krauze-Slucka worked
with the archive of photographer and artist Ina Stare (1958-2006), dating from the
late 1980s and early 1990s in Latvia, while Tana explored the local history of spirit
photography in the early 20th century. The artworks created specifically for the
exhibition illuminate the processes of local photographic historiography, actively
contribute to it and signpost further avenues for exploration. Subjective, situated
interests served as starting points for deeply personal, micro-historical approaches to a
broad and underexplored field that nonetheless carries political and social implications.
Photography has been relatively neglected in the context of Latvian art histori-

ography, partly due to the medium’s marginalization as an art form during the Soviet
period. In recent decades, however, there has been a renewed interest in researching
and publishing on photography. While working on an upcoming anthology on the
medium’s history together with colleagues, a question arose: how can we simultaneously
fill the vacuum of in-depth historiography while critically re-examining existing
narratives? The exhibition series was conceived as an act of critical self-reflection,
highlighting the subjectivity inherent in every version of history and shedding light
on various lesser-known facets of local photography. Several recent local examples
demonstrate how exhibitions can also act as a fruitful form of critical reflection on
history-writing processes alongside written scholarship — for instance, Ivars Gravlejs’s
Unknown Latvian Photography (Latvian Museum of Photography, 2016), Silver Girls.
Retouched History of Photography (Tartu Art Museum, 2020, curated by Selda Pukite
and Indrek Grigor'), and 7 Don’t Remember a Thing: Entering the Elusive Estate of

1 An adapted version, In-Visible Authors, was later displayed in Riga’s urban spaces as part of the Riga
Photography Biennial in 2020.
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ZDZ (KIM?, 2021, curated by Zane Onckule).? Contemporary Histories was conceived
as a continuation of this self-reflexive process and conversation.

The act of writing history, including art history, is never neutral but is woven
into social and political contexts, shaped by both power dynamics and personal choices.
The process of creating the Contemporary Histories exhibition series was grounded in
the belief that epistemology itself should be analyzed and that the historiography of
photography can be viewed as part of a broader process of writing national history
and building a shared base of knowledge. Four contemporary artists — Annemarija
Gulbe, Kristine Krauze-Slucka, Agate Ttna, and Konstantin Zhukov — were invited to
create new works engaging in dialogue with photographers and phenomena spanning
various historical periods. By employing a framework of artistic research — “thinking in,
through, and with art™ rather than seeking formalized knowledge — their alternative
historical interpretations illuminated diverse perspectives and offered a departure from
potentially didactic, canonical versions of the past. This article focuses specifically on
the first cycle of the exhibition, Contemporary Histories of Photography I — in which
artists Krauze-Slucka and Ttna both addressed issues of gender, among other themes
and considerations.

Situating Photography History:
Curatorial Investigations

Photography has typically been a male-dominated field, and the patriarchal and
heteronormative frameworks observable in Soviet-era historiography continue to
reverberate. For example, the 1985 survey publication Latvian Photographic Art. History
and Today* lacks any in-depth representation of female photographers active at the
time, while women feature prominently as subjects in images by male photographers.
This reflects the dominant Soviet photo-club culture, which tended to “manifest [..]
the desires of straight middle-aged men”,” and in which women were accepted only
if they conformed to, internalized, and adapted to a worldview that catered to the
male gaze.

2 For a more detailed analysis of these exhibitions, see: Zilde, Lidna lvete (2024). Reexamining the History
of Latvian Photography: Exhibitions as a Form of Critical Self-Reflection. In: Hir§a, Santa (Ed.). Riga
Photography Biennial 2024 Catalog. Riga: Riga Photography Biennial.

3 Borgdorff, Henk (2011). The Production of Knowledge in Artistic Research. In: Biggs, Michael; Karlsson,
Henrik. (Eds.). The Routledge Companion to Research in the Arts (1st ed.). London: Routledge, p. 44.

Zeile, Péteris (sast.) (1985). Latvijas fotomaksla. Vésture un masdienas. Riga: Liesma.

5 Tifentale, Alise (2023). Women with Cameras: Providing Erotic Entertainment for the Male Audience While
Working as Photographers. In: Grigor, Indrek; Murashko, Alexey (Eds.). The Queue. An Episode in Tartu’s
Photo History. Tartu: Tartu Art Museum, p. 83.
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While the 21st century has seen a move towards more inclusive narratives, the
existing historiographical base still echoes the wider displacement of women from
narratives of cultural, historical and national identity. The issue of a gender imbalance
in photography history, as part of a broader focus on marginalized narratives, was
therefore one of the key considerations from the outset of preparing the exhibition.

As part of an intersectional and integrative approach, other angles of investi-
gation included sexuality, national identity, postcolonial and decolonial perspectives,
as well as the inherent hierarchies within photography as a medium and its research.
The notion of the canon was also taken as a critical starting point, and archives were
perceived not merely as repositories of history, but as contested spaces of shifting
memory, power, and omission.

With this wide-ranging focus, the exhibition series functioned as an experi-
mental ground for various ways of looking at photography and its epistemology —
a kaleidoscope of subjectively focused artistic interrogations. Some of the theoretical
considerations, particularly those pertaining to gender, will be outlined in more detail
before discussing the curatorial process and examining Krauze-Slucka’s and Tana’s
artworks in greater depth.

Alongside local considerations, the curatorial research behind the exhibition
drew on key feminist theory, including Donna Haraway’s still relevant concept of
“situated knowledges”. Haraway emphasizes that knowledge is always shaped by an
individual’s perspective, social context, and background. While she built a significant
critique of scientific objectivity and detachment, she does not advocate total relativism;
instead, she proposes a self-reflexive version of objectivity — “partial, locatable, critical
knowledges™ that enable connection, political solidarity, and open theoretical debate.
Aligned with the exhibition’s aims, this concept challenges dominant, universal
narratives, offering alternative ways to understand history by valuing diverse, often
marginalized perspectives.

Haraway’s ideas have long influenced fields such as art history and socially
engaged curating.” Rejecting the myth of a neutral, objective scientific viewpoint —
typically associated with the white Western male — she stresses the importance
of acknowledging one’s own embodied, experience-based perspective in research.
In Contemporary Histories, the artists” subjective interests and backgrounds, discussed
in collaboration with the curator, were central to the development of their work and
the exhibition. For Krauze-Slucka, this meant linking the materiality and experimental
nature of her photographic practice with Ina Stare’s expressive work. Ttna’s explo-
ration of spiritist photography stemmed from her family history and interest in the

6 Haraway, Donna (1998). Situated Knowledges: The Science Question in Feminism and the Privilege of
Partial Perspective. Feminist Studies 14(3), p. 581.

7 For example, see the articles in this thematic issue: Kolb, Ronald; Richter, Dorothee (Eds.) (2022).
Situated Knowledges in Art and Curating. On Curating, No. 53.
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paranormal. While personal fascinations and thematic affinities are often a driving
force for artists, here they were explicitly foregrounded as a conceptual framework.

Critical feminist approaches to art historiography, such as those by Griselda
Pollock,? have long challenged not only the exclusion of women from the art canon
but also the canon itself. They advocate for its deconstruction and rethinking as a
hegemonic system that reproduces societal power relations and turns women into
“others”. Others, like curator Simon Sheikh, argue in favor of a conceptual art history
based on ideas, rather than events, individuals, or objects.”

While female photographers such as Inta Ruka (b. 1958) and Mara Brasmane
(b. 1944) are well known in Latvian photography, they remain exceptions — highlighting
the need for continued structural critique of the “othering” of women. Recent local
exhibition projects have specifically addressed the need for a more inclusive art history
and a reframing that acknowledges previously underappreciated female contributions.
Examples include the aforementioned Silver Girls. Retouched History of Phorography
and Wool and Silk. The New Erotic (2018, curated by Jana Kukaine and Rasa Jansone)
at the Latvian Museum of Photography, as well as several exhibitions at the Latvian
National Museum of Art in Riga'® that encompassed a broad range of artistic media.
Contemporary Histories continued these lines of inquiry by foregrounding the process
of history writing and questioning the mechanisms through which certain narratives
gain visibility over others.

Beyond feminist critique, local photography historiography raises additional
issues that can only be briefly addressed here. In pursuit of a regionally specific,
horizontal art history," a decolonial perspective helps examine both the Soviet-era
marginalization and ideological constraints of photography as an art medium, as
well as the ongoing dominance of the Western-centric art discourse, which continues
to relegate Latvian and other regional practices to the periphery. Feminist art theorist
Jana Kukaine has emphasized the need for an understanding of locally specific forms
and shapes of feminism, which are not rooted in unflattering comparisons with the
West but grounded instead in the distinct post-socialist condition. This difference,

8 Pollock also references Linda Nochlin and the work of other influential feminist art scholars. Pollock,
Griselda (1999). Differencing the Canon: Feminist Desire and the Writing of Art’s Histories. London:
Routledge.

9 Sheikh, Simon (2011). On the Standard of Standards, or Curating and Canonization. Manifesta Journal,
11(17), p. 17.

10 Don't Cry! Feminist Perspectives in Latvian Art: 1965-2023 (2023, curator Elita Ansone); In the Name of
Desire (2024, curators Lina Birzaka-Priekule, Laura Brokane, Igors Gubenko); | Remember, Therefore | Am.
Unwritten Stories: Women Artists’ Archives (2020, curator Andra Silapétere, organized by the Latvian
Centre for Contemporary Art).

11 Theinfluential concept of horizontal art history was developed by Polish art historian Piotr Piotrowski.
See: Piotrowski, Piotr (2008). On the Spatial Turn, or Horizontal Art History. Art / Uméni, Vol 56, Issue 5,
pp. 378-383.
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she argues, can serve as a source of vitality for developing feminist thought.'* She
highlights, for example, the work of photography historian Alise Tifentale with the
archive of photographer Zenta Dzividzinska (1944-2011), whose practice can be seen
as parafeminist or exhibiting a “feminist sensitivity” that preceded the appearance of
feminist discourse in Latvia.”® This lens is also helpful in examining the work of late
Soviet-era artists like Ina Stiire, whose practice both reflects the patriarchal culture
of the time and introduces a new, subtly subversive sensitivity.

Hierarchies within photography itself also shape what is deemed historically
significant — often favoring artistic over vernacular, social, and locally rooted uses,
as argued by scholars such as Geoffrey Batchen." Elizabeth Edwards has similarly
emphasized the importance of attending to the materiality and social trajectory of
photographs as objects, rather than focusing solely on their (artistic) visual content.”
These overlapping concerns informed the exhibition’s curatorial approach, linking
gender with broader social, political, and aesthetic contexts.

A Collaborative Process:
Towards the Exhibition

The artists invited to take part in Contemporary Histories of Photography were selected
by the curator based on their previous practice and ongoing interest in themes of
memory, history, and interpretation. Each artist’s work entails a specific focus on
photography, while combining it with other media such as installation and video,
emphasizing photography’s position as an integral component of the contemporary art
landscape. Although the artists’ gender, sexual or national identities were not among
the initial criteria for collaboration, these factors ultimately played a significant role
in the curatorial research process and the development of the exhibition.

While the patriarchal and heteronormative bias that marked earlier local
photography historiography is no longer as dominant, it nonetheless imbues the
voices of female and non-heterosexual artists with additional meaning — recalling
Haraway’s notion of situated knowledges, which accentuates the need of acknowl-
edging embodied and experience-based perspectives within research. This pursuit
of self-reflexive objectivity — rather than either total subjectivity or the illusion of

12 Kukaine, Jana (2024). Viscerala estétika: afekti un feministiska maksla postsocialisma. Riga: Latvijas
Universitates (LU) Literataras, folkloras un makslas institats; Rigas Stradina universitate, pp. 104-105.

13 Ibid., pp. 110-111.

14 Batchen, Geoffrey (2000). Vernacular Photographies. History of Photography, 24:3, pp. 262-271.

15 See: Edwards, Elizabeth; Hart, Janice (Eds.) (2004). Photographs. Objects. Histories. On the Materiality of
Images. London: Routledge.
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neutral objectivity — demands attention to identity in particular: the artists’ social
position in relation to the history of photography inevitably shape their perspectives,
just as they shape those of the curator and author of this article.

Curator Maura Reilly has also underscored the curator’s social responsibility in
addressing the inequalities that persist within the art world with regard to women and
minority groups. Through the inclusion of diverse voices within group exhibitions,
curators can, in her words, encourage “leveling hierarchies, challenging assumptions,
countering erasure, promoting the margins over the center, the minority over the
majority, inspiring intelligent debate, disseminating zew knowledge, and encouraging
strategies of resistance”.'® Without overstating the impact of curatorial activity compared
to social or political activism, the decision to collaborate with artists representing
groups historically marginalized within the history of photography becomes especially
relevant in this context, seeking at the very least to generate a discussion about existing
inequalities and the potential for greater diversification.

From February 2023 until the opening of the exhibition series in summer 2024,
each artist undertook a process of personal artistic research, being invited to choose
and address themes significant to their own practice. A non-hierarchical, collaborative
approach was adopted throughout. In conversations with the curator, various critical
perspectives were introduced, encouraging the artists to pay close attention both to
their personal and social experiences and to those of other knowledge-makers in
relation to the photographic histories they focused on.

This individual research unfolded alongside group discussions and visits to
the archives of memory institutions, as well as conversations with local photography
historians.” The creative team of the exhibition also included scenographer Liene
Pavlovska and producer Kamilla Kiaina, whose contributions were crucial to the instal-
lation of the artworks — the materialization of both artistic and curatorial research.

While each artist’s approach was distinct, they shared a common understanding
of artistic research as a context-sensitive, practice-based mode of knowledge produc-
tion, overlapping with a curatorial research approach that integrates theory and
practice. Importantly, the resulting works open up further questions and avenues for
investigation, rather than offering definite answers or closed narratives. In this way,
they exemplify the potential of artistic research as a form of “unfinished thinking”
or “not-yetknowing”, one that “creates room for that which is unthought, that which
is unexpected — the idea that all things could be different.”'®

16 Reilly, Maura (2018). Curatorial Activism: Towards an Ethics of Curating. London: Thames & Hudson, p. 22.

17 For example, a group visit to the Museum of the History of Riga and Navigation, discussions with
specialists Lauma Lanceniece, Katrina Teivane, Liga Goldberga. The curatorial concept was also informed
by interviews with other researchers and historians - Alise Tifentale, Laima Slava, Eduards Klavins, Baiba
Tetere.

18 Borgdorff, Henk (2011). The Production of Knowledge in Artistic Research. In: Biggs, Michael; Karlsson,
Henrik (Eds.). The Routledge Companion to Research in the Arts (1st ed.). London: Routledge, pp. 44-63.



[..]REFLECTING ON THE CONTEMPORARY HISTORIES OF PHOTOGRAPHY EXHIBITION

The exhibition title, Contemporary Histories of Photography, refers to this ongoing
process of unfinished thinking: the shifting perspectives and evolving approaches in
the historiography of photography over time, and the impossibility of stepping into
the shoes of a future historian. Thus, the exhibition becomes a meeting space for
multiple histories, knowledges, and photographies.

Enthusiasm in Times
of Extreme Scarcity

Artist Kristine Krauza-Slucka creates images, objects, and installations, often focusing
on the material and experimental aspects of the photographic process. In this case, her
work Enthusiasm in Times of Extreme Scarcity" centers on a single, specific archive —
that of Ina Stire. Krauze-Slucka’s selective artistic interpretation blends everyday,
vernacular scenes — such as Stare and her daughter among backyard chickens or in
a summer flower field or celebrating Christmas in a not-yet-renovated house — with
highly edited, pictorialist-influenced photographs of female figures adorned with
elaborate props like paper crowns, flowers, and fisherman’s nets. Interspersed are
intimate portraits and self-portraits of Stare at different stages of her life, navigating
her roles as artist, mother, and woman.

The story of “rediscovering”*® this archive dates back to 2021, when American art
historian Maria Garth curated the exhibition Communism Through the Lens: Everyday
Life Captured by Women Photographers in the Dodge Collection™ at the Zimmerli Art
Museum, Rutgers University, USA.?* Due to the global pandemic, the exhibition
was also presented as a virtual exhibition online, where the author of this article first
encountered it, while researching Latvian photography history. Stare’s work was
featured among that of better-known Latvian photographers Zenta Dzividzinska

19  Title borrowed from a newspaper clipping (Cina, 06.08. 1990) found in the archive of Ina Stare. Original
title in Latvian: “Entuziasms asa deficita apstak|os”.

20  Thisis a partial “rediscovery”, since Stare's archive has remained known and integrated into the lives of
her surviving family members, while her name and work continue to be remembered by close peers.
Afew of her works are also held in the collection of the Latvian Museum of Photography.

21 Virtual exhibition: Communism Through the Lens: Everyday Life Captured by Women Photographers
in the Dodge Collection. Zimmerli Art Museum, 2021. Available at: https://zimmerli.rutgers.edu/art/
exhibition/communism-through-lens-everyday-life-captured-women-photographers-dodge-collection
[01.03.2025.].

22 The Zimmerli Art Museum houses the Norton and Nancy Dodge Collection of Nonconformist Art from
the Soviet Union, which features works by several Soviet-era Latvian photographers - many curated
and acquired by art historian and collection consultant Mark Allen Svede - alongside artists from other
republics, representing the period from Khrushchev's “Thaw” to the dissolution of the Soviet Union.
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and Mara Brasmane. However, seeing only a few examples of her distinctive imagery
prompted a deeper search for her work and its broader context.

While brief biographical data about Stiire appears in several publications,”
her name has largely faded from public awareness in Latvia today. Stare initially
pursued studies in architecture, but later shifted her focus to photography under the
mentorship of well-known Latvian photographer Gunars Binde at the Photo Club Riga
between 1985-1986. Later, in the 1990s, she expanded her grasp of artistic mediums
by studying icon painting and printmaking at the Latvian Christian Academy.

When Krauze-Slucka first heard Stire’s name during the development phase
of the exhibition concept, her curiosity was piqued, leading to a personal quest to
learn more about the artist. Through online research, she discovered an article on the
website of the Vecmoku Library in the Tukums region, and, after a series of phone
calls and correspondence, eventually succeeded in contacting Stare’s daughter, Gerda.
This led to a first visit by Krauze-Slucka and myself to Stare’s home in Vecmokas,
where her archive was stored, and to a meeting with her daughter and husband, Janis.
Since then, further visits and interviews with her family and former collaborators
have followed. Krauze-Slucka has begun digitizing segments of Stare’s artistic and
personal archive, and discussions are underway regarding the possible inclusion of
part of this material in the collection of the National Library of Latvia.

The transnational connections behind the current rediscovery of the archive
reveal the unexpected trajectories and shifting meanings of images over time. Both
the artist and Krauze-Slucka share an experimental approach and a focus on material-
ity — Stare often painted and drew over her photographs, employing collage, graphic
techniques, unconventional filters, emulsions, and double exposures.

The turn of the 1980s and 1990s — Azmoda (the Third National Awakening
period of Latvia) and the early years of renewed independence — was marked by
optimism and new international opportunities for Latvian photographers. At the
same time, living conditions were challenging and photographic materials scarce.
To achieve the rich tones and effects in her images, Stare used whatever materials
were available, including crayons and cosmetic hair and fabric dyes.

Stare’s staged, imaginative, and symbolically charged works drew inspiration
from literature, fashion, painting, and graphic art, while simultaneously resisting the
prevailing paradigm of documentary and straight photography promoted by influential

23 For biographical information on Ina Stare, see: Steimane, Inga (2000). Stadre, Ina. No: Vanaga, Anita (atb. red.).
Maksla un arhitektara biografijas, R-V. Enciklopédija Latvija un latviesi. Riga: A/S Preses nams, p. 122.
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Kristine Krauze-Slucka, Enthusiasm in Times of Extreme Scarcity. Ina Stare, 2024.
Photo by Kristine Krauze-Slucka from the exhibition Contemporary Histories of Photography |
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curators in the 1990s.2* This resistance to prevailing aesthetic norms is one of the
reasons her work has since fallen into relative obscurity.

As far as is known, Stare never articulated a feminist sensibility regarding her
work. This is typical of the post-Soviet art environment, where feminism was often
invisible or even regarded as undesirable, as analyzed in detail by art historians Mara
Traumane® and Jana Kukaine.?® Today, however, Stiire’s oeuvre and archive can
be seen as an important example of the female gaze, challenging the predominantly
masculine Soviet and post-Soviet photography scene.

Stare’s portraits of her friends, cousins, and her daughter, as well as those of
Ina taken by her husband, Janis, embody photography as an intimate, collaborative
process, in which both photographer and subject share artistic agency. At the same
time, through the use of imaginative props and performative characters, her images
invite reflection on women’s roles in society and on the performative dimensions of
identity.

Krauze-Slucka juxtaposes Stare’s artistic representations of women, abstracted
from their surrounding reality, with her private family photographs that vividly
document everyday life and its responsibilities: raising her daughter, dreaming of
renovating their country home, dying fabric, and tending the garden. Then as now,
perseverance was required to carve out a creative space of one’s own.

Krauze-Slucka’s decision to exhibit Stare’s artworks alongside a selection from
her uncategorized personal archive of negatives and slides — including portraits,
family photographs, and travel images — is significant. These everyday, domestic,
and vernacular photographs offer a vital record of life during the transition from
socialism to capitalism, capturing social and economic transformations through
interiors, fashion, gatherings, early trips beyond the Iron Curtain, and changing urban
and rural landscapes. In Stare’s case, this material often served as a source for later
artworks, emphasizing the fluidity of photographic categories as family photographs
became part of creative projects, exhibitions, and archives.

By presenting artworks and domestic images on an equal basis, the exhibition
challenged traditional hierarchies that prioritize “art” over the vernacular. This
approach also underscores the porous boundary between personal pursuits and artistic
production: for Stare, the creative process was inseparable from the fabric of everyday
life. The teetering stacks of cardboard boxes used as display cases for images evoke

24 Therise of documentary photography and the role of curators such as Heléna Demakova in promoting
“A grupa” and other documentary “new wave” photographers has been discussed by Tifentale, for
example, in: Tifentale, Alise (2010). From Photographic Art to Photography in Art. In: Astahovska, leva (Ed.).
Nineties. Contemporary Art in Latvia. Riga: Latvian Centre for Contemporary Art, pp. 297-306.

25  Traumane, Mara (2012). Women's Art and Denial of Feminism: History of Exhibitions in Latvia 1977-2011.
In: Kivimaa, Katrin (Ed.). Working with Feminism: Curating and Exhibitions in Eastern Europe. Tallinn:
Tallinn University Press, pp. 163-187.

26 Kukaine, pp. 104-105.
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the dormant yet overwhelming potential of the archive. Idiosyncratic artefacts — such
as film negatives wrapped in a shopping list — once again form a tactile link between
the artistic and domestic spheres.

The choice to exhibit Stare’s archive and tell her story is not merely a disruption
of the existing canon, but also an inquiry into the mechanisms that have contributed
to her work’s disappearance from public attention. Contemporary perspectives,
grounded in critical epistemology and feminist perspectives, provide new interpretative
frameworks through which to approach Stare’s practice today.

Stare’s archive had remained untouched for years in the attic of her country
house in Vecmokas. Due to limited resources and the absence of systematic research,
countless personal photographic archives in Latvia share a similar fate — risking erasure
as memories fade and their custodians pass away. By shedding light on Stare’s archive,
Krauze-Slucka demonstrates that the preservation of history is also an act of care,
while outlining the potential for continued exploration.

The exhibition serves as an initial step in the ongoing research into Stare’s
archive, highlighting multiple avenues for further analysis. These include the archives
of other women photographers from the period; the unofficial Experimental Group of
the Photo Club Riga (led by artist Martins Kramins), of which Stiire was a member;
as well as several international projects and exhibitions of the early post-Soviet era.””
Broader questions also emerge concerning the formation and trajectory of an archive
as it transitions from private to public sphere. Additionally, it lays out the potential
for combined research into the artistic and vernacular dimensions of photographic
archives.

Who Has Come Here?

Agate Tuna also has a subjective and personal affinity for her chosen subject matter,
although her methods differ greatly from those of Krauze-Slucka. Previously, Tana
has undertaken artistic investigations into the supernatural history of various
generations of her family — which has included healers, fortune tellers, magicians
and witches — linking it to broader social and photographic narratives.® Her work
Who Has Come Here? is an investigation into historical practices of spirit and illusion
photography in Latvia and their archival presence or non-presence. Framed images
and large-scale hanging prints allude to paranormal phenomena like ectoplasms and

27  Forexample, the exhibition Stepping out of Line (curated by U.S. based photographer of Latvian origin
Boriss Mangolds) showcased contemporary Latvian photography and toured several university galleries
across the United States between 1992 and 1993.

28  Forexample, The Order of Invisible Things (2022). For more information on previous projects,
see the artist's website: agatetuna.com [01.03.2025.].
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Agate Tuna, Who Has Come Here?, 2024.
Photo by Sasha Komarova from the exhibition Contemporary Histories of Photography |
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levitation, and the female body — that of the artist herself — takes center stage in a
critical reinterpretation of disembodiment. The dense, layered, fragmented imagery
evokes spectral disturbances that span both past and present; data-like visual patterns
suggest disrupted or obscured knowledge systems, reinforcing the work’s engagement
with historical erasure and haunted memory.

Since its inception, photography has not only shown what-has-been, but also
served as a medium for imagination and the suspension of belief. Ever since the mid-19th
century, the new medium of photography became a natural ally not only of memento
mori practices, but also of the trend of spiritism. Through the use of mysterious props
and tricks — such as the materialization of spirits in the form of ectoplasm, table-turning,
and levitation — glimpses of an unseen world were seemingly revealed. Rumors and
scraps of knowledge suggested that well-known Latvian photographers of the interwar
period — Voldemars Priede (1880-1940) and Martin$ Buclers (1866-1944) — may
have documented séances with renowned medium and photographer Eizens Finks
(1885-1958).? However, the actual photographs have not yet been found. Venturing
into existing archives as a starting point (including that of the Mystero Museum of
[lusionism),*” as well as speaking to historians and researchers — Tuna eventually
adopted a strategy of speculative history, creating her own photographic versions of
that which is missing from the archives. The resulting layered installation questions
the historically tenuous relationship between photography and reality. Through
referencing the spaces and tropes of spiritism practices, experimenting with physical
trick photography, collages and analogue techniques, Ttna tests the boundaries of her
own belief and that of exhibition viewers. Sections of the work also refer back to the
nature of contemporary research, where visual information about historical esoteric
practices circulates in the form of digital files online, often disconnected from their
original sources, experiencing deformations and thus acquiring a new kind of aura.”

Tana’s exact field of research ranges from the seemingly paranormal and occult
to staged magic, visual trickery, and “mistakes”. Spirit photography as a genre has
not been researched in depth in Latvia. As such, it represents a wide array of other,
overlooked uses of photography, that are ignored when examining the medium’s
development primarily through an art historical lens. Like Krauze-Slucka’s work,
which incorporates vernacular photography, Tana also questions this hierarchy
of images. The visual history of many fields remains unwritten and unexplored,
with evidence waiting to be discovered within the collections of local memory

29  Tanawas given insight into these currently unverified rumors in collaboration with photography historian
Katrina Teivane. See: Voldemars Priede, Timenote. Available at: https://timenote.info/lv/Priede-Voldemars
[01.03.2025.].

30 A private museum and collection in Riga, Latvia, owned by Enriko and Dace Pezzoli.

31 With reference to the influential and still relevant essay: Steyerl, Hito (2009). In Defense of the Poor
Image. E-flux, issue 10. Available at: www.e-flux.com/journal/10/61362/in-defense-of-the-poor-image
[01.03.2025.].
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Agate Tana, Who Has Come Here?, 2024.
Photo by Sasha Komarova from the exhibition Contemporary Histories of Photography |
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institutions. For example, Laine Kristberga reflects on the potential and challenges
of working with photographic materials related to performance art in Latvia, often
“sporadically scattered” across numerous private and institutional archives.”> Whereas,
writing on photograph postcard collections, Liga Goldberga has commented on the
hierarchical status of image collections, in which they are judged on authorship,
aesthetic categories, and relation to art discourse. She also remarks that the work of
curators and artists with archives can provide agency for hitherto marginalized image
collections.*” Curator Inga Lace echoed this in her Purvitis Prize nomination of Ttna’s
work, highlighting its global resonance and noting that it addresses “the marginal
edges of the pages of history,” offering a way for Latvian photography to connect
with wider international narratives.** Alongside broad notions of the ghostly, Jacques
Derrida’s influential concept of hauntology® has gained currency within philosophy,
popular culture, and contemporary since it was coined in 1993. More specifically,
the active links between historical spirit photography and contemporary art practices
of the 21st century have been commented on by various scholars, including Ben
Burbridge®® and Alison Ferris, who both highlight the potential of disrupting regimes
of visibility and “reality” in our “contemporary, digitized, hypermediated world™?’
with its sophisticated, but often untrustworthy image-making technologies. Ferris
concludes that representations of spirits can signpost forgotten, repressed, or buried
aspects of history and culture that demand our attention and re-evaluation and this
can be applied to Tana’s work, in its focus on marginalized photographic histories,
as well as the aspect of gender.”®

In the traditionally male-dominated field of photography, the female body has
often been a source of pleasure for the male gaze. This echoes the gender imbalance of
art history in general, which feminist scholars have been deconstructing for decades.
Certain parallels can be drawn with the history of magic and illusion, in which the
female body has often been used to demonstrate the power of the male magician — most

32  Kristberga, Laine (2025). Convergence of Performance Art, Photography, and Archival Practices.
Culture Crossroads, No. 27, pp. 87-108.

33  Goldberga, Liga (2022). Postcards in the National Library of Latvia: Options for the Interpretation of
Photographic Materials. Letonica, No. 46, p. 191.

34 Expert Nominations, Purvitis Prize, 2024. Available at: https://purvisabalva.lv/en/ekspertu-nominacijas
[01.03.2025.].

35  InSpectres of Marx (1993), Derrida examined how Marxism continues to haunt Western society.
This concept was later expanded and adapted to a broader cultural context, reflecting a state of historical
rupture and convergence.

36  Burbridge, Ben (2013). The Ghosts of Media Past and Present: Spirit Photography and Contemporary
Art. In: Mays, Sas; Matheson, Neil (Eds.). The Machine and the Ghost: Technology and Spiritualism
in Nineteenth-to Twenty-First-Century Art and Culture. Manchester and New York: Manchester University
Press, pp. 158-179.

37  Ferris, Alison (2003). Disembodied Spirits: Spirit Photography and Rachel Whiteread’s Ghost. Art Journal,
62:3, p. 53.

38  Ibid.
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notably in the well-worn “sawing a woman in half” trick. Conversely, research into
historical Western practices of spiritualism has shown the central role women have
played as mediums and participants, transgressing social restrictions, stereotypes,
and power imbalances of the time, although the records of this participation remain
relatively obscure.?” In her work, Tana grapples with these complex, gendered histories
of various fields, using her own body as a tool for personal and artistic research,
in which she is at once photographer, model, and medium. Who Has Come Here?
unfolds a double suspense — first by challenging the viewer’s belief due to the nature
of the paranormal practices being investigated, and then through the strategy of
speculative history, or a creative falsification. The work comments on the murky
history of local esoteric and magic practices and their photographic representation,
while also examining how the challenge to photographic “reality” extends into today’s
technologically advanced media society. Thus, Ttuna scratches a very personal itch as
well as scratching the surface of a field ripe for further exploration.

Ttna and Krauze-Slucka’s exhibition was followed by the second in the cycle,
featuring new work by artists Konstantin Zhukov and Annemarija Gulbe on their
own personal choice of subject. Gulbe’s As we gathered and watched, we were happy
again explored and built on the legacy of well-known director and cinematographer
Uldis Brauns (1932-2017). His photographic archive is a rare and humanistically
inclined documentary reflection of the post-war Latvian rural environment that
remains underexplored and presents fertile ground for further research. Combining
installation, video, and photography, she interrogated the intersection between
documentary approaches and the poetic license of editing, and the role of images in
constructing national identity. Gulbe’s geographical links to Brauns — they both hail
from neighboring parishes in the Kurzeme region of Latvia — added an additional
subjective angle to the material.

Meanwhile, Zhukov’s Black Carnation: Case Study No. 1 was a continuation
of his ongoing artistic research into queer histories in Latvia, this time using archival
imagery from the interwar period and focusing on the Latvian National Opera as
a stage, an urban locale, and a community. Historical queer and LGBT narratives
remain largely omitted from mainstream cultural discourse and absent from official
archives in Latvia, though in recent years scholars like Ineta Lipsa, Janis Ozolins, and
Karlis Vérdin$ have begun to weave them into the historical record.”” Referencing

39  Onthe role of women in spiritualism movements, see, for example: Braude, Ann (2002). Radical Spirits:
Spiritualism and Women'’s Rights in Nineteenth-Century America. Bloomington: Indiana University Press;
and Owen, Alex (1990). The Darkened Room: Women, Power, and Spiritualism in Late Victorian England.
Philadelphia: University of Pennsylvania Press.

40  See, for example, recent articles: Ozoling, Janis (2024). Accumulating Negative Affects: The Diary of the
Soviet Latvian Film Director Gunars Piesis. Journal of the Institute of Latvian History, 120(1), pp. 81-102;
Verding, Karlis (2024). Two Peters: Queer Domestic Space and Artist’s Sensibility in Soviet Latvia.
Journal of the Institute of Latvian History, 120(1), pp. 103-121.
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Exhibition Contemporary Histories of Photography Il, 2024. Photo by Ingus Bajars
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Tchaikovsky’s ballet Swan Lake, Zhukov highlighted these unspoken and censored
aspects of history — personal stories that are often invisible in family albums or official
visual archives, but can rather be read between the lines.

Forming a visual and conceptual bridge between both cycles of the exhibition
was the spatial design created by artist Liene Pavlovska — furniture and textile elements
printed in the historical cyanotype technique, forming another layer of interpretation
for local photographic images from various periods.

Contemporary and Ciritical Histories:
Challenges and Conclusions

Revisiting and re-evaluating the history of photography is a continuous and evolving
process that is itself integral to the discipline. The Contemporary Histories of Photography
exhibition series has actively contributed to the ongoing critical reassessment of
photography’s historiography, as reflected, for example, in several engaged and
thoughtful long-form reviews published in local media, as well as the nomination of
two of the participating artists (Tana and Zhukov) for the biannual Purvitis Prize.
However, the in-depth artistic research undertaken by the artists can nonetheless
seem like a drop in the ocean of underexplored and often unseen local photographic
history. Echoing other curators working with marginalized histories and disrupting
canons, in the case of Contemporary Histories, it is rather possible to speak “not of
a ‘record’ in social memory, but of an ‘imprint’ — a reminder, a mark, a vibration
that makes us revisit history and can lead to new searches and discoveries, changing
previous perceptions.” Other challenges included balancing speculative interpretations
and contemporary, critical viewpoints of history with the need for a grounding in
historical reality — not presenting a preferred or more seductive narrative, but rather
acknowledging its complexity. The limited availability of archival materials further
complicates the process (especially for artists inexperienced in archival research), as
many photographs and documents are scattered, lost, or excluded from institutional
archives, both due to the political shifts and turmoil of the 20th century, as well as
specific practices of marginalization. Gaps and silences in historical records make
reconstructing narratives a slow and overwhelming task, yet they can also spur
creative solutions, as in the case of Tuna’s speculative history. Finally, reconciling

41 Melgalve, leva; Silapétere, Andra (2022). Personisko arhivu parnese kultlras atminas lauka: izstades
"Atceros, tatad esmu" veidosanas pieredze. No: Teivane, Katrina; Tifentale, Alise (atb. red.). Latvijas
Nacionalas bibliotékas Zinatniskie raksti, 9. (XXIX) séj.: Mekléjot metodes un materialus: fotografijas
mantojums kultiras un makslas véstures pétnieciba. Riga: Latvijas Nacionala bibliotéka, p. 251.
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the subjective and situated nature of knowledge while ensuring its real applicability
within a social and political context can be a balancing act.

By engaging with underexplored histories and incorporating feminist perspec-
tives, the exhibition and its participating artists — including Krauze-Slucka and
Tana — demonstrated how artistic research, informed by curatorial strategy, can
serve as a vital method for both illuminating obscure narratives and questioning
the mechanisms that shape historical visibility. Their work underscores the fluidity
of archives, the subjectivity inherent in versions of history, and the importance of
a self-reflexive approach in historiographic practice. The exhibition project also
highlights the need for sustained institutional research, continued dialogue and
education to ensure that the traces of marginalized voices and histories are integrated
into the broader cultural and scholarly landscape.
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Makslinieciskas un kuratorialas intervences: refleksija
par izstadi “Musdienu fotografijas véstures”

Kopsavilkums

Izstazu cikls “Masdienu fotografijas véstures” no 2024. gada maija lidz augustam
norisinajas ISSP Galerija ka dala no Rigas Fotografijas biennales. Tas pievérsas
epistemologijai un marginalizétam vésturém, parklajoties makslinieciskajai izpétei
un kuratorialajai stratégijai. Pirmaja izstadé bija ieklauti divu laikmetigo makslinie¢u
darbi: Kristine Krauze-Slucka bija veikusi latviesu fotografes Inas Stares (1958—2000)
arhiva izpéti, bet Agate Tuna — pievérsusies 20. gadsimta sakuma spiritualisma
fotografijai, izmantojot spekulativas véstures stratégiju. Abas makslinieces lidzas citam
témam pievérsa uzmanibu dzimtes un sieviesu véstures aspektiem. Vinu darbi, ka ari
cikla otris izstades mikslinieku Annemarijas Gulbes un Konstantina Zukova darbi
piedavaja jaunus skatpunktus, atzinas un pétniecibas virzienus, vienlaikus veicinot
kritisku Latvijas fotografijas historiografijas parvértésanu un izaicinot ierastos narativus.

Var teikt, ka fotografija Latvijas makslas vésturé bijusi atstata novarta daléji
tapéc, ka padomju perioda ta ka makslas medijs tika marginalizéta. Tomér pédéjas
desmitgadés interese par fotografijas pétniecibu atdzimst, un izstazu cikls “Masdienu
fotografijas véstures” tika veidots ka dala no $i procesa, apzinoties véstures rakstisanas
sarezgitibu un subjektivitati. Raksta, pievérsoties minéto izstazu gadijuma izpétei,
uzsvérta pasreflektivas pieejas nozime kuratorialaja un historiografiskaja praksg,
akcentéjot nepieciesamibu turpinat pétniecibu un dialogu, lai plasaka kultaras ainava
integrétu lidz $im nepamanitas balsis.

Atslégvardi: fotografijas historiografija, izstade, dzimtes studijas, arhivi,
makslinieciska izpéte.

Raksts izstradats, istenojot valsts pétijumu programmas “Letonika latviskas un eiropeiskas sabiedribas attistibai”
(2022-2024) projektu “Identitasu ainavas: vésture, kultara un vide” (IDEUM) (Nr. VPP-LETONIKA-2021/1-0008).
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Rethinking Women'’s Visibility in Early
20th-Century Latvian Photography:
Women Photographers through the Latvian
Photographic Society Traveling Album

Summary

This article examines the traveling album (1908) of the Latvian Photographic Society
(LPS) as a key yet understudied document for understanding women’s visibility and
participation in early 20th-century Latvian photography. While photographic histo-
riography in Latvia has long centered on canonical male practitioners and pictorialist
aesthetics, the album reveals a more diverse and multilayered photographic field,
shaped by the coexistence of professionals and amateurs, collective practices, and
social networks. By analyzing the fragmentary contributions of Emilija Mergupe,
Otilija Cers, Pauline Kemere, and Natalija Rieksta, the article highlights the forms of
authorship, embodied presence, and collaboration through which women participated
in photographic culture. Using an approach that combines archival investigation with
interpretative and theoretical perspectives on agency and heterochronic temporality,
the article argues that women were not marginal to the photographic practices of the
time; rather, their marginalization emerged through later canon-forming processes
and uneven material preservation. The LPS traveling album thus becomes a critical
point of departure for rethinking early Latvian photography, opening pathways to
a more inclusive and multi-temporal historiography.

Keywords: Latvian Photographic Society (LPS), early Latvian photography,
women photographers, visual culture, photographic archives, agency, heterochrony,
pictorialism, gender and photography, photographic heritage.



Introduction

Research on early 20th-century Latvian photography has so far relied primarily on
art-historical approaches — thematic or chronological typologization of images and
formal analysis. Such methods have shaped a historical narrative centered on prominent
works and authors, most often men whose legacies were preserved more fully and
whose activities were documented within photographic organizations, particularly
the Latvian Photographic Society (LPS), and reflected in the press.!

With the founding of the LPS in 1906, its initiator and leader Martins Buclers
(1866—1944) established a conceptual direction that deeply influenced subsequent
understandings of photographic practice. In his publication Phorography as Ars*
(1906), he combined practical guidance with the theoretical principles of pictorialism,
situating local photography within the boundaries of artistic ambition and shaping
how early photographic heritage has since been interpreted.

If the trajectories of male photographers can often be reconstructed through
press coverage, preserved collections, or continuity into the interwar period, the
study of women’s contributions resembles an archaeological process. Recovering their
presence still requires assembling fragments: scattered names, occasional references
in the press, or individual works preserved in archives. The challenge is compounded
by the limited survival of photographs from before the First World War, including
those by men whose professional activities are nonetheless more reliably documented

within the artistic or documentary discourses of the time.?

1 The most extensive published studies to date on photographers of the first half of the 20th century
have focused on male authors - for example, Vilis Ridzenieks and Roberts Johansons. See for more
information: Teivane, Katrina (2022). Roberts Johansons. Laikmets un fotografija. [Roberts Johansons.
Age and Photography]. Riga: Neputns; Teivane-Korpa, Katrina (Ed.) (2018). Vilis Ridzenieks. Riga:
Neputns. The legacy of these authors is substantial and relatively well preserved, and the majority of
it can be viewed together within the collection of the Museum of the History of Riga and Navigation.
Other studies on early 20th-century photographic history largely provide a general overview of the field
or examine specific directions, such as the development of art photography, photo etnography, certain
photo establishments and their archives etc. In these works, women photographers are mentioned only
fragmentarily, if at all, - not due to neglect, but because of limited access to information and surviving
visual material. However, recent initiatives dedicated to uncovering and integrating women authors into
photographic history have brought renewed attention to previously understudied collections, such as
Marta Plavina's glass-plate archive at the Aizkraukle Museum of History and Art.

2 Buclers, Marting (1906). Fotografija ka maksla [Photography as Art]. Stari, No 1, pp. 3-10.

3 See for more information about the Latvian Photographic Society: Zeile, Péteris (sast.) (1985). Latvijas
fotomaksla: Vésture un masdienas [Latvian Photography: History and Today]. Riga: Liesma; Klavins,
Eduards (2014). The Origins of Art Photography. In: Klaving, Eduards (Ed.). Art History of Latvia: Period of
Neo-Romanticist Modernism. 1890-1915. Vol. 4. Riga: Institute of Art History of the Latvian Academy of
Art; Art History Research Support Foundation, pp. 396-403; Teivane-Korpa, Katrina (2016). Photographic
Art. In: Klaving, Eduards (Ed.). Art History of Latvia: Period of Classical Modernism and Traditionalism.
1915-1940. Vol. 5. Riga: Institute of Art History of the Latvian Academy of Art; Art History Research
Support Foundation, pp. 435-469.
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For this reason, women’s presence is usually examined from multiple angles:
(1) their work as professionals and amateurs; (2) their collaboration with or support
for male family members engaged in photography; (3) their roles as archivists and
custodians of visual heritage; and (4) their representation within photographs
themselves. This peripheral position, however, is precisely what highlights the need
to broaden research methods and to include marginal or fragmentary materials that
invite a reconsideration of established historical narratives. Accordingly, the article
addresses women’s participation and visibility in early Latvian photography by
examining the LPS’s 1908 traveling album as a primary source and contextualizing it
through insights drawn from the Society’s Second Collective Photographic Exhibition,
also held in 1908.

Methodologically, this article combines visual analysis with archival micro-
history.* The LPS traveling album is approached both as a curated object — shaped
by institutional rules, aesthetic values, and the ambitions of its contributors — and
as a historical trace that reveals social networks, patterns of participation, and the
uneven visibility of certain practitioners. By interpreting the album alongside press
texts, exhibition reviews, and biographical fragments, the article employs a relational
method: women’s presence is reconstructed not only through surviving images but
also through silences, omissions, and indirect evidence. This approach situates the
album within a wider ecology of sources, acknowledging the fragmentary nature of
the archive while using these gaps to illuminate the structural conditions that shaped
early photographic culture.

In this article, the LPS traveling album is highlighted as a documentary source
that reflects the society’s activities and the ideas it promoted, while simultaneously
providing evidence about authors, the period, and the photographic community.
Taken as a whole, it offers a broader view of the photographic environment of the early
20th century than is possible when focusing solely on artistic, salon, or documentary
practices.

Most importantly, the album brings to light marginal aspects — particularly
women’s participation and visibility. Among the thirty-two respondents, it includes
works by only two women, yet this fragmentary record prompts essential questions
about women’s roles in photography and how their (in)visibility was inscribed into
the visual and institutional landscape of the time.

Three interrelated thematic directions thus lie at the center of the article:
early 20th-century photography in Latvia, women’s roles and presence within this
environment, and the photographic album as a research object. To situate these

4 Levi, Giovanni (1991). On Microhistory. In: Burke, Peter (Ed.). New Perspectives on Historical Writing.
Cambridge: Polity Press, pp. 93-113; Magnusson, Sigurdur Gylfi; Szijarts, M. Istvan (2013). What is
Microhistory? Theory and Practice. London: Routledge.
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aspects within broader historical perception, it is essential to consider the theoretical
perspectives through which women’s contributions can become visible.

Approaching Marginal Materials

Writing about the exhibition Silver Girls. Retouched History of Photography (2020),
curator Selda Pukite identifies a central challenge in Latvian photography historiog-
raphy: although canons tend to dominate the field, they are continually disrupted by
initiatives that foreground marginal or overlooked perspectives, such as the history of
women photographers. © While this may seem destabilizing, it opens the possibility
for more flexible, inclusive narratives not bound to rigid methodological frameworks.

This insight is crucial for reconstructing the photographic landscape of the late
nineteenth and early twentieth centuries, which is largely known through institu-
tionally structured sources — especially the activities of LPS members. Incorporating
themes such as women’s participation, their historical invisibility, and the fragmentary
evidence of their work challenges canon-formation and reveals photography as a
socially embedded, contested field. Empirical material and theoretical concepts are
inseparable here: the history of photography emerges through interpretive processes
that combine documentation, meaning-making, and subjective looking.

Women’s presence becomes visible through both archival fragments and
later scholarly attempts to reinterpret these traces. Art historian Inta Pujate, in her
dissertation Photography in Latvia at the End of the 19th and the Beginning of the 20th
Century (Fotografija Latvija 19. gadsimta beigas un 20. gadsimta sikumad),” offers one
of the first systematic surveys of women’s involvement, drawing on press materials,
Baltic German women photographers, and LPS membership records. According to
archival membership-fee receipts, around twenty-five women were active in the LPS
before the First World War — roughly one-fifth of all members.® In 1913, the LPS

5 The exhibition, curated by Selda Pukite alongside with Indrek Grigor, was dedicated to early Latvian and
Estonian women photographers. It was on view at the Tartu Art Museum from 12 June to 27 September
2020. For more information, see the exhibition catalogue: Pukite, Selda; Grigor, Indrek (Eds.) (2020).
Hébetludrukud: fotograafia retuseeritud ajalugu = Sudrabmeitenes : fotografijas retuséta vésture =
Silver girls: retouched history of photography. [Riga]: Blind Carbon Copy; [Tartu]: Tartu Kunstimuuseum.

6 Pukite, Selda (2022). Izstade “Sudrabmeitenes. Fotografijas retu$éta vésture” ka platforma sieviedu
véstures aktualizé$anai un fotografijas identitates parskatisanai [Exhibition “Silver Girls. Retouched
History of Photography” as a Platform for Mobilizing Womens History and Revisiting Photography's
Identity]. No: Teivane, Katrina; Tifentale, Alise (atb. red.). Latvijas Nacionalas bibliotékas Zinatniskie
raksti, 9. (XXIX) séj.: Mekléjot metodes un materialus: fotografijas mantojums kultdras un makslas véstures
pétnieciba. Riga: Latvijas Nacionala bibliotéka, p. 228.

7 Pujate, Inta (2023). Sievietes fotografes [Women Photographers]. No: Fotogréfija Latvija 19. gadsimta
beigas un 20. gadsimta sakuma [Photography in Latvia at the End of the 19th and the Beginning of
the 20th Century]. Promocijas darbs. Riga: Latvijas Makslas akadémija, pp. 52-58.

8  lIbid, p.55.
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Women Members’ Committee was established with plans to organize exhibitions,
although these were interrupted by the war.” While the numbers are small, they clearly
demonstrate that women were active participants in both amateur and professional
photographic circles.

Rare examples of contemporary self-reflection further illuminate how women’s
photographic practice was perceived. A 1906 article titled Woman in the Field of Painting
With Light (Zhenshchina v oblasti svetopisi)'® in the publication of the Russian Photo
Club founded in Riga describes the rapid increase of women in photographic societies
as evidence of photography’s accessibility and its appeal across social boundaries.
Significantly, the Russian language text (the publication most probably is a translation
from another language, probably German) itself explicitly allows for the possibility
that the author might be a woman — there is a nuance present (ya nablyudala zhen-
shehin) that foregrounds female authorship as a conceivable position within the field.
The text praises women’s attentiveness, precision, and sensitivity — qualities seen as
particularly suited to photographic work — while simultaneously reproducing familiar
gender stereotypes. Yet, whether written by a woman or not, the article articulates an
early notion of female agency grounded not in institutional power but in aesthetic
awareness and the enjoyment of process.

These historical traces demonstrate that the history of photography emerges at
the intersection of empirical evidence and interpretation, where material traces become
carriers of meaning. Such an interpretative perspective can be further developed
by examining how similar shifts in meaning and the active role of the image are
discussed in contemporary art history theory. This is particularly important when
reassessing women’s presence in the photographic field. For example, ideas explored
by Matthew Rampley'! and Keith Moxey allow us to perceive the article Woman
in the Field of Painting With Light as a key point that connects questions of gender
and visuality with a broader theoretical debate. As Rampley emphasizes, drawing
on Moxey, the artwork should be understood as an active agent in the formation of
its own reception. This argument is supported by historiographical examples that
address the diversity of understandings of agency and forms of interpretation in art
history. In this context, Rampley’s and Moxey’s views are particularly productive for
approaching materials that are fragmentary or historically underrepresented. They
provide a way to understand how objects like the LPS traveling album continue to
act within the present, generating meanings that exceed the limited archival traces

9 More about the committee and its intended activities: [Anon.] (1914). LFB Biedrenu komiteja [LPS Women
Members committee]. Stari, No. 3-4, pp. 118-120.

10 [Anon.](1906). Zhenshchina v oblasti svetopisi [Woman in the Field of Painting With Light].
Fotograficheskoye Iskusstvo [Photographic Art], No. 1, pp. 9-13.

1 Rampley, Matthew (2021). Agency, Affect and Intention in Art History: Some Observations. Journal of Art
Historiography, No. 24, p. 1.
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and canon-based narratives through which we usually know the history of Latvian
photography, particularly those relating to women’s participation.

The trans-historical concept is highlighted, pointing out that historical time is
not unified or universal, but heterochronic — unfolding at different tempos in different
places. This means that art history faces a challenging insight: the very foundation
of history is not linear or homogeneous, but rather multilayered and fragmented.
Rampley complements this with the conclusion that:

Societies do not change and develop at a uniform rate and in a uniform
manner; in the place of a single narrative that can encompass all societies
on a global scale, one has to contend with the irreducible plurality of
histories at a local scale. On the other, it means that the works of art
themselves are in possession of properties that enable them to transcend
the temporal limits of the time of their making.'?

An artwork, through its aesthetic impact, is not confined to the specific
historical moment in which it was created. More significant than its placement within
a linear historical trajectory is its capacity to become present in aesthetic experience
at any time. In this sense, photography as a visual and material object also embodies
an experience of multitemporality — simultaneously containing the moment of its
creation, the situation of viewing, and the time of interpretation.

The experience of multitemporality can also be understood at the level of
perception, where the sensation of time becomes inseparable from aesthetic interaction.
Estelle Barrett’s concept of the performativity of the aesthetic image is particularly
useful here: unlike images that operate through established symbolic codes and
serve informational aims, the aesthetic image emerges through sensory processes
and introduces ambiguity, multiplicity, and indeterminacy.”® Through this lens,
photography becomes a connector of times — a visual and material medium that
continually reactivates itself in the encounter between the moment of creation, the
situation of viewing, and the temporal layers of interpretation that follow.

In this light, the LPS traveling album becomes a concrete site of such temporal
and interpretive convergence. Its images operate between document and memory,
aesthetics and affect, visibility and erasure. Within this space, the fragmented presence
of women photographers gains renewed significance, entering a multi-temporal
dialogue that reshapes how early Latvian photography can be understood.

12 Ibid, p. 11.
13 Barrett, Estelle (2013). Materiality, Affect, and the Aesthetic Image. In: Estelle Barrett; Barbara Bolt (Eds.).
Carnal Knowledge: Towards a “New Materialism” through the Arts. London; New York: |.B. Tauris, p. 63
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The Traveling Album

Baiba Tetere, curator of the exhibition 7he Photo Album — A Subjective Narrative
(Fotoalbums — subjektivs narativs)* discusses the specificity of the photo album as
material and its marginal status in the study of photographic history:

It should be noted that art and photography history research has not
been focusing attention on the photo album as an object, a medium,
nor has it been integrated in the memory environment and studied as
a sovereign entity. Following the changes of the photography medium
and the dominance of digital technologies, only in the last decade
the complex nature of a photo album has become of interest for the
interdisciplinary studies.”

The LPS traveling album — also a marginal material — has likewise received

only sporadic scholarly attention.'® Tetere’s observation about the photo album as

a little-studied medium, only recently foregrounded in interdisciplinary contexts,

highlights an important perspective on this documentary material as well. It testifies

to an early understanding of the album as a form of photographic circulation.

In the first issue of 1908 of the LPS’s official magazine Stari (Rays),"” a notice

appeared stating that the LPS planned to introduce a traveling photo album with the

aim of fostering members’ professional development, mutual acquaintance, and the

exchange of ideas."® Inspired by similar practices in England, the initiative envisioned

members participating in the album’s circulation by inserting two works each time

The exhibition was on view as part of the Riga Photography Biennial 2022 program from 13 May

to 11 September 2022 at the Latvian Museum of Photography.

Exhibition The Photo Album - a Subjective Narrative (2022). Available at: www.rigamuz.lv/Ifm/en/
exhibitions/archive/the-photo-album/ [19.08.2025.].

The album was brought back into circulation through art historian and curator Selda Pukite’s recent
research on women's photography in Latvia, conducted for the exhibition Silver Girls: The Retouched
History of Baltic Photography. The exhibition continued the 2020 project Silver Girls: Retouched History of
Photography and focused on early women photographers from Latvia, Estonia, and Lithuania. Curated by
Selda Pukite, Agné Narugyte, and Indrek Grigor, it was on view at the National Gallery of Art in Vilnius from
18 March to 15 June 2025. Available at: www.Indm.lt/nauja-pavasario-sezono-paroda-sidabro-merginos-
retusuota-baltijos-saliu-fotografijos-istorija-nacionalineje-dailes-galerijoje/?lang=en [07.11.2025.].

In the context of development of national school of photography, the official magazine of the LPS, Stari,
played a significant role. In its first publication period - from 1906 to 1908 - it functioned primarily as an
arts and literature magazine with a section for photography. This editorial structure served to attract a
broader readership, to familiarise the public with the “new” art form, and to situate photography within
the desired framework of the arts. In its second publication period - from 1912 to 1914 - Stari appeared as
ajournal devoted exclusively to the promotion of practical and artistic photography. With the firstissue
of this renewed series, the importance of ethnographic photography and the journal’s role in fostering it
were particularly emphasised.

Biedribas valde (1908). Latvie3u fotografiska biedriba ieriko ce|ojodu albumu [The Latvian Photographic
Society establishes a traveling album]. Stari, No. 1, pp. 111-112.


https://www.lndm.lt/nauja-pavasario-sezono-paroda-sidabro-merginos-retusuota-baltijos-saliu-fotografijos-istorija-nacionalineje-dailes-galerijoje/?lang=en
https://www.lndm.lt/nauja-pavasario-sezono-paroda-sidabro-merginos-retusuota-baltijos-saliu-fotografijos-istorija-nacionalineje-dailes-galerijoje/?lang=en
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the album was sent on. Each image had to be accompanied by detailed technical
information: the type of glass-plate negative used, exposure time, developer composition,
type of printing paper, and toning method. The captions for the photographs were
to contain technical information only. Several albums were intended to be created
and circulated simultaneously — depending on the number of subscribers — with each
album undertaking two journeys per year. Participants had to apply in writing to the
society’s board to join the initiative.

The practical circulation of the album was carefully formalized, and its
movement was to be overseen and regulated by the society’s secretary. Shipping,
insurance, and communication followed a specified procedure and were carried out
at the members’ expense. The album travelled among subscribers in a wooden box,
accompanied by postcards for communication with the album secretary, a travel
log, and the contact information of the next recipient. Upon receiving the album,
the subscriber was required to notify the secretary by sending a postcard indicating
when and in what condition the album had been received, as well as to report if any
works not meeting the required technical standards had been added.

Describing the concept and significance of the album in the early 20th century,
photography historian Péteris Korsaks highlighted the idea — already mentioned in
Stari — that it served as an alternative means of exhibiting photographs at a time
when exhibitions were rare and visually illustrated periodicals were scarce. He also
emphasized its pedagogical role, especially for amateurs living in peripheral areas:

One of the working methods practiced by the Latvian Photographic
Society was traveling albums. Each author pasted in their best work and
sent it on by post. Thus, once the album had visited the members of
the society living across Latvia, it became a traveling photo exhibition
in which the greatest beneficiary was the final viewer.”

Overall, the album presents a wide thematic and stylistic spectrum, encompassing
artistic photographs aligned with the pictorialist movement, documentary images,
and photographs that could be described as vernacular. The subjects are primarily
landscapes and portraits, ethnographic-type scenes, as well as photographs of buildings
and groups of people. The structure of the album was simple — each author placed
two photographs on their page.

Eighteen photographers represented the capital city. In the first pages we find
images by the head of the LPS, Martins Buclers, as well as those by Voldemars Priede
(1880-1940) and Arnolds Calitis (1883—-1972), which — judging from the available

19 Korsaks, Péteris (1987). Par gimenes albumiem. Un ne tikai [On family albums - and more].
Padomju Daugava, 10.01., p. 3.
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documentation — were inserted before the album began its circulation. The album’s
actual journey started on 15 April 1908 with Fricis Cielavs. It then reached several
Riga members, including Janis Rieksts (1881-1970), Oskars Jankovskis (1872-2),
Martin$ Lapins$ (1873—1954), Roberts Johansons (1877-1957), and Emilija Mergupe
(1885-1972). Also noteworthy is the name of Martins$ Teodors Kemers (1877-1920),
the father of painter and pastor Miervaldis Kemers (1902-1980). Beyond Riga, the
album’s journey included photographers from Valka, Rajiena, Saliena, Aizpute,
Kastrane, Livini, Koknese, Kabile, and Bauska district.

Some of the most striking works in the album are those by Janis Rieksts —
expressive examples of pictorialism. In one of the images, judging from other sources,
his wife Natalija Rieksta (1885-1967) may be depicted. It is a close-up portrait
showing a woman next to what appears to be a bust of Socrates. The second work
is a landscape from Sigulda with an intense green tint — added during the printing
process — which gives it a watercolor-like appearance. Rieksts’s page also provoked
reactions from viewers. Respondent Karlis Spurins from Saliena added a comment
to the album, noting that he drew inspiration from the works of Riga photographers,
yet could not understand these two images, comparing them to “the decadent trend
in fiction.”*

Several other works stand out stylistically as well: Martin$ Bérzin$’s view from
a hillside with an expressive thythm of road and trees; J. Lubmanis’s photographs
featuring a mother and daughter in a cemetery and a rural landscape in which the
clouds have been artificially drawn into the sky; and J. Bratisko’s image from Arkadija
Park showing a family by a waterfall. In Bratisko’s second photograph — taken during
an LPS excursion to Photographers’ Hill in 1908 —a group of LPS members is depicted.
The central composition features only one woman: Emilija Mergupe.

An intimate moment of motherhood is captured in the photograph by Martins
Teodors Kemers, depicting his wife, also a photographer, Pauline Kemere (1876-1942),
feeding their newborn daughter. The following pages feature other members and their
works: Martin$ Lapins’s toned landscape and a portrait of the artist Ivan Tikhomirov
(Hsan Tuxomupos, 1867 — 1933); Roberts Johansons’s exemplary pictorialist work —
a portrait of an old man executed in carbon print technique; and an ethnographically
themed image of a woman watering furrows.

Emilija Mergupe’s page contains two portraits of a young woman — one taken
in a garden, the other in an interior. Among the women members, only the works
of the amateur photographer Otilija Cers from Laudona are preserved: a snapshot
of a little girl in a pasture and a group photograph of schoolchildren from Laudona.
Another woman, Berta Vigure from Livani, appears in the list of respondents, but
it can be assumed that she did not include her photographs, likely unsure of their

20 LPS Traveling Album (1908). Library of the University of Latvia, Misin$ Library, [uncatalogued material].
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quality. This is indirectly suggested by Buclers’s remark: “Only one subscriber was
so shy that, after holding on to the album for a whole month, the subscriber sent it
on without adding a single photograph.”*!

At the end of the album, landscapes and everyday scenes dominate. Particularly
notable are the works of Vilis Snore — a photograph of a nurse beside a patient’s bed,
and a winter scene in which damage to the negative and specific toning create an
experimental, almost color-photograph effect.

A review of the album’s 1908 circulation indicates that its exchange among
members proceeded unevenly: in Riga it circulated for roughly seven months, while
in the regions it tended to be delayed, remaining with some members for as long as
a year and a half.** After its journey — which ultimately lasted two years — the album
was deposited in the society’s library* as a “particularly interesting document™* and
preserved as a permanent part of the LPS collection.

In 1909, at the members’ request, a second traveling album was created, yet
it reached only a few Riga members: Buclers, Mergupe, Calitis, Rieksts, and Karlis
Ezergailis (1872-1924). After that, its circulation came to a halt. Despite this setback,
the LPS repeatedly attempted to revive the initiative, calling on members to participate
once more. However, the endeavor was never successfully realized.

The LPS traveling album becomes a significant research source, allowing one
to quite literally zouch the history of photography. It reveals the mechanisms of photo-
graphic circulation and the culture of visibility in the early 20th century, helps reassess
the meanings of images, and highlights both women’s and men’s participation, as well
as the institutional structures and aesthetic choices that shaped photographic practice
at the time. The album’s narrative is further enriched by a specific event—the LPS
Second Collective Photographic Exhibition. This exhibition testifies to photography’s
visibility in the public sphere as a collective undertaking evaluated by a jury and its
viewers, while also drawing attention to the presence of women.

21 [Anon.] (1914). Vélreiz “ce|ojosais albums” [Once again on the ‘traveling album’]. Stari, No. 10-12,
pp. 314-315.

22 Ibid, p. 315.

23 The LPS began compiling publications for the library’s needs shortly after the association was founded.
The collection was regularly supplemented through both purchases and donations. For example, the LPS
library book list published in 1910 lists 209 publications. Among them are several issues of the magazines
Photographische Rundschau, Photographische Mitteilungen, and Der Amateur-Photograph (mostly
older issues), Die Photographische Kunst, and other publications in German, which are mostly related to
technical information. There are also some materials in Russian - textbooks and individual issues of the
magazines Fotograf Lyubitel [Amateur Photographer] and Fotograficheskoye Iskusstvo [Photographic Art].
The library had catalogs of the most important exhibitions in which the LPS participated. The collection
also included special sets of works by members. For example, the library also held an album of portraits
of Latvian writers created by photographer Janis Rieksts and designed by painter, writer and amateur
photographer Janis Jaunsudrabing in honor of Leo Tolstoy's anniversary, as well as a collection of works
exhibited at the LPS exhibition in 1910. For more see: [Anon.] (1910). Latvie$u fotografiska biedriba.
Bibliotékas gramatu saraksts [Latvian Photographic Society. Library book list]. [Riga: n. p].

24 Vélreiz "celojosais albums” [Once again on the ‘traveling album’], p. 315.
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The Latvian Photographers” Society Exhibition in Sigulda

The LPS Second Collective Photographic Exhibition took place on 1-2 June 1908
during a members” excursion to Sigulda, held in Buclers’s photographic studio near
the so-called Photographers’ Hill.” Judging from an image preserved in the Latvian
Museum of Photography, the excursion was widely attended by professional and
amateur photographers as well as other interested visitors.

For the exhibition, two thematic categories were established: landscapes and
events and family photography. The board placed particular emphasis on the latter,
highlighting portraiture as an expression of Latvian identity. A telling explanation
of this perspective can be found, for example, in a 1914 article dedicated to family
and portrait photography:

Amateurs must move from photographing streets and buildings to docu-
menting people, for it is not streets but the human being who is the maker
of history. Every person should strive to leave to their descendants the
history of their ancestry and of their own development, with which they
are bound by unbreakable ties. This will lead to a deeper understanding
of one’s own life, to respecting and loving one’s homeland and place of
living, and to elevating one’s sense of family.?

The painter Janis Jaunsudrabins, an LPS member and a juror of this exhibition,
noted in his review that the exhibition was of a fairly good level — “certainly not
lower than the level of the recent exhibition of the Russian Club” in Riga.”*® He also
offered a general critique of the formal execution of the works on display — including
those created by women. Among the now-classic male photographers, the painter
highlighted the names of Emilija Baumane (1876-1950), Emilija Mergupe, and
Natalija Rieksta. Baumane’s and Rieksta’s contributions are described succinctly:
“Ms. Baumane has many smaller works, all of equal value, and that value is high.
The same can be said of Ms. Rieksta.” *

25  [Anon.](1908). Pazinojums Latvie$u Fotografiskas Biedribas biedriem [Announcement to the Members of
the Latvian Photographic Society]. Stari, No. 3, pp. 20-21.

26 [Anon.](1914). Gimene un gimetne [Family and Portraiture]. Stari, No. 3-4, pp. 68-69.

27  Theinternational exhibition organised by the Russian Photo Club took place from 5 to 17 April 1908.
LPS was represented there with 200 works. Although the exhibition was generally highlighted as an
important event in the local photographic scene, the available commentary is largely critical due to
various organisational shortcomings. For more see: [Anon.] (1908). Apskats par “Krievu Fotokluba”
sarikoto starptautisko izstadi Riga [Review of the international exhibition organized by the Russian Photo
Club in Rigal. Stari, No. 4, p. 27.

28  Jaunsudrabing, Janis (1908). Fotografiska izstade Sigulda [Photographic Exhibition in Sigulda]. Latvija,
21.06., p. 5.

29  Ibid.
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Unknown author, The Latvian Photographic Society's excursion to ‘Photographers’ Hill’, 1908.
Latvian Museum of Photography, LFM 22486
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His assessment of Mergupe is more detailed: “Ms. Mergupe has all outdoor
shots. Portraits with various beautiful background planes which, despite their weakness,
do not interfere.” In this case, “weakness” most likely refers to softness (lack of
sharpness) rather than criticism of technical execution. In any case, the evaluation
criteria for both men and women primarily concerned technical execution and the
aesthetic impression of composition.

Several awards were planned for the best works in the exhibition, including
audience-favorite prizes. As with the album, it was decided that the awarded works
would be included in the LPS library collection. Importantly, several awarded images
were among those found in the traveling album. This is confirmed by the dates of
photograph placement noted in the respondents’ registry. For example, the first prize
went to Martin$ Lapins for the portrait of the painter Tikhomirov, which can be seen
in the album; the second prize went to Johanson “for a bearded old man,” which is
also likely the pictorialist portrait of an elderly man included in the album. !

The only prize-winning woman was Emilija Baumane, “for her commendable
works in general,”** although her photographs are not found in the album. For other
works, it is more difficult to confirm a direct connection between the exhibition and
the album, but based on Jaunsudrabin$’s description, this may also have applied to
Emilija Mergupe’s photographs.

In the exhibition review published in Szari, an author — most likely Buclers —
also highlights Emilija Mergupe’s contribution in particular, writing: “Among the
new directions one must also note Ms. Mergupe’s outdoor photographs, which will
always leave a better impression on an aesthetically minded viewer than photographs
taken against an artificially painted backdrop.”

In this context, it is worth mentioning that a year eatlier, in his article Portrait,**
Buclers had written extensively about photographing people in the open air. On one
hand, he believed that such images gained additional value through their informational
or documentary aspect, which he called their ethnographic significance and which,
in the studio, is lost behind draped backdrops. Moreover, photographing outside the
studio — where “all work proceeds cleanly and mechanically” — was regarded, given the
technical limitations of the time, as evidence of a photographer’s higher level of skill.

The exhibition and the album together offer evidence of how women’s partic-
ipation in photographic circulation formed in the early 20th century. The following
case studies illuminate different aspects of this presence.

30  Ibid.
31 [Anon.](1908). Latvie$u fotografiskas biedribas Il savstarpéja fotografiska izstade. Sigulda 1. un 2. janija

1908. g. [The Latvian Photographic Society’s Second Mutual Photographic Exhibition. Sigulda, 1-2 June
1908]. Stari, No. 4, p. 24.
32 Ibid.
33 Latviesu fotografiskas biedribas Il savstarpéja fotografiska izstade. Sigulda 1. un 2. janija 1908. g.
[The Latvian Photographic Society’s Second Mutual Photographic Exhibition. Sigulda, 1-2 June 1908], p. 24.
34 Buclers, Martin$ (1907). Portreja [Portraiture]. Stari, No. 5, p. 395.
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Emilija Mergupe (1885-1972)

The works by Emilija Mergupe found in the LPS traveling album are attributed to
1908 and are among the few of her pieces known today. In both photographs, the
same young woman appears in different settings, clearly demonstrating the author’s
ability to produce high-quality images both outdoors and indoors. This aspect gains
particular significance in light of Buclers’s previously mentioned article Portrait, in
which he praises the skill of creating images outside the studio, as it requires dealing
with lighting conditions that are more difficult to control.

In one of the photographs, the young woman sits on a tree stump in a garden
or park with an open notebook in her hands, with a soft, painterly continuation
of the park landscape in the background. Based on Buclers’s and Jaunsudrabins’s
descriptions of Mergupe’s works shown in the exhibition, this could be one of the
pieces displayed in the Sigulda show. In the second photograph, the young woman
appears in profile, sitting indoors, presumably near a window. Both images feature
a harmonious composition and a poetic mood, enhanced by their moderate tonal
range. In the outdoor image, this takes the form of a delicate balance of light and
grey tones, creating a dreamy depth of space and a gentle hint of melancholy. In the
second photograph, the nuanced dark tonal range evokes a sense of quiet and deep
contemplation. The technical description notes that the work /ndoors is a colored
platinum print. It should be added that platinum prints were particularly favored by
pictorialists for their wide tonal scale and exceptional durability.

In both the outdoor and indoor photographs, the woman is shown in a moment
of contemplation. Her pose is concentrated rather than theatrical. The quiet and
calm atmosphere allows these works to be viewed within the context of pictorialist
aesthetics, where tonality and nuanced light serve to reveal an inner state. Yet Mergupe’s
approach appears personal. She does not simply employ the conventions of the period
but intuitively shapes the image of a woman as self-sufficient and self-aware — someone
who exists in her own world, rather than being constructed for an objectifying gaze.

A broader sense of Mergupe’s perspective is offered by a 1913 photograph
depicting her sister with her family. This image differs from the works included in
the album through its more pronounced narrative presence and emotional tension.
The woman occupies the central position in the composition, yet her distant pose and
averted gaze contrast with the presence of the other family members. The husband,
holding a rifle, is positioned slightly further back, while the children appear at the
edge of the frame. This arrangement creates an inner tension between belonging and
separation, between the woman’s social role and her individual presence. The image
also conveys its historical context — the looming premonitions of the First World War
and the growing societal tension between tradition and modernity.
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Emilija Mergupe, In the Garden, 1908. From: LPS Traveling Album.
Library of the University of Latvia, Misin§ Library [uncatalogued material]



[.]WOMEN PHOTOGRAPHERS THROUGH THE LATVIAN PHOTOGRAPHIC SOCIETY TRAVELING ALBUM 107

Emilija Mergupe, Indoors, 1908. From: LPS Traveling Album.
Library of the University of Latvia, Misin$ Library [uncatalogued material]
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The photographer’s activity is a vivid example of women’s participation in the
photographic field of the early 20th century. It demonstrates women’s professional
parity with their male colleagues and marks a shift in the development of photography
as a creative practice. Born in Malpils parish, Mergupe took part in the events of the
1905 revolution in her youth, giving speeches and experiencing persecution. She found
refuge in Riga, where she began working at Martin$ Buclers’s photo factory, later
becoming its manager for a time. Mergupe was also one of the first women to join
the LPS. She actively participated in the society’s activities, took part in international
exhibitions and competitions, and received recognition for her work.”

Mergupe’s professional independence, public engagement, and personal lifestyle
mark her as a striking femme forte figure in the context of Latvian modernity. This is
further underscored by the fact that she appears in the traveling album among Riga’s
photographers, whose professionalism served as a model for amateur members in
the regions. Although little is known about Mergupe’s artistic intentions, her works
and biography suggest the emergence of female self-determination and professional
identity in the early stages of Latvian photography. Viewed in the context of her life
story, the images discussed here encourage us to see Mergupe not only as an author
but also as a figure symbolizing women’s presence and creative agency within the
processes of modernity.

Mergupe’s significance was also recognized in later years. She is the only woman
included in Aivars Freimanis’s short film Putnina izlidosana (Watch the Birdie, 1979),
which is dedicated to the development of photography in Latvia and thus was shown
in the exhibition Silver Girls. Retouched History of Baltic Photography (2025). At the
time, the press wrote:

Janis Rieksts, Vilis Ridzenieks, Emilija Mergupe, Martins Buclers — these
names cannot be found in the Latvian SSR Small Encyclopedia. Yet they
are precisely the people whose photographs have brought to the present
day, often as the only possible and authentic visual material, the past of
our nation and who already then, at the turn of the century, proved the
artistic value of photography.*®

Photographer Kri$janis Viburs, recalling his memories, mentions that after the
First World War, when he returned to Latvia, Mergupe “immediately returned to her
beloved work — preparing photographic plates — and a few years later also produced
photographic paper, a very low-sensitivity chlorosilver paper, which, when developed,

35  See for more information on Mergupe's biography: Emilija Mergupe. In: Pukite, Selda; Narusyté, Agne;
Grigor, Indrek (Eds.) (2025). Silver Girls. Retouched History of Baltic Photography. Vilnius: NoRoutine
Books, pp. 148-157.

36 Jurevica, D.(1980). Dokumentalo filmu ekrans [Documentary film screen]. Padomju Druva, 08.01., p. 4.
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Emilija Mergupe, Sister Anna with Family, 1913. Courtesy of the private archive of Péteris Korsaks

Otilija Cers, At Pasture, 1908. From: LPS Traveling Album.
Library of the University of Latvia, Misin$ Library [uncatalogued material]
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yielded a very beautiful blue tone.” >’ Viburs remembered her as a knowledgeable and
helpful master who explained a great deal about the field of photography.

The photographer’s works have also been exhibited in Silver Girls: The Retouched
History of Photographyand Silver Girls: The Retouched History of Baltic Photography.
These are among the most significant recent initiatives dedicated to uncovering
and integrating women’s contributions into the history of photography, examining
them not only within the context of Latvia but also on a Baltic scale. Likewise,
Emilija Mergupe, alongside Pauline Kemere, is one of the only early 20th-century
photographers included in the ISSP-edited publication A Visual History of Photography
in Latvia (in progress at the time of writing).

Although Mergupe’s legacy has survived only in fragments, it marks an essential
thread in shaping the understanding of Latvia’s photographic history.

Otilija Cers™

In the LPS traveling album, works by only one other woman — the amateur photogra-
pher Otilija Cers from Laudona — are found. One photograph depicts a grazing scene,
the other shows a group of Laudona schoolchildren outdoors, settled around tree roots.
The images captured by Cers outline a documentary, vernacular line of everyday life,
marked by a noticeably personal vision. They are not as technically accomplished as
Emilija Mergupe’s works and can be categorized as amateur photography. However, it
is worth pausing at the grazing image, which stands out both for its composition and
for the way it foregrounds the dimension of prehistoricity highlighted by Rampley.
Similar to Mergupe’s 1913 photograph of her sister’s family, the image here offers
today’s viewer broader possibilities for interpretation than a work strictly corresponding
to a specific period style or aesthetic.

The photograph shows a forest-edge scene with a herd, a girl, and herding dogs
in a stand of fir trees. Soft, diffuse light creates a quiet, everyday yet poetic atmosphere.
The technical note next to the aperture reads “instantaneous.” This term most likely
indicates a short exposure time and characterizes the work as a snapshot rather than a
long-posed image. The girl is placed at the center of the composition; she looks sideways,
as if pausing in thought. This figure, on one hand, aligns with the pictorialist portrait
tradition — the pose and facial expression evoke a dreamlike mood — but on the other
hand surprises with its modernity. Her light hair, pinned up and slightly loose, and
her dress with light-colored appliqué braids could just as well belong to the second half
of the 20th century. The girl carries a small pouch on her arm, and in her hands held
close to her chest she appears to hold some knitting or crochet work.

37 Pétersone, Vita (1990). Krisjana Vibura fotolaiks [Kri§janis Viburs's photo timel. lzglitiba, 13.07., p. 8.
38 The dates of birth and death are unknown.
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The grazing scene is not approached here in a classical manner — through literary
sentimentality or an idealization of national character — but rather in an everyday way,
with a slight mythical undertone. The image foregrounds the relationship between
humans and nature, and the most active participants in the composition are the animals
surrounding the girl: the dogs in the foreground look toward the camera, while the
cows fanned out behind her also seem to turn their attention to the photographer’s
presence. Because of this spatial arrangement and the animals’ active presence, the
image acquires an almost fairy-tale atmosphere in which the dogs appear as guardians
marking the boundary between childhood and the outside world.

Otilija Cers included this photograph in the album as one of her best works,
as required by the rules for submitting photographs. It is known that she was
a member of the LPS, and, although a peasant by social background, in 1912 she
obtained a permit to open her own studio in Laudona in order to trade in picture
postcards. 3 Images of this kind — whose agency is amplified by the album itself as
a body of works representative of the photographic developments of its time — allow
us to view the association’s activities more broadly, not only through the lens of art
or ethnography, which traditionally dominate research on the LPS. Although it is not
known how Cers’s photographs were perceived by her contemporaries, from today’s
perspective the image reveals both the presence of a feminine gaze and an aesthetic
interdisciplinarity in which the creative merges with the documentary. In this way,
the photograph brings a distant era closer and prompts reflection not only on what
is different but also on what is shared.

Natalija Rieksta (1885-1967)
and Pauline Kemere (1876-1942)

The examples of Natalija Rieksta and Pauline Kemere form another mode of women’s
visibility — they appear as models in their husbands’ works, yet both were members
of the LPS and photographed at least at an amateur level, which allows us to imagine
them as active co-creators of images.

The works by Janis Rieksts included in the LPS traveling album are pronounced
examples of pictorialism. In one of them, a woman — most likely the photographer’s
wife Natalija — is depicted. This is suggested both by other similar images and by the
photographer’s note indicating that the photograph was taken in his own apartment.
In the violet-toned photograph, the woman is shown next to an antique bust, possibly

39  [Anon.](1912). Rasporyazheniya i obyavleniya administrativnyya [Administrative Orders and
Announcements]. Liflyandskiya Gubernskiya Vedomosti [Lifland Provincial News], No. 101, p. 648.
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of Socrates. The two figures occupy equivalent positions: their faces form a diagonal
composition that simultaneously creates a sense of closeness and tension. The soft
focus and side lighting seem to blur the contours, giving the image a painterly mood
characteristic of pictorialist aesthetics.

The viewer’s comment written in the album about “decadent literature” most
likely reflects a morally critical reaction to the image’s aesthetic — the woman’s closeness
to the bust of Socrates may have seemed overly aestheticized and psychologically
charged, though nothing in the photograph is overtly provocative. Such a judgment
is typical of early 20*-century modernist perception, in which symbolist-tinged,
emotionally intense, and sensuous works were often labelled “decadent” because
they challenged the boundaries between beauty, morality, and intellectual passion.
In this context, Rieksts’s image does not rehearse a classical veneration of form but
reveals an inner tension between human and ideal — between the woman’s sensuous
presence and the symbolic authority of the philosopher’s figure.

Although Natalija Rieksta’s works do not appear in the traveling album, it is
known that she was a member of the LPS and participated in the 1908 exhibition
in Sigulda. Viewed alongside Janis Rieksts’s photographs, this fact highlights the
couple’s creative collaboration and the presence of women within the artistic sphere
of the society. The portrait thus becomes not only a testimony to pictorialism but also
an early example of how women’s image and authorship emerge in the beginnings
of Latvian photography.

Martin$ Teodors Kemers included in the album a 1907 photograph in which
Pauline Kemere is depicted breastfeeding their daughter Austra. The photograph
contains two mutually connected yet also distanced focal points: the little girl
dressed in light clothing and the mother’s figure. Both are portrayed with a discreet
gaze — without idealization or sensual objectification. The woman’s face, turned
slightly away from the child and lit from the side, conveys not only calmness but also
an impression of inner self-containment. This seeming detachment likely resulted
from technical conditions — the noted exposure time is 15 seconds, which meant the
woman had to maintain a pose, and it also explains the little girl’s position, turned
away from the camera. Yet the composition creates a certain dissonance that draws
the viewer’s attention and opens the image to broader interpretations, extending
beyond admiration for the mother—child unity.

One could say that the photograph reveals an intertwining of creative and
documentary layers — it can be viewed both as a family photograph and as part of the
era’s artistic photography aesthetics. At the same time, from a contemporary perspective
and considering her practical involvement in LPS activities, one may imagine that
Kemere is not merely the subject of the image but consciously participates in shaping
her presence and representation. As a result, the photograph may be regarded as a
multi-layered record of experience — of maternal closeness, of a woman’s presence
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Janis Rieksts, In My Own Apartment, 1908. From: LPS Traveling Album.
Library of the University of Latvia, Misin$ Library [uncatalogued material]
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Martins Teodors Kemers, In the Apartment, 1907. From: LPS Traveling Album.
Library of the University of Latvia, Misin3 Library [uncatalogued material]
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in the photographic process, and of the transformation of a personal situation into
a visual metaphor for the rhythm of life. The mother and child do not appear as a
single whole but reveal a complex weave of experience and relationship. In this sense,
the image also resonates with Mergupe’s photograph of her sister’s family.

It is known that Pauline Kemere joined the LPS with her husband in 1906,
becoming one of the first women in the organization. During the First World War, the
family fled to Russia, where Martins Kemers and their youngest son Tautgodis died
during a typhus epidemic. Pauline returned to Latvia in 1921 with her son Miervaldis
and daughter Austra. Her name appears in LPS documents again in 1924 and 1925,
indicating continued involvement in the society’s activities.*” From her legacy, several
photographs have been identified in the Ethnography Department of the Latvian

41

National History Museum,*' along with a few family photographs preserved in

connection with the biography of her son, the painter and pastor Miervaldis Kemers.

Conclusion

The LPS traveling album shows that the early landscape of photography in Latvia
cannot be reduced to canonical names or to pictorialist aesthetics. Instead, it reveals
a multilayered field in which professional and amateur practices coexisted, individual
artistic styles intersected with collective activity, and photography functioned as a tool
for social experience, self-representation, and community formation.*> The presence of
women in the album and in the exhibition is therefore not a numerical detail but a key
to understanding broader questions of visibility, authorship, and social participation.

The examples of Emilija Mergupe, Otilija Cers, Pauline Kemere, and Natalija
Rieksta highlight diverse forms of women’s participation and illuminate aspects of
photographic life that have so far remained largely unexplored. Their work also

40  Pauline Kemere's biography has been compiled based on: Goldberga, Liga (forthcoming). Pauline
Kemers. No: Zilde, Lidna Ivete; Goze, Evita (sast.). Latvijas fotografijas vésture attélos [A Visual History
of Photography in Latvia]. Riga: ISSP. (At the time of writing this article, the publication has not yet been
released and is still in preparation.)

41 [Anon.](2022). Personibu nozime Latvie$u etnografiskas biedribas darbiba [The importance of
personalities in the activities of the Latvian Ethnographic Society]. No: Bartkevic¢a, Anna; Kalna, Sanita;
Kikuts, Toms. Kamér vél laiks. Fotoetnografijas sakums Latvija [While There Is Still Time: The Beginnings of
Photo-Ethnography in Latvial. Riga: Latvijas Nacionalais véstures muzejs, p. 83.

42 For more on photography as an autonomous creative contribution - albeit in a later historical context -
see Laine Kristberga's chapter “Performance Art as Intermedial Appropriation in Latvia in the 1970s.”
Although focused on the late socialist period rather than the early history discussed here, Kristberga's
analysis is nonetheless crucial for understanding continuities in Latvian photographic culture. She shows
that photographers were not merely documenters but co-authors: images produced within collaborative
settings often became independent artworks, reinforcing photography’s role in enabling visibility beyond
institutional hierarchies. This suggests that issues of marginality and invisibility in the field of photography
persisted across the century. In: Kristberga, Laine (2018). Performance Art as Intermedial Appropriation
in Latvia in the 1970s. In: Cseh-Varga, Katalin; Czirka, Adam (Eds.). Performance Art in the Second Public
Sphere: Event-Based Art in Late Socialist Europe. London; New York: Routledge, pp. 138-151.
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prompts us to consider those whose contributions are only partially documented or
have yet to be uncovered. The absence of other active women photographers from
the album — such as Natalija Rieksta or Emilija Baumane — exposes the uneven
preservation of photographic heritage and underscores the role of chance in shaping
historical narratives. This in turn highlights the need to expand research beyond
institutional histories by engaging with family albums and private archives, where
previously unknown women authors continue to emerge, as in the case of the Baltic
German photographer Sofia Badhe.*?

Taken together, these materials show that women’s visibility in early Latvian
photography developed through the interplay of authorship, embodied presence,
collaboration, and social context. Although their works are few in the surviving album,
they reveal the many ways women were involved in photographic practice and help
trace a broader visual-cultural dynamic in which both the visible and the invisible —
center and periphery — contribute to the story of the time. Women’s roles were not
marginal by nature; they became marginalized only through later interpretations
and uneven archival survival.

A further research avenue concerns the depiction of women in the work of male
photographers, not only as models but as visual agents whose representation reflects
gender dynamics, structures of looking, and social hierarchies. Although challenges
of attribution, context, and preservation complicate the study of this material, these
very uncertainties hold significant interpretive potential.

In this light, the LPS traveling album is not a closed document but a point of
departure — a guide to restoring the missing links in Latvia’s photographic history and
to integrating women’s experiences as an essential part of early photographic practice.
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Sievie$u redzamibas parskatisana agrina
20. gadsimta Latvijas fotografija: fotografes Latviesu
fotografiskas biedribas celojosaja albuma

Kopsavilkums

Raksts analizé Latviesu fotografiskas biedribas (LFB) 1908. gada celojoso albumu
ka buatisku, tacu lidz $im maz pétitu dokumentu sievie$u redzamibas un lidzdalibas
izpratnei agrina 20. gadsimta Latvijas fotografija. Lai gan Latvijas fotografijas
historiografija ilgstosi dominéjis uzsvars uz kanoniskajiem fotografiem virieSiem un
piktorialisma estétiku, albums atklaj daudzveidigaku un daudzslanainaku fotografijas
vidi, ko veido profesionalu un amatieru lidzaspastavésana, kolektivas prakses un
socialie tiklojumi.

Analizéjot fragmentari saglabajusos Emilijas Mergupes, Otilijas Cers, Paulines
Kemeres un Natalijas Riekstas veikumu, raksts izgaismo autoribas, kermeniskas
klatbatnes un sadarbibas formas, kas bijusas raksturigas sieviesu lidzdalibai fotografijas
kultara. Apvienojot arhivu izpéti ar interpretéjosu un teorétisku pieeju radosas agences
un heterohronas temporalitates izvértéjuma, raksts argumenté, ka sievietes nebut
nebija agrinas fotografijas periférija; periféra vinu klatbatne kluva vélakas kanona
veido$anas praksés, ari materiala nepilnigas saglabatibas dé]. Tadéjadi LEB celojosais
albums klast par nozimigu sakumpunktu agrinas Latvijas fotografijas kritiskam
izvértéjumam, nodrosinot iespéjas icklaujosakai un daudzlaicigakai historiografijai.

Atslégvardi: Latviesu fotografiska biedriba (LFB), agrina Latvijas fotografija,
sievietes fotografija, vizuala kultdra, fotografijas arhivi, agence, heterohronija,
piktorialisms, dzimte un fotografija, fotografiskais mantojums.

Raksts sagatavots, istenojot valsts pétijumu programmas "Latvijas kultlra - resurss valsts attistibai" (2023-2026)
projektu "Latvijas kultlras ekosistéma ka resurss valsts izturétspéjai un ilgtspéjai" / CERS (Nr. VPP-MM-
LKRVA-2023/1-0001).

Autore pateicas par padomiem un informativu atbalstu raksta tapsana Seldai Pukitei, Indrekam Grigoram
un Lainei Kristbergai.
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MARTINS MINTAURS

Sieviskais skatfjums uz vésturi Rietumu

historiografija 20. gadsimta
Kopsavilkums

Raksta aplakota sievie$u véstures un dzimtes véstures ka patstaviga pétijumu
virziena attistiba Rietumu pasaulé saistiba ar konceptualajam un metodologiskajam
parvértibam, kas ietekméja véstures rakstianu postmodernisma kops 20. gadsimta
60. un 70. gadiem. Feminisma piedavatais atskirigais skatfjums uz vésturi ietver
gan jaunas teorétiskas nostadnes, gan jaunu véstures avotu apzinasanu, ka arl jaunu
tému ieklausanu pétnieciba. Atzistot vésturnieka neizbégamo subjektivitati, ieziméjas
postmodernajai véstures izpratnei raksturiga pieeja, kas noraidija kadas sabiedribas
grupas vai zinatnes parstavju pretenzijas uz viendabigu véstijumu par pagatni, dodot
prieksroku veésturisko pétijumu daudzbalsibai. Sieviesu véstures nozime Rietumu
historiografija ir saistita ar alternativu véstures narativa izveidi, kas pievérsa uzma-
nibu lidz §im ignoréto vai politisku iemeslu dél marginalizéto sabiedribas grupu
vésturiskajai pieredzei. Bez sieviska skatijuma (ka sievietes pieejas pagatnes izpétei,
kas var but atskiriga no pétnieka viriesa perspektivas) véstures attélojums nav pilnigs:
sieviskais skatijums ka autonoma refleksija par vésturi ir nepieciesams, jo tas atgadina
par konteksta nozimi un par tiesibam interpretét pagatnes dzives rekonstrukcijas,
ko més dévéjam par vésturi.

Atslégvardi: feminisms, postmodernisms, sievie$u vésture, dzimtes vésture,
sociala vésture.



levads

Jédziens “sieviesu vésture” ir nostiprinajies historiografija — §i masdienas biezi sastopama
termina skaidrojums ir atrodams gan véstures zinatnes skaidrojosajas vardnicas,' gan
specialaja literatfira par sievie$u véstures pétniecibu.? Vairums autoru sievie$u vésturi
apluko saistiba ar dzimtes véstures pétijumiem? vai pieskaita kadam no socialas véstures
virzieniem®. Sievie$u un dzimtes véstures pétijumi ir saistiti ar vésturisko sociologiju
(sievietes statuss sabiedriba un dzimumu socialas lomas), demografiju (gimenes
struktiiru vésturi) un mentalitasu vésturi, ka ari socialo un kultiiras antropologiju, kas
péta sabiedriba dominéjosos prieksstatus par dzimti, $o prieksstatu konstrué$anu un
to izmainas laika gaita. Priek$noteikumus sieviesu véstures pétijumu attistibai radija
20. gadsimta 60. gadu emancipacijas kustibas un ar tam saistitie politiskie nemieri
Rietumu pasaulé, kas lika parvértét esosas socialas attiecibas, dazadu sabiedribas
grupu statusu un ar to saistitas privilégijas vai ierobeZojumus.

Kaut gan sievie$u vésturi un dzimtes vésturi biezi uztver ka sinonimus, tie ir
saturiski atskirigi pétijumu virzieni. Dzimtes véstures pétijumi kops 20. gadsimta
80. gadiem attistijas Amerikas Savienotajas Valstis un Rietumeiropa ka tolaik jau
pastavosas sieviesu véstures atzars.” Dzimtes véstures pétijumu ietvaros izpétes fokuss
tika parcelts no faktologiskajiem pétijumiem par sievie$u darbibu un tas nozimi
pagatné uz jautdjumiem par sievietes un viriesa lomu sabiedriba, par to, kadi socialie
apstakli (valdosie prieksstati, morales normas, tiesiskie nosacijumi, ka ari politisko
un ekonomisko resursu sadalijums un varas attiecibas) nosaka $o lomu saturu un
lidz ar to ietekmé sievietes statusu un ricibas iespéjas sabiedriba.® Pateicoties Siem
apstakliem, véstures rakstisanas prakse kluva aktuala Rietumu pasaules politiskaja
diskursa, jo izradijas, ka tas izpéte var atklat pastavosas socialas kartibas célonus.

1 Munslow, Alun (2006). The Routledge Companion to Historical Studies: Second Edition. London; New York:
Routledge, pp. 243-248.

2 Sk. plasako latviesu valoda publicéto parskatu par sievie$u vésturi: Skota, DZouna Voleha (2001). Sievieu
vésture. No: Novikova, Irina (galv. red.). Masdienu feministiskas teorijas: Antologija. Riga: Jumava,
203.-230. Ipp.

3 Pieméram: Lundt, Bea (2001). Frauen- und Geschlechtergeschichte. In: Goertz, Hans-Jirgen (Hg.).
Geschichte: Ein Grundkurs. Frankfurt am Main: Rowolth, S. 579-597; Roberts, Michael (2004). Women's
History and Gender History. In: Lambert, Peter; Schofield, Phillipp (Eds.). Making History: An Introduction
to the History and Practices of a Discipline. London; New York: Routledge, pp. 192-203.

4 Ziemann, Benjamin (2003). Sozialgeschichte, Geschlechtergeschichte, Gesellschaftsgeschichte.

In: Dilmen, Richard van (Hg.). Fischer Lexikon Geschichte. Frankfurt am Main: Fischer Taschenbuch
Verlag, S. 84-108.

5 Jardins, Julie Des (2011). Women's and Gender History. In: Schneider, Axel; Woolf, Daniel (Eds.).
The Oxford History of Historical Writing. Volume 5: Historical Writing since 1945. Oxford: Oxford University
Press, pp. 136-139.

6 Dzimtes véstures tematikas raksturojumu sk.: Meade, Teresa A.; Wiesner-Hanks, Merry E. (Eds.) (2004).
A Companion to Gender History. Oxford: Blackwells Publishing.
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Sieviesu véstures identitate

Lai gan ir sacits, ka “véstures izpéte musdienas ietver gandriz jebko, sakot ar Senas
Mezopotamijas atkritumu vésturi un beidzot ar sérfo$anas vésturi Sidneja”’, sieviesu
véstures ka noteikta historiografijas virziena pastavésana apliecina vairakas lietas.
Pirmkart, tas norada, ka runa ir par pétijumiem, kas saistiti ar sievietém ka sabiedribas
grupu, kam ir raksturiga atskiriga vésturiska pieredze, kas lidzas citiem apstakliem
veidojas, ari darbojoties socialas dzives jomas, kuras dominé viriesi un vinu veidotas
kulttiras prakses. Sievie$u vésture pamato dzimumu ka vésturiskas izpétes kategoriju
tiklab biologiskaja, ka socialaja jeb dzimtes nozimé, tadéjadi atklajot jaunas témas un
skatfjuma perspektivas historiografija. Otrkart, sievie$u véstures eksistence apliecina
ari to, ka pastav ne vien konkrétas témas, kas saistitas ar sievietes dzivi vésturiskaja
perspektiva, bet ari ipass sievietes skatfjums uz pagatni. Tas izpauzas ieprieks minétajos
pétijumos par sievie$u vésturisko pieredzi noteikta telpa (regiona, valsti, novada
u. tml.) un laika posma, ta¢u vienlaikus sieviSkajam skatfjumam véstures zinatné ir
ari batiska konceptuala nozime.

Sada skatijuma izcelsme un ta politiska ietekme ir saistita ar sievie$u emanci-
paciju un feminisma kustibu, kuras pirmsakumi mekléjami jau 19. gadsimta nogalé.®
Savukart 20. gadsimta iestasanas par sieviesu lidztiesibu socialaja dzivé juridiskaja
sféra un ari ikdienas dzives praksés ieguva jaunu dimensiju: to papildinaja prasiba péc
lidztiesibas ari pagatnes reprezentacija jeb véstures rakstisana.” Sakotnéji ta istenojas
ka “véstures papildinasana” ar témam, kas saistitas ar sievie$u vésturisko pieredzi un
nozimi dazados laikmetos, kuru attélojuma lidz $im sieviesu ricibspéjai bija pievérsta
maza uzmaniba. Kop$ 20. gadsimta 80. gadiem feminisma ietekme sieviesu vésturé
ieguva vairak teorétisku raksturu, parejot no sievie$u darbibas apraksta pie sieviska
skatijuma uz pagatni un ar to saistita kritiska véstures pétisanas un rakstiSanas
prakses izvértéjuma. Saglabajot galveno motivu, kas saistas ar virie$u dominésanas
parvaréSanu Rietumu kult@ira, jauna pieeja véstures raksti$anai prasija istenot $o
uzdevumu ne tikai faktologiskaja, bet ari teorétiskaja limeni, atklajot sieviesu vésturi
ka jaunu véstures izpratnes un interpretacijas veidu.'’ Tadéjadi masdienas par sieviesu
vésturi var runat ne tikai ka par patstavigu tematisko virzienu pagatnes pétnieciba,
bet ari ka par konceptualu pieeju, kas tiecas pamatot un parstavét citadu izpratni
par véstures procesu norisi, kritizéjot un izaicinot lidzsingjos prieksstatus par to ka
vienpusigus, patriarhalus un lidz ar to ierobezotus.

7 Hunt, Lynn (2018). History: Why It Matters. Cambridge: Polity, pp. 78-79.

Southgate, Beverley (1996). History: What and Why?: Ancient, Modern and Postmodern Perspectives.
London; New York: Routledge, pp. 94-99.

9 Koncepciju par vésturi ka pagatnes reprezentaciju pretstata vésturei ka pagatnes notikumu aprakstam
detalizéti aplikojis amerikanu vésturnieks Roberts F. Berkhofers jaunakais. Sk.: Berkhofer, Robert F., Jr.
(2008). Fashioning History: Current Practices and Principles. New York: Palgrave Macmillan, pp. 23-81.

10 Skota, Dzouna Voleha (2001). Sievie$u vésture, 206.-208., 217.-219. Ipp.
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Sievie$u véstures un dzimtes véstures pétnieciba aptver plasu véstures avotu
loku, lidzas institucionalajiem dokumentiem izcelot ari literaros un privatas izcelsmes
tekstus (dienasgramatas, véstules, atminu pierakstus), ka ari mutvardu véstures un
vizualos véstures avotus. Turklat sievie$u vésture var dot impulsu jaunai avotu inter-
pretacijai, pievérsot uzmanibu tam, ka socialas tradicijas, rituali un to kodifikacijas
veido, saglaba un reproducé noteiktai kultiirai un sabiedribai raksturigos prieksstatus
par dzimuma socialo nozimi. Jaunu véstures avotu ieklau$ana zinatniskaja aprité
un jaunu pieeju attistiSana pakapeniski mainija prieksstatus par véstures zinatni un
veicinaja pareju no véstures ka pagatnes notikumu apraksta uz vésturi ka pagatnes
reprezenticiju.”! Sads pavérsiens lika no jauna apzinaties véstures rakstisanas poli-
tisko kontekstu nozimi: faktu atlase, kas tiek veidota, lai ieglitu pagatnes situacijas
raksturojumu, vienmeér ir politiska riciba, tatad ari historiografija nevar izvairities
no politikas klatbaitnes. Sieviesu véstures pétijumi, pievérSot uzmanibu témam, kas
pirms tam tika uzskatitas par marginalam un nesvarigam, atklaja, ka vésturnieku
veidotais narativs jeb véstljums par pagatni vienmeér bas saistits ar politisko izvéli par
labu kadai personai vai notikumiem, kas klas par pétijuma objektu.

Rietumu historiografija ir sastopami dazadi, ari skeptiski vértéjumi par $o
centienu sekmeém. 20. gadsimta 60. un 70. gados Rietumu historiografija iestajas socialas
véstures popularitates laikmets, kas Java vésturniekiem iziet arpus politisko instittciju
radito “oficialo” véstures avotu noteiktajiem ierobezojumiem, lai pieklatu vienkarso
cilvéku ikdienas dzives vésturei. Sim virzienam jau 80. un 90. gados sekoja ne mazak
dedziga aizrausanas ar kultairas véstures témam. Socialas véstures parstavji uzskatija
politisko vésturi par parak $auru nozari, kas nespéj nemt véra parasto cilvéku dzives
pieredzi. Kultiiras véstures virziena parstavji savukart noradija, ka socialas véstures
pétnieki nodarbojas tikai ar noteiktam, stingri definétam socialajam kategorijam,
pieméram, ar stradniekiem un sievietém, nepievér$ot uzmanibu tam, ka $is socialas
grupas ir izveidojusas un ieguvusas savu identitati.'” Cilvéka piederibu noteiktai
grupai vai kategorijai vésturiski vienmér ietekméjusi parak daudzi mainigi lielumi,
lai to varétu atvedinat uz daziem stabiliem parametriem. Tadé| lielaka uzmaniba
buitu japievers dazadu socialo grupu raditajai simboliskajai realitatei un prieksstatiem,
kas veido vinu pasaules uztveri, kas tiek saglabata un atjaunota, istenojot noteiktas
kultaras prakses.

11 Veésture ka pagatnes apraksts tiecas rekonstruét pagatnes notikumu secibu un to savstarpéjas saiknes
(célonsakaribas), savukart vésture ka pagatnes reprezentacija pievér§ uzmanibu pagatnes notikumu
interpretacijam: to autoriem, interpretaciju motiviem un panémieniem - historiografijas politiskajam un
estétiskajam pamatojumam. Pagatnes apraksts tiecas bit iespé&jami objektivs, izslédzot vai ignoréjot
apraksta autora lomu historiografija, bet pagatnes reprezentacija uzsver autora lomu pagatnes notikumu
rekonstrukcija.

12 Hunt, Lynn (2018). History: Why It Matters, pp. 77-78.
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Ja par feministiskas kultaras kritikas metodologiju ir teikts, ka ta ir “nevien-
gabalaina un daudzveidiga™, tad to pasu var sacit par véstures zinatnes kritiku
20. gadsimta. Kultaras véstures pétnieks Piters Bérks (Peter Burke) apluko sieviesu
vésturi ka vienu no 20. gadsimtam raksturigajiem méginajumiem rakstit “vésturi
no apaksas” (bistory from below)", pievérSoties konkrétu cilvéku dzives pieredzei
un tas iespéjami autentiskam attélojumam, pretstata historiografija ierastajiem
visparinajumiem un ticksmei reducét individu lidz ta piederibai kadai no sabiedribas
grupam ar savam interesém un dzivesveidu. Sada aspekta sieviesu véstures pétijumi
logiski saistijas ar citu marginalizéto sabiedribas grupu (vergu, etnisko un kultaras
minoritasu, dazadu subkultaru parstavju u. c.) véstures izpéti, pievér$ot uzmanibu to
mijiedarbibai ar citiem sabiedribas parstavjiem. Lidz ar to sievie$u véstures pétijumos
butiska nozime ir jautajumam par varas attiecibam noteikta laikmeta sabiedriba un $o
attiecibu ietekmi uz sievietes socialo statusu. Iepriek§ minéta “vésture no apaksas” ir
tie$s pretstats historiografija ilgstosi dominéjusajai “vésturei no augsas” (bistory from
above) — tas ir stasts par lielo viru dizajiem darbiem pagatné, kur sastopamas tikai
dazas izcilas sievietes.” Rietumu historiografija jau kops 19. gadsimta vidus dominéja
tiesi “vésture no augsas”, to liela méra noteica romantisma estétikas raditais varonu
un géniju kults un politiskas véstures notikumu prioritate par citam cilvéka dzives
nozarém, kas tikai pamazam ieguva pétnicku uzmanibu. Sada pieeja atstaja arpus
pétnieku uzmanibas loka ne tikai sievie$u vésturisko pieredzi, bet ari citu sabiedribas
grupu nozimi véstures norises.

Citu skatfjumu piedava amerikanu vésturniece Linna Hanta (Lynn Huni),
gramata par véstures rakstisanu globalizacijas laikmeta atziméjot, ka sieviesu vésture ir
veidojusies ka viena no Rietumu cilvéka identitates politikas sastavdalam.'® Identitates
politika lidzas marksismam, modernizacijas teorijai un ta dévétajai Annalu skolai
historiografija'” 20. gadsimta bija viena no ¢etram véstures rakstiSanas paradigmam
Rietumu historiografija, kas savstarpéji ietekméja un papildinaja cita citu. Sieviesu
véstures rakstiSanas mérki 20. gadsimta evolucionéja no stasta par izcilajam sievietém
vésturé lidz pétijumiem, kas tiecas uz sieviskibas identitates kritisku izvértéjumu.
Dzimtes véstures pétijumi kops 20. gadsimta 80. gadiem pievérsas cilvéka kermenis-
kajai pieredzei, kermena vésturei un biopolitikai.'® Lidzas feminismam batiska loma

13 Cimdina, Ausma; Sroma, Natalja (sast. un zin. red.) (2017). Kultaras feminisms: Feminisma terminu
skaidrojosa vardnica = Cultural Feminism: A Glossary of Feminist Terms. Riga: Zinatne, pp. 72.-73.

14 Burke, Peter (2005). History and Social Theory: Second Edition. Cambridge: Polity, p. 52.

15 Maza, Sarah (2017). Thinking About History. Chicago: The University of Chicago Press, pp. 10-13.

16 Hunt, Lynn (2014). Writing History in the Global Era. New York; London: W. W. Norton & Company,
pp. 28-29.

17 Parto sk.: Suvajevs, Igors (1995). Cita vésture. Latvijas Zinatnu Akadémijas Véstis, Nr. 1/2, 37.-48. lpp.
Sal. ar: Tendler, Joseph (2013). Opponents of the Annales School. New York: Palgrave Macmillan,
pp. 13-71.

18  Rose, Sonya O.(2011). What is Gender History? Cambridge: Polity, pp. 20-24, 105-106.
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sievieSu véstures attistiba bija postmodernajai historiografijas kritikai, tac¢u jaatzist,
ka attieksme pret postmodernismu nekad nav bijusi viendabiga. Kaut gan liela dala
sievieSu véstures un dzimtes véstures pétniecu izmantoja postmodernisma pieejas,
lai dekonstruétu prieksstatus par dzimumu socialajam lomam Rietumu sabiedriba,
citi kritizéja postmodernismu gan par ta koketé$anu ar konservativajam politiskajam
idejam, gan par postmodernistu relativizéjo$o patiesibas jédziena interpretaciju.”
Tomeér ari postmodernas kultaras teorijas, neraugoties uz to popularitati akadémiskaja
vidé, péc Hantas domam, nepiedavaja istu alternativu aprakstos$ajai pieejai kultaras
pétnieciba.?® Kultira kluva par visaptvero$u apziméjumu bez noteikta satura, tadéjadi
zaudgjot spé&ju izskaidrot notikumu gaitu: véstures procesa iekséjas pretrunas kultaras
teorija aizsedza vienigi tendence ieklaut kultaras joma pilnigi visu. Historiografijas
kritika, kuras uzdevums sakotnéji bija atsegt valdoSo pieeju trikumus, parvértas
vispariga paplapasana par visiem jau zinamam lietam. Lidz ar to kultaras vésture
nespéja aizstat socialas véstures paradigmu Rietumu historiografija, tacu kultaras
vésture ieguva jaunu dimensiju, icklaujot sevi témas, kuras savulaik bija aktualizéjusas
socialas véstures koncepcijas. Tadéjadi postmoderna historiografijas kritika deva
jaunu impulsu sievie$u véstures attistibai: socialas attiecibas, kas veidojas noteikta
sabiedriba, ietekmé kulttiras saturu un to, ka $is sabiedribas parstavji apzinas savu
vésturisko pieredzi un veido savu sociilo identitati. Sis process atspogulojas ne tikai
institucionalizétajas varas attiecibas un sociala statusa iegisana, bet ari valoda un
dazadas diskursivajas praksés.” Kultaras teoriju ietekme véstures rakstisana paplasinaja
izpratni par sievieSu véstures nozimi, pieskirot specifiski sieviskajam skatfjumam uz
vésturi patstavigu konceptualu vértibu.

Vértéjot feminisma ideju ietekmi historiografija, ir svarigi apzinaties, ka sieviesu
vésture nav vienkarsi socialas véstures paplasinajums (rapniecibas uzpémumu strad-
nie¢u, majsaimniecu, akadémiski izglitoto sieviesu utt. vésture), pievienojot “sieviesu
tému/témas” kadam no jau eso$ajiem izpétes virzieniem. Sievie$u véstures tematika
ir plasaka par jautajumu: kada bija sieviesu socialas marginalizacijas prakse un tas
céloni? Marksisma pieejas ietekmé 20. gadsimta otraja pusé Rietumu historiografija
nostiprinajas viedoklis, ka dzimtes konstrukcijas japéta saistiba ar domingjosajam
politiskajam struktaram, ideologiju un ekonomiku. Dzimtes véstures konteksta
jédzieni “sieviete” un “virietis” vispirms ir saistiti ar dzimumu socialajam lomam, kas
dazados apstaklos tiek saprastas atskirigi. Lidz ar to vésturnieku uzdevums, raugoties
no feminisma perspektivas, ir izpétit $kietami passaprotamos nosacijumus, kas definé
sievietes un viriesa lomu un izturé$anos konkrétaja sabiedriba.

19 Cheng, Eileen Ka-May (2012). Historiography: An Introductory Guide. New York: Continuum, p. 128.
20 Hunt, Lynn (2014). Writing History in the Global Era, p. 39.
21 Turpat, p. 42.
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Historiografijas tradiciju kritika

Rietumu kultaras tradicijai piemito$o androcentrismu®® jau 1911. gada defingja
amerikanu rakstniece Sarlote Pérkinsa Gilmena (Charlotte Perkins Gilman, 1860-1935),
un, ka jau minéts, §1 pieeja lidz pat 20. gadsimta otrajai pusei batiski ietekméja ari
véstures rakstiSanu. Lidz$ingja véstures izpratne, kura dominéja viriesu viedoklis,
balstijas uz binaraja opozicija saknoto hierarhisko attiecibu modeli: subjekts—objekts,
patiess—nepatiess, reals—iedomats. Tas paredz noteiktu pasaules kartibu, kuras pamata
ir hierarhiska attiecibu struktiira, ta nosaka paklauto un valdoso slanu esamibu un
stingri subordinétas attiecibas starp tiem. Feminisma skatijuma Rietumu pasaules
izpratnes iedzimtais gréks ir domasana binaras opozicijas kategorijas, kas paredz
nevienlidzigas attiecibas starp tas daJam: viena puse vienmér domingé, otra paklaujas.

Feminisma uzdotie jautajumi par véstures rakstisanu saknojas modernitates
izraisitajas socialas dzives parmainas, kas sekoja emancipacijas kustibas nevienmeéri-
gajiem, tacu arvien pieaugosajiem panakumiem Rietumu pasaulé kops 19. gadsimta
pédéja ceturksna. Rezuméjot minétas attistibas rezultatus, $os jautajumus var apvienot
trijas tematiskajas grupas: 1) Vai historiografija reproducé virisko skatfjumu uz
sievietes dzives pasauli? 2) Kas raksturo specifisko “sievisko telpu” vésturé, ka ta tiek
definéta? 3) Vai pastav sieviskais rakstibas veids? Filozofe Ella Buceniece 1994. gada
publicétaja eseja “Feminisms — jauna véstures perspektiva?” atziméja $i skatijuma
galvenos pieturpunktus jeb “butiskakas moderna feminisma izpratnes poststrukturalas
zimes: sieviete vésturé lidz $im ir bijusi marginala un veidojusi kultiras minoritati [..];
sieviete grib reinterpretét pasauli, kuru radijis Vizs; sieviete savas painterpretacijas
[..] rada savu ipaso diferenci, rakstibas veidu [..].”* Piepemot feminisma piedavato
pieeju véstures rakstiSanai, rodas ari jaunas izpétes témas, kas tiecas atrast atbildes
uz minétajiem jautdjumiem.

Pétijumu centra ir jautajums par patriarhalisma genézi un ta izpausmém
Rietumu véstures gaita, un tas prasa parskatit véstures periodizacijas praksi un
noskaidrot, kadi apstakli radija viriesu dominéjoso ipatsvaru pagatnes rekonstrukcijas,
ignoréjot sieviesu klatbiitnes un ietekmes nozimi véstures procesos. Tadéjadi sieviesu
vésturei un dzimtes vésturei ir svarigs salidzinosais aspekts, lingvistiskais aspekts un
psihoanalitiskais aspekts, jo runa ir par sieviesu ka noteiktas socialas grupas parstavju
statusu sabiedriba, par $is grupas parstavju attiecibam ar citiem un par faktoriem,
kuri ietekmé $is grupas parstavju identitates veidosanos. SievieSu vésture pievérs
uzmanibu tam socialajam attiecibam un procesiem, kas ir skietami neredzami, jo
tiek uzskatiti par passaprotamiem. Sievie$u véstures tému marginalizacijas céloni

22 Sk.: Cimdina, Ausma; Sroma, Natalja (sast. un zin. red.) (2017). Kultaras feminisms, 32. lpp.

23 Buceniece, Ella (1999). Saprats nav ildzija: Rietumu filozofija modernisma situacija. Riga: Pétergailis,
107. lpp.
24 Burke, Peter (2005). History and Social Theory, p. 51.
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vésturiski ir bijusi saistiti ar vinu statusu sabiedriba — tas ir noteicis, ka sievietes ka
véstures subjekti, budamas iesaistitas socialajas attiecibas un procesos, nav izteikusas
vai nav drikstéjusas izteikt savu pieredzi laikmeta pastavoso normativo ierobezoju-
mu dé|. Savukart minéto ierobezojumu veidosana liela nozime ir bijusi sabiedriba
valdosajiem dzimumu stereotipiem un prieksstatiem par sievietes un viriesa dabu,
kas nav tikai 19. gadsimta mantojums, bet joprojam turpina ietekmét attieksmi pret
sievietém ka véstures subjektu. Ar to izpéti nodarbojas dzimtes vésture ka sieviesu
véstures turpinajums.

Prieksstats par virieSu dabisko racionalitati ir vésturiski nostiprinajies Riecumu
pasaules socialas un kultaras dzives struktaras, laika gaita klastot par dominéjoso
“visparzinamo patiesibu”. Tas statusu nostiprina arl valodas lietojuma tradicija, tadé|
Sis prieksstats lickas passaprotams. Feminisms atgadina, ka $ada pieeja pamato viriesu
un sievie$u principialo nevienlidzibu, nevis vienkarsi neitrali konstaté atskiribas to
pasaules uztveré.”> 20. gadsimta 70. gadu pirmaja pusé Rietumu lingvistika aizsakas
diskusija par to, vai valodas gramatiska struktiira un lietojums pieskir sievietém
zemaku socialo lomu salidzinajuma ar virie$iem. Pieméram, valodnieces Ennas Pauelsas
(Anne Pawwels) 20. gadsimta beigas veiktie salidzinosie pétijumi par dzimtes kategoriju
lietojumu dazadas savstarpéji neradniecigas valodas apliecina kadu noteiktu tendenci.

Virietis (virie$i vai virie§u dzimums) tiek attélots ka standarts, ar ko
salidzinamas visas paréjas dzivas batnes; vins tiek uzskatits par normu
vai atskaites punktu. Sieviete (vai sievietes) savukart ir kategorizéta, lai
tiktu ieklauta jebkada lingvistiska atsaucé uz virieti. [..] Abu dzimumu
lingvistiska reprezentacija biezi ir izteikti stereotipiska. Sievietes galve-
nokart attélo ka seksualas butnes (pieméram, madonnas — prostitatas
polaritate), kamér virie$us noteikti portreté ka “racionalas radibas”.*

Modernaja zinatné pienemtais prieksstats par objektivitati un tas noteik$anas
kritérijiem pamatos tika formuléts 17. gadsimta izstradataja kartéziskaja izzinas koncep-
cija, kam ir izteikti dabaszinatniska ievirze. Objektiva, uz racionalo argumentaciju un
logiku balstita pieeja tika pretstatita subjektivajai, intuitivi empatiskajai pieejai, kas
véstures izpétes gadljuma noziméja méginajumus iejusties pagatnes cilvéku domasana
un pasaules uztveré. Rietumu pasaulé sievietes piedalijas véstures rakstisana jau kops
19. gadsimta sakuma, ta¢u gadsimta vida akadémiskas historiografijas tradicija $o
devumu ignorgja.

25  Sikak par sieviedu un virieu valodas lietojuma interpretacijam sk.: Cimdina, Ausma; Sroma,
Natalja (sast. un zin. red.) (2017). Kultaras feminisms, 98.-100. lpp.
26  Dzozefs, Dzons E. (2008). Valoda un politika. Riga: Zinatne, 102. lpp.
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Sadu attieksmi pamatoja dazadi. Vispirms tika minéti parmetumi par to, ka
“sieviska pieeja” vésturei ir saistita ar emocionalu attieksmi pret izpétes objektu un
sniedz tikai iztélé balstitas pagatnes reprezentacijas. Tadé] $i uzskata piekritéji noraidija
vésturniecu darbus ka kopuma diletantiskus un tematiski nenozimigus.” Lidz ar
to par vienigo legitimo dokumentala narativa zanru izglitoto sieviesu rakstnieciba
19. gadsimta kluva beletrizétas dienasgramatas, kuras publicéja ka (vésturiskas)
prozas paveidu un uzskatija par sievietes dabai atbilstosu dailrades izpausmi.*®
Dienasgramatam driz vien pievienojas ari atminu krajumu izdevumi un celojumu
aprakstu publikacijas, tatu kopuma akadémiskajas aprindas tolaik valdija uzskats,
ka sievietém trukst nepiecieSamas pieredzes un kvalifikacijas, lai vinas spétu rakstit
vésturi — radit narativu par politiku un karu, kas ir galvenais véstures saturs.” Sava
nozime bija ari informacijas pieejamibas problémam, jo véstures avoti par sieviesu
darbibu pagatné biezi vien sniedza tikai netiesas liecibas.*® 20. gadsimta starpkaru
perioda tika uzsakta sistematiska to véstures avotu apzinasana, kas satur materialus
sievie$u véstures izpétei, tomér akadémisku pétijumu statusu $ie pasakumi saka iegut
tikai tad, kad bija jau pagajusi vairak neka divdesmit gadi kops Otra pasaules kara
beigam.’ Tadéjadi, atsaucoties uz piemérotu véstures avotu trakumu, sakotnéji tika
atrasts Skietami objektivs iemesls, kas kavéja sieviesu lidzdalibu véstures pétnieciba.

Sieviska skatiena nozime véstures izpété

Prieksstatus par sievieSu véstures ka zinatniskas disciplinas neiespéjamibu jau 1902. gada
sarakstitaja eseja “Sieviska kultara” noraidija sociologs Georgs Zimmels (Georg Simmel,
1858-1918), piedavajot jaunu skatijumu ne tikai attieciba uz sievie$u autoru lomu
historiografija, bet ari uz véstures raksti$anas pamatprincipiem. Pateicoties minétajai
esejai un citam publikacijam, kuras aplikota sieviskas jeb sieviesu kultaras specifika,
Zimmelu uzskata par autoru, kur$ 20. gadsimta sakuma pirmo reizi pamatoja sieviesu
kultaras jédzienu, kas joprojam tiek diskutéts dazadas feminisma tradicijas.” Lai
saprastu, kadé| tiesi eseja par sieviskas kultiiras un pasaules uztveres savdabibu sniedza
jaunas atzinas véstures filozofija, nepieciesams $o tekstu aplakot mazliet tuvak. Eseja
sakas ar situacijas ieskicégjumu laikmeta, kad pirma feminisma vilpa ietekmé notika
sievie$u politiska cina par lidztiesibu ar virieSiem socialaja dzivé un ar to saistitajas

27  Southgate, Beverley (2006). What is History For? London; New York: Routledge, pp. 80-83.

28 Delafield, Catherine (2009). Women's Diaries as Narrative in the Nineteenth-Century Novel. London;
New York: Routledge, pp. 25-38, 59-134.

29  Cheng, Eileen Ka-May (2012). Historiography: An Introductory Guide, p. 55.

30  Burke, Peter (2005). History and Social Theory, pp. 51-52.

31 Jardins, Julie Des (2011). Women's and Gender History, pp. 138-139.

32  Cimdina, Ausma; Sroma, Natalja (sast. un zin. red.) (2017). Kultaras feminisms, 194.-195. lpp.
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privatas dzives jomas. Péc Zimmela domam, tolaik “sievietes véléjas pariet viriesu
dzives un veikuma formas, vinam svariga bija daliba jau pastavosajos, tikai vinam
lidz tam liegtajos kultaras labumos™?. Laikmeta konteksts lika pievérst uzmanibu
sievietes lomai sabiedriba, un Zimmels $aja eseja to dara, nonakdams pie pardomam
par sievieu veidotas kultaras principialo citadibu, tas at$kiribu no maskulinitaté
saknotajiem visparéjiem Rietumu kulttiras standartiem. Zimmela atzinas par vina
definétas, ta dévétas objektivas kultaras virisko raksturu tomér nav tikai patriarhalisma
attaisnojums, ka varétu skist pirmaja bridi. Vins rakstija:

[..] masu objektiva kultara, iznemot pavisam dazas jomas, ir caurcaurém
viriska. Virie$i ir radijusi makslu un industriju, zinatni un tirdzniecibu,
valsti un religiju. Ticiba tiri “cilvéciskajai” kultarai, kas nevaica péc viriesa
un sievietes, rodas no [..] naivas “cilvéka” un “viriesa” identificé$anas,
kas daudzas valodas Jauj abiem jédzieniem izmantot vienu un to pasu
vardu. [..] Savukart tas, ka masu kultairas lietiSkajiem saturiem isteniba
ir nevis $kietami neitrals, bet gan virisks raksturs, saknojas daudzveidiga
vésturisku un psihologisku motivu savijuma.’*

20. gadsimta otraja pusé feminismam bija cits viedoklis par to, vai viriesa
un cilvéka identificé$ana valoda ir tikai naiva, vai ari ta atspogulo noteiktas varas
attiecibas sabiedriba. Zimmels to skaidroja ar analogiju par vésturiski noteiktas
morales identificé$anu ar morali vispar: laikabiedru pienemtais morales vai tiesibu
normu kopums, kas skiet objektivi pareizais un klast par standartu, jo tas ietekmé
un nosaka muasu dzivi ikdiena. Rietumu kultaras virisko saturu Zimmels saistija ar
vésturisko darba daliSanas sistému sabiedriba, kur viriesu ietekme un pieeja laika gaita
ir domingjosi nostiprinajusies. Zimmels piedavaja, vinaprat, radikalu atrisinajumu
minétajai viriska un objektiva identifikacijas problémai, uzsverot sieviesu specifiskas
iejusanas spéjas nozimi ka medicina, respektivi, diagnosticésanas un arstésanas
praksé, ta ari véstures pétijumos. Te ir runa nevis par sieviesu vésturi ka atsevisku
pétijumu jomu ar saviem mérkiem un uzdevumiem, bet gan par sievie$u ipaso pasaules
uztveri, kas, péc Zimmela domam, sniedz vinam noteiktas prieksrocibas pagatnes
izpété. Tacu vispirms Zimmels veltijis dazas rindas jautajumam par pagatnes izzinas
iespéjam kopuma.

Saskana ar to pasu priek$nosacijumu, ka atskirigai basanai ir ari atski-
riga izzina, sieviska psihe ar specifiskiem veikumiem varétu kalpot ari
véstures zinatnei. Izzinas kritika ir paradijusi ta realisma aplamibu un

33 Zimmels, Georgs (2023). Pilséta un sieviete. Riga: Neputns, 74. lpp.
34 Turpat, 75.,76.-77. lpp.
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fon Rankes (Leopold von Ranke, 1795-1886) formuléto, pozitivisma metodologija
balstito akadémiskas historiografijas pamatprincipu: vésturnieka uzdevums, rakstot
par pagatni, ir attélot visu ta, ka tas patiesiba noticis (wie es eigentlich gewesen war).>®
Tacu jau nakamaja teikuma Zimmels So pieeju apstridéja, atgadinot, ka vésture ka
stasts par pagatni rodas tikai pétijuma rezultata un to nevar uzskatit par bezkaisligu
pagatnes realitates fotografiju. Ar $o apgalvojumu vins noraidija tolaik akadémiskaja
vidé valdosos prieksstatus par objektivitati véstures zinatné un ieziméja 20. gadsimta
otras puses postmodernas véstures teorijas kritisko attieksmi pret neitrala pagatnes
attélojuma iesp&jamibu. Tiesa, sievie$u prieksrocibas véstures izpété Zimmels saistija

MARTINS MINTAURS

virspusibu, kuram zinatniska vésture ir iespéjami fotografiska norises
ataino$ana (“ka tas tieSam bija”), nepastarpinatas realitates ickrausana

. - . .- . - . - . - [ (I » . .
zinatniskaja apzina. Tagad jau més zinam, ka [..] “vésture” rodas tikai
no to funkciju darbibas, ko nosaka izzino$a gara struktiara un intences;
no $is noteiksmes Ipatnibas rodas rezultéjosa veidojuma, véstures, ipat-

- - - - . - <« . - » . .
niba. Tapéc ta nepavisam neklast par kaut ko “subjektivu”, nepieejamu
patiesibas un malda noskir$anai [..] Ja véstures izzina aprobezotos ar
to, kas preciza nozimé konstatéts un “pieredzéts”, mums batu kaudze
nesaistitu atlizu; tikai ar nepartrauktu interpolésanu, papildinasanu
péc analogijas, izkarto$anu péc attistibas jédzieniem no ta veidojas
vienotas “véstures” rindas — ka zinams, ta notiek, pat atainojot cilvéku
sadrazmeésanos ielas péc aculiecinieku teikta.®

Citétajos Zimmela izteikumos atrodama norade uz vésturnieka Leopolda

ar dabiskajiem, respektivi, biologiskajiem un psihologiskajiem nosacijumiem.

Minétas sakaribas, manuprat, norada, ka, ciktal vésture ir praktiska
psihologija, sieviskaja naturaliba varétu but baze pavisam originaliem
veikumiem. Sievietém ka tadam salidzinajuma ar virie$iem ir ne tikai
[..] iespéja redzét citu neka viriesiem, bet ari iespéja redzét citadi, patei-
coties savai ipasajai dveéseliskajai struktarai. Saskana ar savas batibas
apriori tas vispar tebasanu interpreté citadi neka viriesi, turklat abas
$is interpretacijas nav paklautas vienkarsajai alternativai “patiess vai
aplams”, tadéjadi ari vésturiska pasaule, izmantojot vinu psihologiskas
interpretacijas mediju, varétu piedavat citu dalu un vesela aspektu. Lai
cik problematiskas un eventualas saistiba ar principialajam sakaribam ari
skistu $adas iespéjas, tomér uzskatu, ka véstures zinatné varétu pastavét

35
36

Turpat, 88.-89. Ipp.

Par Leopolda fon Rankes véstures filozofiju un tas ietekmi historiografija sk.: Baberowski, Jérg (2005).

Der Sinn der Geschichte: Geschichtstheorien von Hegel bis Foucault. Miinchen: Verlag C. H. Beck,
S.64-71.
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specifiski sieviskas funkcijas, veikumi, kas izriet no sieviskas dvéseles
uztversanas, iejusanas un konstruésanas organiem, sakot ar izpratni par
neskaidrajam tautas kustibam un neatzitajam personibu motivacijam

un beidzot ar uzrakstu atsifrésanu.’”

Georga Zimmela eseja “Sieviska kultara” ietvertas atzinas nebija saistitas ar
feminisma kustibai aktualo dienaskartibu, un arl vin$ pats centas ieturét formali
neitralu nostaju, rakstot par sieviskas un viriskas kultaras atskiribam, tadéjadi
paliekot savam laikmetam raksturigas akadémiskas pieejas prieksstatos. Tadél nav
pamata uzskatit Zimmelu par sievie$u véstures aizsacéju, jo vina esejai bija cits mérkis:
méginat raksturot sieviskas pasaules uztveres jeb “kultiras” savdabibu. Tomér dazas
Zimmela pamatotas tézes ieziméja jaunu izpratni par véstures zinatni, kas Riecumu
historiografija strauji attistijas tikai 20. gadsimta otraja pusé. Dala no $is jaunas
izpratnes raditajam parmainam bija saistita ar sievie$u véstures un dzimtes véstures
disciplinam. Ka uzsver Linna Hanta, véstures tematikas demokratizacija 20. gadsimta
notika ne tikai tadél, ka vésturnieki paplasinaja pétijjumu geografiju, bet gan tadél, ka
mainijas pétnieku pieeja historiografijai. Tadél saprotams, ka jaunas metodes ienaca
véstures rakstisana, daléji pateicoties relativiem nomalniekiem, pieméram, pirmajam
sievieSu véstures izpétes aizsacéjam Lielbritanija un ASV jau 19. gadsimta beigas
un 20. gadsimta sakuma, ieziméjot pareju no politikas véstures uz socialas véstures
un materialas kultiiras tému izpéti.*® Sada konteksta Zimmela eseja neradas “tuksa
vieta”, tas tap$anai bija jau zinami priek$noteikumi sava laikmeta intelektualaja vide.

Ari véstures pétijjumu metodologijas joma Zimmelam izdevas iezimét pieeju,
kuru no jauna atklaja un attistija talak tikai 20. gadsimta otraja pusé, kad aktualizéjas
jautajums par vésturi ka pagatnes reprezentaciju, kas rodas pétijuma gaita, tacu nav
atrodama véstures avotos tiesa, jau “gatava’ veida.” Tapat vésturiska iztéle, patei-
coties postmodernisma parstavju attistitajai véstures zinatnes kritikai, 21. gadsimta
ir atgriezusies ka pilntiesiga akadémiskas historiografijas sastavdala,*® un dalgji $o
atgrie$anos sagatavoja Georga Zimmela uzmaniba pret sievisko kultaru un sievietes
prieksrocibam véstures rakstisana, kas pieskira iepriek$ noraiditajai subjektivitatei
jaunu vértibu. Feminisma piedavatais atskirigais skatijums uz vésturi ietver gan jaunas
konceptualas nostadnes, gan jaunu véstures avotu apzinasanu un ieklausanu pétnieciba.
Cita pagatnes reprezentacija véstures pétijumos ir iespéjama, izmantojot véstures ka
pagatnes attéla metaforu — ta izce| “vésturiskas iztéles” un autora subjektivitates jeb
“sieviska skatiena” nozimi. Atzistot sievietes, tapat ka ikviena cilvéka, tiesibas bat
subjektivam, ieziméjas postmodernajai véstures izpratnei raksturiga pieeja. Bez sieviska

37 Zimmels, Georgs (2023). Pilséta un sieviete, 91.-92. lpp.

38 Hunt, Lynn (2018). History: Why It Matters, pp. 75-76.

39 Berkhofer, Robert F. (2008). Fashioning History, pp. 25-32, 103-115.

40 Munslow, Alun (2006). The Routledge Companion to Historical Studies, pp. 135-140.
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skatijuma véstures attélojums nav pilnigs. Sieviskais skatijums uz vésturi nav “tikai”
subjektivs, tas atgadina par konteksta nozimi un par tiesibam interpretét pagatnes
dzives rekonstrukcijas, ko més dévéjam par vésturi.

Nobeigums

Sievie$u véstures rakstiSana ir tikpat politiska nodarbosanas ka véstures rakstisana
vispar, jo aktualo politisko jautagjumu ietekme historiografija ir nenovér$ama, un $aja
zina sievie$u vésture nav politizéta vairak par ikvienu citu véstures zinatnes nozari.
Tomér laikmetiga attieksme pret véstures zinatni ka instrumentu, kas nesniedz piekJuvi
visai patiesibai par pagatni, bet Jauj radit ticamus un pamatotus pagatnes realitates
attélus jeb reprezentacijas, padara sievieSu vésturi par vienlidz svarigu pagatnes
izpétes sastavdalu salidzinajuma ar ikvienu citu historiografijas virzienu. Feminisma,
kreiso politisko ideju un kapitalisma kritikas ietekme sievieSu véstures tap$ana par
nozimigu akadémisko pétijumu disciplinu ir nenoliedzama. Tomér tas nenozimé,
ka sievie$u véstures saturs ir reducéjams uz politiski aktualo jautajumu apkalposanu.
Sieviesu vésture nav tikai pagatnes liecibas balstita ilustracija vai propagandas téls,
kas vajadzigs sekmigai cinai par emancipaciju masdienas. Tas batiskais ieguldijums
ir saistits ar vairakiem aspektiem.

Pirmkart, sievie$u vésture izraisija akadémisko pétijjumu lauka paplasinasanu,
ietverot historiografija gan jaunus véstures avotus un to grupas, gan ari jaunas témas,
kas saistitas ar gimenes un radniecibas strukttiru vésturi, emociju vésturi, cilvéku
ikdienas dzives praksém pirmsindustrialaja un industriala laikmeta sabiedriba, dzimuma
identitates un dzimumu sociilo lomu konstruésanu. Otrkart, sieviesu véstures attistiba
izraisija fundamentalas parmainas ari véstures zinatnes teorétisko koncepciju joma.
Ta lika parveértét uzskatus par objektivitates kritérijiem véstures zinatné, atklajot So
kritériju atkaribu no sava laikmeta intelektualas un politiskas konjunktaras. Sieviesu
vésture apzinati izcéla subjektivitates neizbégamo klatbatni un nozimi pagatnes
attélojuma, atgadinot par to, ka vésturnieka darba vértibu noteiks tikai ta rezultatu
verifikacijas pakape, proti, iespéja parbaudit pétijuma autora izdarito atklajumu un
secinajumu pamatotibu. Treskart, 20. gadsimta Rietumu historiografija veiktie pétjjumi
sievie$u véstures un péc tam ari dzimtes véstures tematika lika parvarét 19. gadsimta
pozitivisma un patriarhalisma balstitos prieksstatus par “objektivo” androcentrisko
virie$u vésturi ka historiografijas standartu un galveno tas zinatniskuma mérauklu.
Akceptéjot sieviesu vésturi, konceptualaja limeni tika parvaréta pozitivisma inerce
véstures zinatné, kas savukart deva jaunus impulsus ari metodologiskaja limeni,
veicinot mutvardu véstures ieklausanu un pievérSot uzmanibu lidz $im ignoréto
un/vai marginalizéto sabiedribas grupu véstures izpétei.
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Sievie$u véstures un dzimtes véstures pétnieciba ir starpdisciplinara un pret-
runiga nozare, kas radas parejas laika no modernisma uz postmodernismu. Tas
spéks mekléjams spéja eksistét un attistities arpus pétnieku un sabiedribas komforta
zonas, bet pastav ari iespéja, ka sievie$u vésture un dzimtes vésture var ieklat ieprieks
raksturotaja binaras opozicijas slazda: kompenséjot tradicionalas historiografijas
nevéribu pret sievie$u véstures tematiku, pédéja riské atkartot marksistu shematisko
pieeju vésturei, kas visur saskatija relativi vienkarsas pretrunas un konfliktus starp
dazadam intere$u grupam, pieméram, starp sabiedribas eliti un vienkarso tautu, vai
$aja gadijuma — starp virieSiem un sievietém.*' Lai to novérstu, nepiecieSams vélreiz
mainit pétijumu tematisko fokusu, pievér$ot uzmanibu tam, ka un kadé] mainas
attiecibas starp virieSiem un sievietém, ka tiek noteiktas dzimtes kategorijas un ka tiek
saprasti sieviskibas un viriSkibas jédzieni konkréta sabiedriba un laikmeta. Véstures
izpété ir tikai viens pamatprincips — pagatnes interpretacija nedrikst bat atkariga
no dzimumu stereotipu diktétajiem aizspriedumiem par “dabisko” viriesu pieejas
objektivitati un sieviesu subjektivitati. Liekot apzinaties subjektiva un objektiva relativo
nozimi pagatnes izpété, sievie$u vésture ir sekméjusi jaunas atticksmes veido$anos
pret véstures zinatni un piedavajusi jaunu perspektivu cilvéka pasizzinas cela.

Raksts sagatavots, istenojot valsts pétijumu programmas “Latvijas kultira - resurss valsts attistibai” (2023-2026)
projektu “Latvijas kultdras ekosistéma ka resurss valsts izturétspéjai un ilgtspéjai” / CERS (Nr. VPP-MM-
LKRVA-2023/1-0001).
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The Feminine Perspective on History in Western
Historiography of the 20th Century

Summary

The article discusses the development of women’s history and gender history as
distinct research trends in Western historiography, examining their conceptual and
methodological transformations influenced by postmodern theory from the 1960s
and 1970s onwards. The alternate perspective on history writing proposed by feminist
theories encompassed the development of new theoretical concepts, the identification
of previously overlooked historical evidence, and the establishment of new research
topics for historians.

Acknowledging the right to adopt a subjective approach toward representations
of the past has been a defining feature of postmodern historiography, rejecting any
form of “grand narrative” that could be monopolized by particular social groups or
academic elites. Instead, scholars have embraced a plurality of historical approaches,
uncovering new perspectives for writing both women’s history and gender history.

The significance of women’s history and its civic context stem from its focus on
marginalized social groups and those previously silenced for political or ideological
reasons. Without this perspective, portrayals of the past remain incomplete, lacking
the contextual depth necessary for understanding the historical processes and lived
experiences that shape what we call history today.

Keywords: feminism, postmodernism, women'’s history, gender history, social history.
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Latvia’s First Female Theater Directors —
Biruta Skujeniece, Anna Lacis,
Olga Bormane — Latvia’s First Wave

Feminism or ante litteram?
Summary

The article foregrounds the contributions of women to professional theater directing
in the early decades of the 20th century, analyzing the intersections of politics,
theater, and gender, and situating Latvian theatrical developments within broader
European sociopolitical and cultural dynamics. The first female Latvian theater
directors — Biruta Skujeniece (married Dambekalna, 1888-1931), Anna Lacis (née
Liepina, 1891-1979), and Olga Bormane (née Groskaufmane, 1893-1968) — proved
themselves as artistically independent professionals. The article focuses on intro-
ducing their most significant achievements: Skujeniece’s large-scale performances
such as Maurice Maeterlinck’s Sister Beatrice and Rainis’s dramatic poem Daugava
(1919) and her poetical Intimate Theater (Intimais teatris, 1923-1925); Lacis’s
investment in organizing leftist drama studios at the Riga People’s High School
(Rigas Tautas augstskola, 1920—-1934) and Riga Trade Unions Central Bureau Club
(Rigas Arodbiedribu centrilbiroja klubs, 1924-1928); and Bormane’s extensive
contributions to the Riga Workers” Theater (Rigas Stradnieku tedtris). These cases
demonstrate how leftist transnational political ideals were locally expressed through
theater-making and question whether these directors’ work signifies feminist agency
or isolated instances of artistic leadership.

The research was initiated during the Summer School by the National Library
of Latvia and the Art Academy of Latvia in 2024, within which the author offered
a workshop, combining a discussion about feminism and gender studies in Latvia
with an introduction to researching unpublished sources at the Latvian National
Museum of Literature and Music. The study incorporates unpublished archival
materials, highlighting the challenges faced by these pioneers. By reassessing their
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legacy, the enduring cultural influence of these directors is brought to light. The study
contributes to the discourse on women’s roles in Latvian culture and society.

Keywords: gender and performance studies, Latvian theater history,
leftist political theater, Intimate Theater, Riga Workers' Theater.

Introduction

Among the significant changes in the early decades of the 20th century fostered
by transformations in European society, politics, and culture, the emergence of
women in professional theater directing in Latvia represented a noteworthy shift
in the traditionally male-dominated field of stagecraft. This article examines the
contributions of the first Latvian female theater directors — Biruta Skujeniece (married
Dambekalna, 1888—1931), Anna Lacis (née Liepina, 1891-1979), and Olga Bormane
(née Groskaufmane, 1893-1968) — by situating their work within the broader soci-
opolitical and cultural contexts of the time. Their contributions not only challenged
traditional gender norms but also reflected the influence of contemporary political
ideologies, which were linked to social and democratic movements advocating for
gender equality.

The relevance of addressing the pioneering Latvian women stage directors who
took leading position lies in their potential manifestation of feminist agency within a
broader movement, or whether these cases should instead be evaluated as individual
initiatives that appeared before their time — ante litteram. The Latin expression ante
litteram literally translates as “before the letter” and denotes a phenomenon that
existed before the term or specific field of knowledge was established. The article
questions whether these directors should be viewed as isolated pioneers operating
outside a broader framework or as representative figures of the Latvian women’s
struggle for their rights.

The research presented in this article was initiated during the Summer School
organized by the National Library of Latvia and the Art Academy of Latvia in
2024. As part of this event, participants engaged in a research game that combined
discussions on feminism and gender studies with hands-on archival exploration at
the Latvian National Museum of Literature and Music. This approach facilitated
a deeper understanding of how unpublished sources can serve as evidence for the
presence or absence of feminist ideas in Latvian history and theater.

The range of phenomena described by the term “feminism” is broad and
heterogeneous, branching out and changing over time. The plural term “feminisms”,
used to capture the diversity of views, refers to various ideological backgrounds such as
liberalism, socialism, and Marxism, framing the context of evolution within existing
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or emerging doctrinal traditions." For relevance to global feminism and to anchor the
findings within comparative feminist discourse, the critical framework of the article
is based on the “waves” metaphor of feminism, applied to outline its trajectory by
subdividing it into several time frames — starting in the late 19th century with the
fight for women’s suffrage and gender equality in civil rights, and extending to the
plurality of movements coexisting in the present day.?

The women’s struggle for equal rights, opportunities, and freedoms, and the
comprehension of emancipation, was a social, political, and cultural movement.
Advocating for legal, economic, and social reforms, including access to education
and labor rights, and rooted in the broader fight against oppression, the movement
has historically taken various forms — from early campaigns for voting rights to
contemporary activism addressing workplace discrimination, reproductive rights, and
gender-based violence. In the frame of this article, feminism is defined as a theoretical
framework that continues to evolve, a continuous effort to challenge restrictive norms
and empower women’s presence in political, social, cultural, and philosophical fields.

The examination of women stage directors’ experiences in their creative, profes-
sional, and political roles, within broader comparative contexts refers to international
works such as Enter the Actress: The First Women in the Theater (1932),* Women in
Russian Theater (2013),° Stage Women, 1900-50 (2019).° Exploration of women’s
participation in theater — their professional practice, careers, celebrity status or infamous
reputation, and how they, as women, lived through the struggle for enfranchisement
in rights — was and still is an ongoing research topic on an international scale.

Recent research questioning the place of gender in contemporary theater, for
example, International Women Stage (2013)” and Contemporary Women Stage Directors
(2019),® turns to the female agency of theater directing. The ongoing discussions
in women’s studies, an academic field that draws on feminist and interdisciplinary
methods, place women’s lives and experiences at the center of study, discussing systems
of privilege and inequality while examining social and cultural constructs of gender

1 Wilford, Rick (1994). Feminism. Political Ideologies: An Introduction. Routledge, pp. 252-253.

2 Soken-Huberty, Emmaline [n.d.]. Types of Feminism: The Four Waves. Humanrightscareers.com. Available
at: www.humanrightscareers.com/issues/types-of-feminism-the-four-waves [17.03.2025.].

3 Aikau, Hokulani K.; Erickson, Karla A.; Pierce, Jennifer L. (2007). Feminist Waves, Feminist Generations:
Life Stories from the Academy. University of Minnesota Press, pp.1-45.

4 Gilder, Rosamond (1960 [1931]). Enter the Actress: The First Women in the Theatre. New York: Arts Book.

5 Schuler, Catherine (2013). Women in Russian Theatre: The Actress in the Silver Age. United Kingdom:
Taylor & Francis.

6 Gale, Maggie B.; Dorney, Kate (2019). Stage Women, 1900-50: Female Theatre Workers and Professional
Practice. Manchester University Press.
Fliotsos, Anne; Vierow, Wendy (2013). International Women Stage Directors. University of lllinois Press.
Marty, Paulette (2019). Contemporary Women Stage Directors: Conversations on Craft. Bloomsbury
Publishing.
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and the relationships between power and gender as they intersect with other identities
such as race and socio-economic class.’

Latvian researchers have addressed local specificities in several edited volumes,
such as Sieviete Latvijas vesturé (Woman in Latvian History, 2007),'° 100 Latvijas sievietes
kultiird un politika (100 Latvian Women in Culture and Politics, 2008)."" The relative
invisibility of women’s contributions to Latvian society is reflected in the academic
journal Letonica special issue (No. 49, 2023) on women’s agency and history, based
on findings from the fundamental research project Sieviesu parstavnieciba Latvijas
kultira un sabiedriba 1870—1940 (Female Agency in Latvian Culture and Society
1870—1940, No. 1zp-2020/1-0215) of the Latvian Council of Science. This research
argues that historiography relies heavily on existing biographical and documentary
sources, which mostly contain little information about women — explaining why
so little is known about women writers, translators, publishers, artists, scientists,
politicians, and social workers.'?

The question of women’s civil and political rights in the 19th and early 20th
centuries resonated within the broader left-wing political discourse at the transnational
level, as well as in Latvia. The First World War, the collapse of empires, and the
subsequent formation of new nation-states created circumstances and opportunities
for advancing democratic principles, including gender parity. During the democratic
period, Latvian political parties, competing for the electorate, addressed a female
audience with inclusive appeals. Women’s political organizations, such as The Latvian
Women'’s Relief Corps (Latvijas Sieviesu palidzibas korpuss, 1919), the Women’s Centre
of Latvian Social Democratic Workers Party (Latvijas Socidldemokritiskas Stradnicku
partijas Sieviesu centrs, 1918), Latvian Women’s National League (Latvju sieviesu
naciondla liga, 1922), Council of Latvian Women’s Organizations (Latvijas Sieviesu
organizdciju padome, 1926), formed a framework for women’s political engagement.”®

In this context, the work of Skujeniece in the Rainis’s Club (Raina klubs,
1919-1934), Lacis in leftist theater studios, and Bormane in the Riga Workers’ Theater
can be examined as manifestations of broader ideological trends. By incorporating
previously unpublished archival materials, this article aims to reassess the contributions
of the first professional Latvian female theater directors. Reviewing the protocols of

the Riga People’s High School and the Riga Workers’ Theater board meetings revealed

9 Shaw, Susan M.; Lee, Janet (2014). Women's Voices, Feminist Visions: Classic and Contemporary Readings,
sixth ed. New York, NY: McGraw-Hill, pp. 2-28.

10 Zellis, Kaspars (sast.) (2007). Sieviete Latvijas vésturé. Riga: Latvijas Universitates Akadémiskais apgads.

1" Cimdina, Ausma (sast.) (2008). 100 Latvijas sievietes kultara un politika. Riga: Latvijas Universitate.

12 Eglaja-Kristsone, Eva; Karkla, Zita (2023). Introduction: Women’s Agency. Multiplying Stories and
Subjects. Letonica, No. 49, p. 4.

13 Lip3a, Ineta (2022). Viena. Grozamo sarakstu slazda: sieviesu politiska vésture Latvija 1922-1934. Riga:
Friedrich-Ebert-Stiftung, pp. 15-57.
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that both Lacis and Bormane had been voted out of their positions as drama studio
directors. The article critically examines the contradictory assessments of their work.

This research employs a historical-cultural methodology, integrating archival
research, discourse analysis, and the biographical method to examine the work and
legacy of women theatre directors in early 20th-century Latvia. The biographical
method allows for an in-depth exploration of individual life trajectories in their
socio-political context, highlighting how personal experiences, choices, and constraints
intersected with broader ideological and artistic movements. The study draws on
feminist historiography and performance theory to situate theatre as a site of both
cultural agency and political expression. This interdisciplinary and biographically
grounded approach facilitates a nuanced understanding of how individual women
navigated, challenged, and helped reshape the cultural and political landscapes of their
time. The research contributes to the study of the history of Latvian theater, shedding
light on the input of Latvian female directors. Ultimately, this study contributes to
the broader discourse on gender, politics, and cultural history, discussing the role of
women in shaping Latvian theater and society.

Theater, Politics and Gender in Latvia

In Latvia, the field of gender studies is evolving to examine Eastern European contexts
and the distinct characteristics of the post-Soviet experience. Post-socialist feminism
is often viewed as a delayed adaptation of Western models, resulting in a localized
hybrid theory developed through transnational influences. Feminist art researcher
Jana Kukaine highlights how historical and cultural factors have contributed to
uncertainty and caution in feminist narratives. Kukaine’s review of feminist thought
in the Baltics emphasizes the opacity of the discourse and the tendency to mark
any manifestation of feminism as uncanny, which leads to tactics of concealment.
Considering these regional specificities, this paper aims to identify traces of first-wave
feminist ideas in beliefs and actions rather than categorizing specific individuals as
feminists. However, a transnational perspective within broader European dynamics
reveals distinct feminist ideologies and practices in Latvian society in the second half
of the 19th century and the beginning of the 20th century.

Progressive ideas from Western European women’s movements resonated within
the Latvian cultural landscape, but could not gain legal expression, as political organ-
izations were prohibited in Tsarist Russia. The historical roots of beliefs and actions
aligned with women’s activism in Latvia can be traced back to women’s involvement

14 Kukaine, Jana (2024). Viscerala estétika: afekti un feministiska maksla postsocialisma. Riga: Latvijas
Universitates (LU) Literataras, folkloras un makslas institats; Rigas Stradina universitate, p. 79.
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in cultural and charitable initiatives, marking an early instance of women’s active
participation in cultural and social initiatives."” Furthermore, women’s involvement in
the first Latvian political organizations demonstrates their engagement in the nation’s
political and social transformations. This presence underscores the practical dimension
of the struggle for women’s rights in Latvia, which was not a separate phenomenon
but an integral part of the nation’s broader fight for political and social progress.

The demands for national emancipation, initially championed by national
romanticism and later advanced by critical, democratic, and eventually social democratic
movements, played a crucial role in shaping feminist thought. A key moment in this
ideological shift was the emergence of the movement Jauna Strava (New Current).
The name signified a new ideological direction in opposition to the old one, with
strava metaphorically representing a “stream” or “energy” for the liberating struggle,
corresponding with the “wave” metaphor. Social democratic ideas gained traction,
particularly after newspaper Dienas Lapa editor Janis Pliek$ans (pen name Rainis,
1865-1929) attended the Third Congress of the Second International in Switzerland
in 1893. There, he met August Bebel (1840-1913), a prominent figure in the German
Social Democratic movement, and secretly smuggled socialist literature and subsequently
published excerpts from various socialist works in Dienas Lapa, promoting these ideas
among Latvian readers.'® One of the most influential texts was Bebel’s Die Frau und
der Sozialismus (Woman and Socialism, 1879), which became a foundational work for
the socialist women’s movement. Before World War I, the book had been published in
more than fifty editions and translated into over twenty languages, including Latvian
in 1912, thereby reinforcing the connection between socialist ideology and women’s
activism in Latvia. The questions on women’s equality became an essential part of
the discourse, often framed under the generalized concept of “the women’s issue.”
This growing engagement with feminist ideals, shaped by democratic and socialist
influences, indicates that by the late 19th and early 20th centuries, discussions on
gender equality in Latvia were not isolated incidents but part of a broader ideological
shift towards social justice and political inclusivity.

15 Zelce, Vita (2002). Nezinama: Latvijas sievietes 19. gadsimta otraja pusé. Riga: Latvijas Arhivistu biedriba,
pp. 111-113.

16 Buceniece, Ella (sast.) (2005). Ideju vésture Latvija: Jauna strava - 20. gs. sakums: antologija, Vol. 1. Riga:
RaKa.
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Latvian Drama and Women’s Rights

Latvian theater emerged as a platform for advancing new political objectives. The
first Latvian theater performance in 1868 was staged under the pretext of organizing
a charity event, but in reality, it served as a means to establish the first Latvian political
organization, the Latvian Aid Society for Estonians in Need (Latviska palidzibas
biedriba prieks trikumu ciesdamiem igauniem). The Women’s Committee of this
organization played a key role in providing practical support, demonstrating women’s
active social involvement."” The strategic use of theater for political engagement
and social activism continued with the founding of the Riga Latvian Society (Rigas
Latviesu biedriba), which played a pivotal role in fostering national consciousness.
The Riga Latvian Society Theater (Rigas Latviesu biedribas tedtris) became a forum
for discussing and promoting national identity and political self-awareness.

This intertwining of theater and activism laid the groundwork for its role in
reflecting and shaping the evolving political landscape of Latvia. Historian Vita Zel¢e
highlights theater as a significant sphere in women’s emancipation.' From the early
stages of Latvian theater, women’s presence on stage not only challenged traditional
gender roles but also provided a platform for advocating broader social and political
change. By engaging in theater, women gained visibility, professional recognition,
and the opportunity to express ideas about equality and emancipation, making it
a crucial realm for empowerment and societal influence. Through plays addressing
themes of national struggle, social progress, and class and gender inequality, Latvian
theater provided a space for public discourse, strengthening collective identity and
furthering political aspirations.

One of the major figures in Latvian drama, Aspazija (née Johanna Emilija
Lizete Rozenberga, 1865-1943), shaped public opinion, advocated for women’s rights,
and amplified resistance to patriarchal oppression. Her historical plays prominently
featured female protagonists, including Atriebéja (The Avenger, 1893), Vaidelote (1893),
Ragana (The Witch, 1895), and Sidraba skidrauts (The Silver Veil, 1902). Her social
dramas, Zaudetas tiesibas (Lost Rights, 1893) and Nesasniegts mérkis (Unreached Goal,
1895), actively promoted feminist ideals, portraying the dependent role of women
whose struggles were defined by conflicts with patriarchal laws."”

These plays garnered widespread attention, igniting intense public debate
and provoking sharp disagreements in the press. Supportive arguments appeared in
Dienas Lapa, while critical perspectives were voiced in Baltijas Vestnesis and echoed
in other periodicals through wide-ranging polemics, in which Aspazija herself was

17 Zelce, Vita (2002). Nezinama: Latvijas sievietes 19. gadsimta otraja pusé. Riga: Latvijas Arhivistu biedriba,
p. 121.

18 Ibid, pp. 121-129.

19 Hausmanis, Viktors (2009). Aspazija. Latviesu dramas sakotne. Riga: Zinatne, pp. 239-272.
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also enthusiastically involved.?® Aspazija’s dramas and polemics positioned theater
as a public forum for exposing inequalities and catalyzed political confrontation
with the “Old Current”, setting new ideological goals. She aligned herself with the
New Current®' and became a significant figure in the history of Latvian literature
in relation to the reception of Marxist social and cultural philosophy in Latvia.*?
After Latvia gained independence, theater flourished on an unprecedented scale,
becoming a dynamic space for artistic and ideological expression. Women directors
began to emerge, particularly in leftist-supported theaters and drama studios, where
progressive ideas about gender equality and social change were more actively promoted.
These institutions provided opportunities for women to take on leadership roles in
directing and theater-making, breaking traditional gender barriers in the field and
driven by an unconventional leadership approach rooted in female agency. This period
marked a significant shift in the visibility and influence of women in the performing
arts, establishing a foundation for their continued impact on Latvian theater.

Women in the Role of Theater Director

Latvian theater researchers in recent decades have rediscovered the contribution of
women stage directors, describing their developed methods as “the most striking
extremes in the search for a form of modern Latvian theater”.” Biruta Skujeniece’s
experiments in symbolic aesthetics pushed the boundaries of theatrical expression.
Subsequently, Anna Lacis’s avant-garde political theater, as the Larvian Theater
October,** echoed Vsevolod Meyerhold’s revolutionary call for transforming theater
aimed at overthrowing traditional theatrical forms, engaging audiences directly in
performances, and creating agitational productions to serve revolutionary ideals.
In contrast, Olga Bormane pursued a more conventional directing style, focusing on
the artistic delivery of the spoken word in acting, and her role was pivotal both as a
director, drama studio teacher and actress at the Riga Workers’ Theater.

The case studies of Skujeniece, Lacis, and Bormane highlight the outstanding
personalities within Latvian theater. However, it is also crucial to recognize other
female directors of the time. Prominent actresses Otilija Muceniece (1871-1951) and

20  Aspazija (1988). Raksti un runas par sievie$u emancipacijas jautajumu. Kopoti raksti, Vol. 5. Riga: Liesma,
pp. 455-475.

21 Aspazija (1988). Jauna strava. Kopoti raksti, Vol. 6. Riga: Liesma, pp. 386-400.

22 Cimdina, Ausma (2016). Aspazijas izaicinajums zinatnei un tévzemei. No: Ausma Cimdina (sast.). Aspazija
un masdienas: dzimums, nacija, radosie izaicinajumi. Riga: Zinatne, pp. 23-37.

23 Mamaja, Evita (2002). Modernisms latviesu teatri (1920-1930). No: Silvija Radzobe (sast.). 20. gadsimta
rezija Latvija un pasaulé. Riga: Jumava, p. 95. [Hereinafter the translation of quotations is mine - S.D.].

24 Paskevica, Beata (2006). In der Stadt der Parolen. Asja Lacis, Walter Benjamin, Bertolt Brecht. Schriften des
Fritz-HUser-Instituts fir deutsche und auslandische Arbeiterliteratur. Bd. 14. Essen: Klartext Verlag, p. 101.
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Tija Banga (1882-1957) transitioned into directing, while Felicita Ertnere (1891-1975)
played a central role at the Dailes Theater, significantly shaping its artistic direction.”
Additionally, women held leadership positions in private modern dance studios, with
Anna A$mane (married Sietinsone, 1888—1967), Anna Kerre (also Kere, Kere, 1902-?)
and Beatrise Vignere (1903-1990) pioneering modern dance education and performance
in Latvia.?® Also, there are more female theater directors whose investment has not
yet been made visible. Their collective contributions underscore women’s influence
on the performing arts, whether through experimental symbolism, politically charged
drama, or traditional dramatic interpretations, demonstrating their significant impact
on the evolution of Latvian theater. By taking leadership positions in a historically
male-dominated profession, female directors challenged entrenched gender biases.
Their presence in positions of authority and creative control was a manifestation of
early feminist demands for professional and artistic equality.

Poetical Theater by Biruta Skujeniece

Biruta Skujeniece received her primary education at the Agenskalns Latvian Society
Girls’ School (Agenskalna Latviesu biedribas meitenu skola) and continued her studies at
the Kenini Girls’ Gymnasium (Keninu meitenu privatprogimnazija) in Riga. At merely
16 years old, she played major roles at the Riga New Latvian Theater (Rigas Jaunais
latviesu tedtris) and the Apollo Theater.”” She studied at the Musico-Dramatic School
of the Philharmonic Society in Moscow (Muzykalno-dramaticheskoe uchilishche pri
Moskovskom filarmonicheskom obshchestve) and Reichner’s Academy of Dramatic Art
in Berlin (Reichersche Hochschule fiir dramatische Kunst).*® Upon returning to Riga,
she organized poetry recitation evenings, staged large-scale poetry performances
such as Maurice Maeterlinck’s Sister Beatrice and Rainis’s dramatic poem Daugava
(1919),% led the dramatic section of the Rainis’s Club (1919-1923), and later founded
her private Intimate Theater (1923-1925).%° She suddenly left the theater, published

25  Zeltina, Guna (2010). levads. Latviesu teatris no pirmssakumiem lidz masdienam. Riga: Latvijas
Universitates Literatdras, folkloras un makslas institats, p. 14.

26  Vidzemniece, Valda (2024). Moderna deja Latvija 20. gadsimta pirmaja pusé. Riga: Zinatne, pp. 147-215.

27 Kundzing, Karlis (1972). LatvieSu teatra vésture, Vol. 2. Riga: Latvijas Valsts izdevnieciba, pp. 38, 67, 91-92.

28  [Womage] Biruta Skujeniece, [n.d.] Available at: www.womage.lv/personas/biruta-skujeniece

29  These very important episodes were erased from Latvian Theatre History, mentioning Skujeniece as
“shortly present” and “deviated into aestheticism”. See for more information: Kundzins, Karlis (1972).
LatvieSu teatra vésture, Vol. 2. Riga: Latvijas Valsts izdevnieciba, p. 233. The Latvian Theatre Chronicle
does not mention premieres before the establishment of the Latvian National Theatre, but notes
performances on December 3, 1919, and January 6, 1920. See for more information: Sniedze, Evita (2006).
Latvie$u teatra hronika 1919-1944. Riga: Zinatne, pp. 12-13.

30  Larina, Rita (2023). Modernisma zests Birutas Skujenieces rezija un pedagodija. LatvieSu modernisma
teatris un Zests. Riga: Zinatne, pp. 192-200.
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her collection of poems Staru sparni par diumainu upurtaku (Ray Wings Over a Smokey
Sacrifice Path, 1925), and began studying sculpture and painting at the Art Academy
of Latvia.”!

The most prominent production by Biruta Skujeniece was Rainis’s dramatic
poem Daugava at the Latvian National Theater on November 18, 1919, marking
the first anniversary of the declaration of independent Latvia. Just a week earlier, on
November 11, church bells had rung in Riga, heralding victory over the Bermontian
army after more than a month of uncertainty about the outcome of the military
operations. The poem Daugava had been published only a few weeks before the battles
began on the banks of the River Daugava in Riga. It turned out that Rainis was a
poet-prophet calling for battle. “The power of poetry did as much as a division of the
army” became a catchphrase describing the inspiration it evoked. Biruta Skujeniece
had thrown herself into battle with the weapons available to her, mobilized the actors
of the newly formed National Theater, and staged the dramatic poem Daugava,
which was not originally intended for the stage. The performance resembled a prayer
of gratitude, a religious service, and a testament to the power of art, and the will to
freedom.*? The leading actors were Alfreds Amtmanis-Brieditis (1885-1966), Paula
Baltibola (married Merksone, 1891-1978), Tija Banga, Lilija Erika (1890-1981),
Berta Rimniece (née Mihelsone, 1865-1953), Mirdza Smithene (1887-1978), and
others, including Biruta Skujeniece herself.

The stage design and costumes for the expressionist dramatic poem were created
by Valdemars Tone (1892-1958), an artist from the Riga Expressionist Group, founded
in the same year.” Before the Bermontiad, Skujeniece and Tone had collaborated
on Maeterlinck’s Sister Beatrice, featuring Dace Akmentina (Doroteja Steinberga,
1858-1936) in the lead role, which Romans Suta (1896-1944) described in his
review as “a new page in Latvian stage art”.?* No photographs of the performances
have survived, but reviews indicate that the stagings were innovative and followed
the principles of expressionism, highlighting inner human experiences rather than
naturalistic representations of reality. For example, the River Daugava had to be
imagined as a pale cloth in the background of the stage, while purple searchlights
over the battlefield marked the chorus on site. There was no need for an illusory
depiction: all that had been experienced together during the Bermontiad projected a
vision of collapsed bridges, trenches, and shells. The Latvian National Theater was
solemnly opened on November 30, 1919, and both productions by Skujeniece were
included in its repertoire.

31 Gudrike, Biruta (2003). Biruta Skujeniece. Latvie$u rakstnieciba biografijas. Riga: Zinatne, p. 538.

32 Kroders, Roberts (1919). Raina sérdienu dziesmas “Daugava” izrade 2. pilsétas teatri, 18. novembri Latvijas
valsts pastavésanas gada dienas pieminai. Latvijas Sargs, Nr. 193, 20.11., p. 3.

33 Lamberga, Dace (2010). Valdemars Tone. Riga: Neputns, pp. 64-66.

34 Suta, Romans (1919). Meterlinka “Masa Beatrise”. Latvijas Sargs, Nr. 146, 23.09., p. 3.
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In 1919, Biruta Skujeniece became the director of the newly founded Rainis’s
Club Theater Studio, where actor Karlis Hamsters, artist Romans Suta, and choreog-
rapher Martins Kaulin$ participated as teachers. During this period, Biruta Skujeniece
formulated her views on theater in lectures given to students and in theoretical articles
published in the two issues of the journal Skatuves Studija (Stage Studio, 1920),
where she proposed a theater manifesto based on the principles of symbolism and
expressionism.” She intended to become a director at the Dailes Theater, organized
by the Rainis’s Club, but this did not materialize.’® Instead, she established the
Intimate Theater where her students performed chamber-style poetic productions.
Due to financial difficulties and social pressure, Skujeniece ended her theater career.
Her studio members, such as Girts Bumbieris (1894-1973), Lonija Karlivane (real
name Emilija Leontine, married Alksne, 1901-1939) and Tonija Karlivane (real name
Anna Antonija, married Igals, 1902-?), Nikolajs Marnieks (1904-1977), Katlis Pente
(1896-?), Edgars Zile (1908-1986), and Aleksandrs Zutis (1877-1941), later formed
an independent group in collaboration with Jurijs Jurovskis.”” Eventually, this studio
merged with the Riga Workers’ Theater.

Biruta Skujeniece’s contributions to Latvian theater were groundbreaking in
both artistic innovation and the mobilization of cultural expression as a form of
national resilience. Her stagings of poetic performances in 1919 demonstrated how
theater could serve as both a spiritual and ideological force, capturing the emotions
of a war-torn nation. Drawing on symbolism and expressionism, her productions
rejected naturalism in favor of deep emotional and psychological resonance, setting
a new artistic direction for Latvian stagecraft. As the director of the Rainis’s Club
Theater Studio and later her Intimate Theater, Skujeniece sought to cultivate a
new theatrical language that integrated poetry, movement, and visual abstraction.
However, despite her visionary approach, financial constraints and societal pressures
forced her to abandon her theatrical career. Her legacy, however, endured through her
students, many of whom became leading figures in Latvian theater. Skujeniece’s case
exemplifies both the potential and the challenges of introducing female leadership
on stage in early 20th-century Latvia.

Latvian Theater October by Anna Lacis

Anna Lacis received an artistically inspiring high school education at Anna Kenina
Girls’ Gymnasium in Riga and began her career as a theater director and theorist

35 Rodina, leva (2020). Eduarda Smilga rezija un modernisms (1920-1945). Riga: Latvijas Universitate, p. 21.
36 Ldrina, Rita (2023). LatvieSu modernisma teatris un Zests. Riga: Zinatne, p. 197.
37 Engele, Mara (1993). Biruténi. Teatra Véstnesis. 1993, Nr. 3, pp. 128-133.
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Intimate Theater drama studio, 1923. Director Biruta Skujeniece - sitting in the first row, third from the right.
Photo by photo studio “Klio”, Riga. Collection of the Latvian National Literature and Music Museum, RTMM 550743
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by entering the St. Petersburg Bekhterev Psychoneurological Research Institute
(Sankt-Peterburgskii nauchno-issledovatel skii Psikhonevrologicheskii institut im. V. M.
Bekhtereva), Shanyavsky Moscow City People’s University (Moskovskii gorodskoi
narodnyi universitet imeni A. L. Shaniavskogo), and Fyodor Komisarzhevsky Theater
Studio and postgraduate course of A. Lunacharsky State Institute of Theater Arts
(Gosudarstvennyi institut teatral nogo iskusstva im. A. V. Lunacharskogo).’® She received
an exceptional education and immersed herself in the atmosphere of history-making
discussions on the revolutionary renewal of theater, exploring its political, ideological,
and educational significance.”” Her work with drama studios in Orel (1918-1920)
and Riga (1920-1921, 1925-1926) emphasized collective creation, improvisation,
and mass open-air performances. Her special talent was to find the very center of
the topical events wherever she appeared: in Berlin and Munich (1921-1924) she
collaborated with Bertolt Brecht and Bernhardt Reich; in Moscow (1926—1938) she
worked with Sergey Eisenstein, Vladimir Mayakovsky, Vsevolod Meyerhold, Dziga
Vertov, among others, and together with Reich was involved in avant-garde artists’
associations and organizations of revolutionary theaters. Lacis gained international
recognition, her memoirs Revolutionary by Profession were published in German,
Italian, French and Russian,* and her contribution remains a focus of interest among
theater researchers.”!

Anna Lacis’s input was crucial for the emerging radical leftist drama studios
in Riga: she founded the Art Studio at Riga People’s High School (1920-1921),%
then, back from travelling Europe, worked at the Riga Trade Union Central Bureau
Club (1925-1926).% Debates and polemics in the press initiated by her regarding
the political purpose of theatrical practices rooted in leftist ideology ultimately led to
the establishment of the Riga Workers’ Theater. In essence, Lacis’s vision of theater
was profoundly forward-looking. The revolutionary aspirations of uniting theater
with life aimed to redefine the role of art in society. Her main rehearsing method
was improvisation, following the guidance learned in Komisarzhevsky’s studio. She
worked with group dynamics, adapting the actor’s body to musical rhythms. The main
principle was self-activity, which was the aim of self-education. Lacis practiced mutual

38 [Womage] Anna Lacis, [n.d.] Available at: www.womage.lv/personas/anna-lacis [17.03.2025.].

39 Larina, Rita (2023). Latviesu modernisma teéatris un Zests. Riga: Zinatne, pp. 210-211.

40 Lacis, Asja (1972, 1976). In: Hildegard Brenner (Ed.). Revolution&r im Beruf: Berichte liber proletarisches
Theater, iber Meyerhold, Brecht, Benjamin und Piscator. Munich: Rogner & Bernhard; Lacis, Asja (1976).
In: E. Casini Ropa (Ed.). Professione: rivoluzionaria, Milano: Feltrinelli; Lacis, Asja (1989). Profession:
révolutionnaire: sur le théatre prolétarien, Meyerhold, Brecht, Benjamin, Piscator. Presses universitaires de
Grenoble; Lacis, Anna (1984). Krasnaja gvozdika: vospominanija. [Red Carnation: memories]. Riga: Liesma.

41 Agquilina, Stefan (2020). The case of Asja Lacis. Modern Theatre in Russia: Tradition Building and
Transmission Processes. London: Methuen Drama, pp. 180-189.

42 Kundzing, Karlis (1972). LatvieSu teatra vésture, Vol. 2. Riga: Latvijas Valsts izdevnieciba, pp. 209.

43 Gudrike, Biruta (1999). Lace Anna. Teatris un kino biografijas, Vol. 2, K-N. Riga: Preses nams, pp. 207-209.
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assistance as a teacher, being supportive, not instructive.* The purpose of the drama
lessons was to train participants in collective improvisation, fostering self-reliance
and creative autonomy so that the group could conceive, devise, and realize every
aspect of a performance collaboratively, without reliance on external direction or
predetermined scripts.

Anna Lacis’s name appears in the minutes of the board meeting of the Association
of People’s High Schools Society® on September 29, 1920, when the possible estab-
lishment of a theater studio in Riga People’s High School was discussed. She was
invited to read a report in the Attenders’ Club of the Highschool on the new direction
in theater art, followed by an open discussion with opponents. At the following
meetings, Lacis read out her prepared theater art program, which provided 20 hours
of classes per week, of which 10—12 were practical. The responsible representative
of the People’s High School Attenders’ Club (Tautas augstskolas klausitaju klubs),
Ludolfs Liberts (1895-1959), objected that this would not be feasible due to time
planning and budget constraints. Therefore, Andrejs Kurcijs (real name Kursinskis,
1884-1959) proposed establishing a separate art class with Lacis as the head. The art
class were announced at the lecture by Lacis about the new directions in the theater
on November 22, 1920, and 56 participants applied for it.

A large-scale mass production Gadsimtu sejas (Faces of Centuries, 1921) by Leons
Paegle (1890-1926) was prepared under Lacis’s direction for the annual Workers’
Culture Festival (Stradnieku Kultiiras svétki) held in an open-air area in Mezaparks,
then called Keizarmezs. Revolutionary methods used by Lacis can be traced in her
article 7he New Directions in Theater Art published in the Bulletin of the Culture
Festival: “In a new theater, it is necessary to call upon fresh, original forces, to meet
them, to involve them in self-activity and collective creation.™® Anna Lacis referred to
her activities at the People’s High School in her published memoir From the Notebook as
a spontaneous idea prompted by a chance meeting on the street with Linards Laicens
(1883-1938), who invited her to lecture at the People’s High School.#” The memoir
does not mention the complex decision-making process regarding her involvement
in the art studio, nor the vote that removed her from the position.

Before the start of the next high school year, the full assembly of the Association
of People’s High Schools (Tautas Augstskolu biedriba) convened to discuss the future
of the art class. The resolution on July 20, 1921, affirmed its continuation to foster an

44 Lacis, Anna (1984). Krasnaja gvozdika: vospominanija. Riga: Liesma, p. 10.

45 Associations of Teachers, Schools, and Parents in Latvia, 1864-1941. People’s High School Association.
Minutes of Board and Council Meetings. 09.01.1921-03.09.1924. Latvian State Historical Archives (LVVA),
Fund 1813, Description 1, File 388, pp. 30-35.

46 Lacis, Anna (1921). Jaunie virzieni teatra maksla. Kultdras Svétki (Riga), Nr. 1, 03.06., p. 4.

47 Lacis, Anna (1965). No piezimju burtnicas. Karogs, Nr. 10, p. 121.
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Group photo of the Riga People’s High School drama studio actors, participants of the outdoor mass theater
performance Gadsimtu sejas (Faces of the Centuries) by Leons Paegle at the Culture Festival in Saules darzs,
1921. In the center - director Anna Lacis, wearing Pierrette’s costume. Photo by an unknown author, Riga.
Collection of Latvian National Literature and Music Museum, RTMM 278526
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“independent culture of labor”.* However, debates persisted at the Art Class assembly
on August 30, 1921,” attended by 15 students. The student body was divided — one
half opposed Lacis’s leadership, while the other supported her:

Clomrade] Zviedris — directing the art class work is undesirable for
Mrs. Lac[is], as evident from the previous year’s results; c. Fogel —
worked without a specific program and was not coordinated with the
other lecturers; c. Jatniek[s] — although working in a new direction,
which no one knows closely; c. Ledu$ — the students did not come to
classes propetly, so they could not work seriously; c. Zviedris — some
wanted to work, but were hindered by the teacher’s quick ideas, e.g. in
an improvisation class, when one group had already read and rehearsed
an improvisation together, but when it was finally ready, then at the
discretion of Mrs. Lacis it was broken up and the groups were redivided
according to her personal preferences; c. Idrisal — the reason for the

confusion was some elements of the denizens.”’

During the discussions, some participants criticized the previous results, arguing
that Lacis lacked a structured program and pursued a new but poorly understood
artistic direction. Concerns were raised about student attendance, with some arguing
that irregular participation hindered progress. As a result, two key issues were on the
vote: (1) whether the art class should continue the following year, and (2) whether
Mrs. Lacis should remain its leader. The first vote passed unanimously, affirming
the class’s necessity. However, the decision on Lacis’s leadership was held by secret
ballot, resulting in a 10 to 7 vote against her continuing as the art class leader. The
art class was unanimously recognized as valuable, but opinions over Lacis’s leadership
were controversial. Innovative methods appeared too radical.

The debates surrounding the leadership and direction of the art class highlight
the complexities of artistic education and institutional governance. The criticism of
the free approach and improvisational methods suggests that while artistic experimen-
tation was encouraged, it needed clearer frameworks to be effective. The final vote
against her leadership reflects broader concerns about pedagogical direction based
on revolutionary ideas. The majority voted for stable, coherent instruction in arts
education. This case exemplifies the tensions where progressive ideas often clashed
with the needs for practical organization and consensus.

48  Associations of Teachers, Schools, and Parents in Latvia, 1864-1941. People’s High School Association.
Minutes of Board and Council Meetings. 09.01.1921-03.09.1924. Latvian State Historical Archives (LVVA),
Fund 1813, Description 1, File 388, p. 45.

49 Ibid, p. 53.

50  Ibid, p.53.
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Olga Bormane in Riga Workers’ Theater:
Acting and Directing Trainer

Olga Bormane was a Latvian actress, director, and theater pedagogue specializing
in stage speech. Expelled from Saldus Progymnasium for her involvement in the
Social Democratic movement, she continued her studies in Kazan, where she was
arrested and returned to Latvia. She studied drama at Gustavs Gizickis Music School
(Gustava GiZicka mizikas skola) and began her stage career at the Tornakalns Latvian
Aid Society Theater (Tornakalna Latviesu palidzibas biedribas tedtris). She trained in
Moscow at Alexander Shor’s Private Conservatory (Kypcwr mysviku, onepbi, Opambol
u xopeozpaguu A. I [llopa) and Vasilii Serezhnikov’s Institute of the Living Word
(Uncmumym scusoeo cnosa B. K. Cepémcnurosa). During her stay in Russia, she
continued her career at the Moscow Latvian Workers’ Theater (Maskavas Latviesu
stradnieku tedtris) and with other Latvian theater groups.”' Returning to Latvia,
she acted and directed at multiple theaters, including the Riga Workers” Theater
(1929-1933), where she staged 23 performances, comprising over a third of the theater’s
repertoire. From 1924, she taught stage speech at various institutions, becoming an
associate professor at the Latvian State Conservatory in 1949. She authored the book
Skatuves runas pamati (Fundamentals of Stage Speech, 1961), emphasizing speech as
a tool for action, logic, and psychological depth.”

At the Riga Workers” Theater, Olga Bormane faced resistance from the
ensemble. The actors, upholding a democratic approach to decision-making, prepared
a report to the board about Bormane’s intolerant attitude toward the ensemble and
some individuals. The formal protest, signed by the entire troupe and objecting to
Bormane’s working methods while demanding her dismissal, was submitted to the
theater board through a nominated representative. The protest, adopted during
a general meeting of the actors, criticized her for making offensive remarks and
displaying tactless behavior toward the ensemble.

Following the submission of the complaint on February 12, 1931,” the board
appointed a commission to investigate the grievances. Each actor was interviewed,
and Bormane presented her side of the case. Board member and lawyer Nikolajs
Valters played a key role in resolving the matter, meticulously gathering evidence
and structuring the proceedings like a legal case. He compiled the actors’ statements,

51 Kundzing, Karlis (1972). LatvieSu teatra vésture, Vol. 2. Riga: Latvijas Valsts izdevnieciba, p. 172; 192.

52 Gudrike, Biruta. Olga Bormane. Teatris un kino biogréfijas, Vol. 1, A-J. Riga: Preses nams, 1999,
pp. 151-153.

53 Latvian Art, Literature, Theater, and Musical-Dramatic Societies, 1841-1941. Union of the Latvian Workers’
Theater. Minutes of the Theater Directorate Meetings. 1930-1933. Latvian State Historical Archives (LVVA)
Collection 1747, Inventory 1, File 258, pp. 40-59.
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obtained Bormane’s response, and ultimately framed the conflict as a personal dispute
between the director and one of the lead actresses. Based on this conclusion, the board
ruled that the conflict should be resolved. The theater’s commitment to maintaining
cooperative and comradely relations was expressed in resolution:

The causes of the conflict mentioned in the report by character are rela-
tively minor and personal-individual. Becoming a common phenomenon,
they are very undesirable and, by aggravating relations, interfere with
the internal activities and harm the theater’s good reputation in society.

The Workers’ Theater, as an organized socialist labor institution, only
[encourages comradeship relations (deleted)] a spirit of solidarity and
mutual trust may prevail among the personnel and in the relations
between the personnel and the theater’s governing bodies.

Maintaining comradeship relations, promoting the theater’s activities
and protecting its good reputation in society must be recognized as the
most important responsibility of every theater employee. No personal
relationships may intrude on the work of the theater.*

Despite this initial resolution, tensions persisted. The actors™ representative
brought the matter before the theater council again. The dispute escalated into a
broader debate during a subsequent board meeting, nevertheless, further discussions
did not change the board’s initial decision: the collected materials did not provide
sufficient grounds for Bormane’s dismissal. Instead, the board advised Bormane to
adjust her approach and urged the ensemble to collaborate professionally, recognizing
the importance of preserving collegial relationships within the theater. On April 20,
1931, a final resolution was unanimously adopted, acknowledging the ensemble’s
grievances while affirming that future conflicts should be avoided through better
organizational measures.

The dispute unfolded in the middle of the season, during which Bormane
continued directing rehearsals for Peldétija Zuzanna (Susanna the Swimmer, 1922) by
Andrejs Upits with Olita Starka-Stendere in the leading role, who was an injured party
in the conflict. Despite the controversy, she remained in her position, reinforcing her
lasting presence in the Riga Workers’ Theater. She staged twelve more productions
the following year, including Dzirneklis (The Spider) by Upits as the season opening

54 Ibid, File 258, p. 48.
55 Ibid, File 259, pp. 20-22.
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Scene from the production Peldétaja Zuzanna (Susanna the Swimmer) by Andrejs Upits at the Riga Workers’
Theater, 1931. Director: Olga Bormane; scenographer: Arnolds Vilkins, choreographer: Sam-Hiors

(Volfs Fridlenders); musical consultant: Aleksandrs Melli. Persons from the right: Olita Starka-Stendere as
Alise, daughter of Mr and Mrs Baumanis; Girts Bumbieris as Mr Baumanis; Elvira Grasina as Mrs Baumanis;
Hermanis Vazdiks as Dzirnis, accountant; Luijs Smits as Artars Klébergs, student of theology, Alise’s fiancé;
Nikolajs Mirnieks as Mr Klébergs; Malvine Ustube as Mrs Klébergs; Edgars Skuja as Vabins, cabbage gardener;
Alvine Salduma as Vabina, sister of Mrs Baumanis. Photo by an unknown author, Riga. Collection of the Latvian
National Literature and Music Museum, RTMM 303847
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Scene from the production Dzirneklis (The Spider) by Andrejs Upits at the Riga Workers' Theater, 1931.
Director: Jurijs Jurovskis; scenographer: Mikhail Jo (Meir Jaffe). Persons from the right: Olga Bormane

as Anda Murevski; Karlis Pente as Viktors Pirsons. Photo by an unknown author, Riga. Collection of the Latvian
National Literature and Music Museum, RTMM 302896
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event, playing the main female role by herself. This case proves that a democratic
decision-making process can be effective for resolving conflicts.

The conflict surrounding Olga Bormane at the Riga Workers” Theater highlights
the complexities of leadership within a politically and artistically charged environment.
While the actors™ collective valued democratic decision-making and sought more
collaborative leadership, Bormane’s directorial style and interpersonal approach led
to tensions, placing the dispute on balancing authority with the expectations of a
self-governing artistic ensemble. Although the conflict did not result in her dismissal,
it underscored the fragile dynamics within the theater, where ideological values of
equality and collective participation dominated. Nevertheless, Bormane’s continued
tenure and subsequent productions demonstrate her resilience and the board’s
recognition of her artistic contributions, ultimately affirming her professionalism.

Conclusion. Latvian First Wave
Feminism or ante litteram

There are both supporting and opposing arguments regarding the presence of feminist
ideas in Latvian cultural and social life. On the one hand, the advocacy for women’s
rights aligned with the broader leftist political agenda has been seen across Europe.
On the other hand, these instances could be viewed as isolated cases — women in
leadership roles were tolerated rather than widely embraced and often faced societal
resistance. Outstanding individuals were recognized as symbols of women’s rights,
yet they also faced hostility and frequent misinterpretation.

Applying the framework of feminism’s waves to analyze the presence of these
ideas in Latvia, we should ask — can we notice something corresponding with the
deeds of the first wave, such as women’s rights and emancipation? It becomes evident
that significant public debate, like the reception of Aspazija’s dramas, marks the
understanding of feminism. At the time, symbolic terms such as “old” and “new”
currents were commonly used to describe social transformations. These figurative
designations, initially markers of societal change, have since become defining terms for
the era. The New Current, as a social, literary, and cultural movement, encapsulated
the core principles of First Wave Feminism — advocating for social justice within class
structures and calling for gender equality in civil rights. That means there is no way
to mark the cases of female stage directors as ante litteram.

The role of women in Latvian theater directing during the early 20th century
reflects social, political, and cultural transformations towards democracy. While
feminist ideas were not explicitly labeled as such, the careers of Biruta Skujeniece,
Anna Lacis, and Olga Bormane, as well as those of other female directors, demonstrate
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a gradual significant shift in gender roles within the performing arts. Broader
ideological movements, including socialism, nationalism, and the democratization
of society, shaped their work.

The Latvian theater stage processes challenged traditional gender roles by
accepting women in leading positions. However, their contributions were met with
both progress and resistance. While leftist cultural organizations provided some
opportunities for women’s professional growth, societal attitudes and institutional
structures often limited their influence. By linking their artistic contributions to
the wider feminist movement, it becomes evident that their efforts were more than
individual achievements — they were part of a broader historical trajectory advocating
for gender equality. Whether explicitly identifying with feminism or not, their impact
contributed to the gradual dismantling of patriarchal constraints in theater and
beyond, reinforcing the idea that cultural production is an essential battleground
for feminist discourse. By examining the directorial careers of these women, it
becomes clear that the presence of feminist ideas in Latvia was both a product of
international currents and deeply rooted in the country’s own political and cultural
context. The debates surrounding their leadership, artistic vision, and public reception
highlight the complexities of gender equality in theater and beyond. Ultimately,
this study underscores women’s involvement in Latvian theater innovations. Their
contributions, whether in poetic or avant-garde experimentation, political theater,
or traditional dramatic forms, demonstrate the diversity of female agency, influence
and the artistic input that made their presence. Revisiting their work broadens our
understanding of processes in the Latvian theater history, as well as contributes to
the ongoing discussion on women’s roles in cultural and political life, advocating
that the presence of women in politics, social and cultural developments was not an
isolated, but a part of a broader ideological shift towards social justice and political
inclusivity, putting Latvia on the map for women’s agency advancement.
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Pirmas latviesu teatra rezisores — Biruta Skujeniece,
Anna Lacis, Olga Bormane — Latvijas pirma
vilna feministes vai ante litteram?

Kopsavilkums

Izcelot sieviesu lomu profesionala teatra rezija 20. gadsimta sakuma, raksta aplukotas
politikas, teatra un dzimtes attiecibas, Latvijas procesus skatot konteksta ar kopéjam
norisém Eiropa. Tris pirmas latviesu reZisores — Biruta Skujeniece (precéjusies
Dambekalna, 1888-1931), Anna Lacis (dzimusi Liepina, 1891-1979), un Olga
Bormane (dzimusi Groskaufmane, 1893-1968) — sevi apliecinaja profesionali un radosi
patstavigi. Raksta analizéti katras rezisores zimigakie darbi — Skujenieces iestudéjumi
uz Rigas lielakajam skatuvém Morisa Materlinka lugai “Masa Beatrise” un Raina
dramatiskajai poémai “Daugava”, ka ari vinas izveidotais poétiskais “Intimais teatris”;
Laces ieguldijums kreiso dramas studiju organizé$ana Rigas Tautas augstskola un
Rigas Arodbiedribu centralbiroja kluba; Bormanes rezijas un pedagogiskais darbs
Rigas Stradnieku teatri. Katrs no piemériem parada, ka politiskie uzskati un ideali
spogulojas rezijas metodés un izradés. Piemérus apkopojot, tiek izvirzits jautajums —
vai tie skatami ka apliecinajumi pirma vilpa feminisma ideju klatbatnei Latvijas
kultarvideé vai arl ka nesaistiti atseviski gadijumi, ante litteram?

Pétijums tika aizsakts Latvijas Nacionalas bibliotékas un Latvijas Makslas
akadémijas organizétaja Vasaras skola 2024. gada, kur autore darbnicas dalibniekiem
piedavaja pétniecisku spéli, apvienojot diskusiju par feminismu un dzimtes studijam
Latvija ar nepublicétu avotu iepazisanu Latvijas Nacionalaja rakstniecibas un mazikas
muzeja. Pétijuma ieklauti nepublicéti arhiva materiali, izcelot izaicinajumus, ar kuriem
saskaras pirmas rezisores. No jauna izvértéjot vinu biografijas un kultarvésturisko
mantojumu, var izgaismot ietekmi, kadu §is reZisores radija. Raksts turpina diskusiju
par sievieSu lomu Latvijas kulttira un sabiedriba.

Atslégvardi: dzimtes un performances studijas, Latvijas teatra vésture, kreisi politiskais
teatris, Intimais teatris, Rigas Stradnieku teatris.

Raksts sagatavots, istenojot valsts pétijumu programmas “Latvijas kultlra - resurss valsts attistibai” (2023-2026)
projektu “Latvijas kultiras ekosistéma ka resurss valsts izturétspéjai un ilgtspéjai” / CERS (Nr. VPP-MM-
LKRVA-2023/1-0001).
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Filmu arhivi un sievietes skatiens
Kopsavilkums

Raksts iepazistina ar daziem masdienu kino teorijas konceptiem attieciba uz arhivu
izmantojumu un interpretaciju filmas, raksturo filmu mantojuma un kino arhivu
socialas véstures jautajumus un ar tiem saistitos politiskas varas, kolonialisma un
dzimtes aspektus. Ar Latvijas dokumentaro filmu “Balss” (Augusts Sukuts, 1986)
un “Meérijas celojums” (Kristine Zelve, 2018) tuvlasijumu tiek raksturota tagadnes
vara kino praksé — veids, ka arhivu materials tick izmantots vélak uznemtas filmas,
ka ari $aja izmantojuma saskatamais dzimtes konteksts.

Atslegvardi: Latvijas filmu mantojums, kino arhivi, arhiva efekts, kino arhivu sociala
vésture, dzimtes studijas, feministiska kino teorija un vésture, feministiska mediju vésture.

levads: filmu mantojums un masdienu kino teorija

21. gadsimta pasaulé vérojama piecaugosa interese par filmu arhiviem gan manto-
juma, gan institiciju nozimé, ari kino teorija arhivu jautajums iedvesmojis jaunu
koncepciju rasanos.' Pieméram, kinozinatniece Dzeimija Barona (Jaimie Baron) savas
monografijas izveidojusi plasu teorétisku ietvaru ar daudzveidigu bazi (historiogra-
fija, kino fenomenologija, dokumentara kino pétnieciba, dzimtes studijas, digitalas
humanitaras zinatnes), piedavajot skatities uz audiovizualo materialu izmantojumu

1 Vairak sk.: Pérkone, Inga (2023). Arhiva jautdjums masdienu kino teorija un Latvijas filmu pieméri. Latvijas
Arhivi, Nr. 2, 67.-80. Ipp. Pieejams: www.latvijasarhivi.lv/index.php?&198 [25.08.2025.]; Culture Crossroads
(2025). Vol. 27, special issue: Exploring the Past and Future of Audiovisual Media in the Baltic Sea Region:
Archives, Digital Platforms, Researchers and Spectators. Available: www.culturecrossroads.lv/index.php/
cc/issue/view/35[25.08.2025.].

Latvijas Nacionala arhiva Latvijas Valsts kinofotofonodokumentu arhiva (LNA LVKFFDA) vésture un filmu
mantojums nedaudz aprakstits ari gramata: Pérkone, Inga (2023). Afekti un atmipas: Par sajatam un
Latvijas kino. Riga: Neputns.
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ka uz apropriaciju, kas vienmér izmaina sakotnéja filméjuma jégu, radot jaunas,
atskirigas vai pat tisi pretéjas nozimes.*

Balstoties uz daudzas filmas novéroto temporalo jeb laika plaisu un nodomu
atskirigumu filméta materiala izmantojuma, Barona izstradajusi arhiva efekta konceptu,
kur “arhiva efekts [..] ir funkcija, kas izriet no attiecibam starp dazadiem viena un ta
pasa teksta elementiem, starp dokumentu, kas ievietots jauna tekstuala konteksta,
un nevis attiecibam starp tekstu un arpustekstualu kontekstu™. Par arhiva efektu,
saskana ar Baronu, varam runat tad, ja arhivs filma paradas ka tads, respektivi, ir
noskirts no paréja teksta, lietots ka citats ar atsauci. (Tomeér, ka talak bas redzams
filmu pieméros, atsauces uz arhiviem filmas lielakoties ir at$kirigas no zinatniskos
tekstos pienemtajam — parasti prieksplana izvirzits arhivu materiala saturs, bet
artefaktu autori biezi vispar netiek minéti.)

Ar arhiva efektu Barona sasaista ari arbiva afekta konceptu:

Kad més saskaramies ar attélos fikséto laika ritéjuma ietekmi uz cilvéku
kermeniem un vietam, rodas ne tikai epistemologisks, bet arf emocionals
efekts, kura pamata ir atklasme par laiku atskirigumu. Citiem vardiem
sakot, més arhivu dokumentus apveltam ne tikai ar “istas” pagatnes
autoritati, bet ari ar zaudéjuma sajutu. [..] Laiku noskirums lick mums
apzinaties, ka pagatne ir neatgriezeniska, pat ja tas nospiedumi ir redzami.*

Filmu arhivu apropriacijas fenomena izpratnei butisks ir Baronas piedavatais
daudzslanu skatiena koncepts. Vina raksta:

Vérojot aktualitasu filméjumus, skatiens jau sastav no vairakiem slaniem,
jo filmdara skatiens parklajas ar skatitaja skatienu. Biezi vien més
nepamanam $o slano$anos, neapzinati identificéjot savu skatienu ar filmas
veidotaja skatienu. Tomér, ja masu afektiva reakcija uz filmas objektu
skiet pretruna ar filmdara reakciju, més varam izjust atsvesinatibas sajatu:
sajutu, ka esam — vai vélamies bt — izraiditi no filmas un tas skatiena,
kas péksni klast redzams ka figiira.®

2 Sk.: Baron, Jamie (2014). The Archive Effect: Found Footage and the Audiovisual Experience of History.
London; New York: Routledge; Baron, Jaimie (2021). Reuse, Misuse, Abuse: The Ethics of Audiovisual
Appropriation in the Digital Era. New Brunswick, New Jersey: Rutgers University Press.

3 Baron, Jamie (2014). The Archive Effect, p. 22.

Seit un talak teksti no anglu valodas tulkoti, izmantojot Deepl tulkoanas rika bezmaksas versiju.

4 Turpat, p. 21.

5 Baron, Jaimie (2021). Reuse, Misuse, Abuse, p. 16.
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Tad, kad $is filmétas aktualitates jeb dokumentéjosie filméjumi tiek izmantoti
citas filmas, strukeara klast vél komplicétaka:

[..] ieprieks ierakstita materiala apropriacija rada daudzslanainu struk-
taru, kas balstas misu uztveré — par filmas subjektu, par originaldarba
veidotaja étisko nostaju (kas var saknoties vina vai vinas vésturiskaja un
socialaja konteksta) attieciba pret savu materialu, ka ari par ta autora
étisko nostaju, kurs ir apropriéjis $o materialu, redigéjot un parveidojot
ta attélus un skanu jaunam mérkim.

Batiski atceréties, ka gan originala filmétaju, gan arhivu materiala izmantotaju
skatiens ir komplicéts ari pats par sevi: filmdari parstav noteiktu dzimumu, vecumu,
tautibu, kultaras pieredzi; uz filméjamajiem objektiem vini ari var skatities dazadi: ka
iesaistitas personas, ka taristi vai varbat iekarotaji, utt. Tomér vairak neka 100 gadu
garuma aiz filméta materiala esoais skatiens bijis piederigs cilvékam, un pat tad, ja
attéls bijis tehnologiju parveidots, tam, ka nesena publikacija uzsver Dzeimija Barona,
piemitusi cilvéciska intence (human intentionality)’.

Te vieta atgadinat, ka viens no skatiena koncepta pamatdarbiem kino teorija ir
feminisma teorétikes un filmu veidotajas Loras Malvijas (Laura Mulvey) 1975. gada
publicéta eseja “Vizuala bauda un narativa kino” (Visual Pleasure and Narrative
Cinema)®, kur, pétot Holivudas klasiska kino filmas, autore secinaja, ka sieviesu téli
parasti tiek veidoti ka objekti, kas paklauti viriesa skatienam (un baudai)’, lidz ar to
ar skatitaju auditorija ir determinéta gan uz sievieti, gan uz filmu kopuma skatities
ka virietis, ar viriesa skatienu (male gaze). Kaut ari Malvija sava eseja apskatija iero-
bezotu kinomakslas segmentu, vinas skatiena koncepts ticis izmantots un attistits,
arT kritizéts daudz plasakos kinomakslas un kultaras konceptos — tas vienmér noder
ka atgadinajums par dzimtes klatbatni skatiena fenomena.

Tac¢u lidz ar maksliga intelekta (MI) riku paradisanos nakotné varétu bat
problematiski ne tikai konstatét tehnologiju raditu dokumentu un artefaktu auten-
tiskumu, bet arl izvértét to izcelsmes intenci, tapat sarezgiti bas noteikt tos slanus,
kas veido ipatno, MI rika radito, skatienu.'

6 Baron, Jaimie (2021). Reuse, Misuse, Abuse, pp. 16-17.

7 Baron, Jamie (2025). The Anachronism Machine. Culture Crossroads, Vol. 27, p. 67. Pieejams:
www.culturecrossroads.Iv/index.php/cc/article/view/552/457 [25. 08.2025.].

8 Loras Malvijas raksts ir daudzkart parpublicéts un pieejams gan dazadas kino teorijas antologijas, gan ka
atseviska publikacija. Seitizmantots ilustréts suvenirizdevums: Mulvey, Laura; Rachel, Rose (2016).
Visual Pleasure and Narrative Cinema. London: Afterall Books: Two Works.

9 Sieviete ka (at)téls, virietis ka skatiena turétajs (woman as image, man as bearer of the look) - tads ir
Malvijas esejas Ill. sadalas nosaukums. Turpat, 15. Ipp.

10 Dzeimija Barona min vairakus piemérus tam, ka Ml riki péc pasatijuma veido skietami vésturiskus vizualus
dokumentus. Baron, Jamie (2025). The Anachronism Machine, pp. 64-69. Pieejams:
www.culturecrossroads.lv/index.php/cc/article/view/552/457 [25.08.2025.].
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Arhivu sociala vésture, dzimte
un anarhivisms

Neraugoties uz to, ka modernas tehnologijas, t. sk. MI un digitalizacijas radita arhivu
bezprecedenta atvértiba un vésturisku dokumentu pieejamiba, ir fenomeni, kas
prasa jaunas teorétiskas koncepcijas un jaunus pétijumus, jaatzist, ka ari iepriekséjas
sistémas eksistéjuso arhivu un audiovizuala mantojuma sociala vésture joprojam
ir maz zinama — un ne tikai Latvija. Jo Ipasi tas attiecas uz arhivu un mantojuma
dzimtes aspektiem.

Viens no méginajumiem situaciju labot bija Starptautiskas filmu arhivu
federacijas (Fédération internationale des archives du film, FIAF) 2023. gada kongresa
ietvaros rikotais simpozijs “Sievietes, kino un filmu arhivi” (Women, Cinema and Film
Archives), kura uzdevumi bija analizét patriarhalo nospiedumu filmu arhivu praksg,
pétit sieviesu ieguldijumu gan filmu veidosana, gan kino mantojuma saglabasana un
iestaties par dzimumu lidztiesibu arhivu darba." Simpozija kopsavilkuma zinojums,
ka ari ar tému saistiti raksti tika publicéti elektroniskaja zurnala Feminist Media
Histories'?, savukart 2025. gada ir uzsakta iniciativa “FIAF Dzimtes observatorija”
(FIAF Gender Observatory), kur brivpratiga darba grupa apkopos un analizés infor-
maciju un gatavos publikacijas par dzimumu lidztiesibu, nebinaritati u. c. ar dzimti
saistitiem jautdqjumiem pasaules filmu arhivos.”®

Varétu skist, ka Latvija, kur arhivu sistéma ir slikti finanséta un nepietickami
nodro$inata ar atbilsto$am telpim un modernam tehnologijam', bet darbinicku
algas socialajos tiklos tiek apspriestas ka raksturigas “nabagmajai”®, domat par
filmu arhiviem dzimtes pétijumu ietvaros ir licka grezniba. Tomér, no otras puses,
finanséjuma nepietickamiba kopuma un zemas algas jo ipasi vedina domat, ka varbat
te viss ir saistits ar dzimti, respektivi, dzimumu stereotipu raditiem aizspriedumiem.
Kops padomju okupacijas laikiem Latvijas arhivos, tapat ka citas kultaras un izglitibas

1 Informacija pieejama simpozija majaslapa: https://fiaf2023.filmoteca.unam.mx/en/symposium-women-
cinema-and-film-archives [25.08.2025.].

12 Feminist Media Histories, 2024, Vol. 10, Issue 2-3, University of California Press, https://online.ucpress.
edu/fmh/issue/10/2-3. Diemzél zurnals nav brivi pieejams lasi3anai.

13 FIAF Bulletin Online. 06.2025, p. 52. Available: www.calameo.com/fiaf/read/0009185405b263e8ef3ce
[22.06.2025.]. Japiebilst, ka LNA Latvijas Valsts kinofotofonodokumentu arhivs nav FIAF biedrs.

14 Sk., pieméram, interviju ar Latvijas Nacionala arhiva direktores vietnieku Gati Karlsonu 2023. gad3,
péc Valsts Kontroles zinojuma par arhivu sistému (nav indikaciju, ka situacija 2025. gada batu radikali
uzlabojusies): Laganovskis, Guntars. Dokumentarais mantojums. lespéjas pétniecibai un riski. LV portals,
19.10.2023. Pieejams: https://Ivportals.lv/viedokli/356129-dokumentarais-mantojums-iespejas-
petniecibai-un-riski-2023, skatits 22.06.2025.

15 [Anon.]”"Domaju, kas ir tas cilvéks, kur$ var atlauties $odien stradat arhiva? Tas izce|as ka nabagmaja!”
Soctikli apspriez algas. LETA, LA.lv, 19.06.2025. Pieejams: www.la.lv/domaju-kas-ir-tas-cilveks-kurs-var-
atlauties-sodien-stradat-arhiva-tas-izcelas-ka-nabagmaja [22.06.2025.].
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iestadeés, tradicionali stradajusas galvenokart sievietes'® un $is “sievie$u profesijas”

bijusas un joprojam ir slikti apmaksatas”, iesp&jams, balstoties arhaiska prieksstata,

ka sievieti un gimeni uztur virietis/virs, tapéc sievietes amatam, konkrétai institacijai,

un attiecigajai (“sievie$u”) nozarei vai jomai kopuma pietiks ar minimumu. Latvijai
arl raksturigi, ka kultara un izglitiba de facro tiek skatitas ka sekundaras, kas gan
padomju okupacijas, gan Latvijas atjaunotas neatkaribas perioda finansétas péc atli-

kuma principa, turklat ari citur pasaulé demokratiskas sistémas $is jomas lielakoties

netiek asociétas ar varas pozicijam.'®

Tomeér, ka monografija “Filipinu kino pécdzive arhivos” (7he Archival Afterlives

of Philippine Cinema) raksta filipinie$u izcelsmes Kanadas kinozinatniece Blisa Kva

Lima (Bliss Cua Lim), ari atminu jautajums ir varas jautajums:

Lémumi saglabat, atstat novarta vai iznicinat pagatnes palickas nekad
nav neitrali; arhivu socialas eksistences pamata ir vara. Arhivésana péc
batibas ir politiska darbiba, jo ta ietver vértibu un lidz ar to ari viedokla
apliecinadanu par to, cik daudz no pagatnes tiks atlauts saglabat. Si
arhivésanas politiska dimensija prasa augstus étikas standartus tiem,
kam uzticéta kultaras atminas saglabasana. Nemot véra to, ka liela dala
arhivu darba netiek uzraudzita un apstiprinata, pagatnes saglabasana
pastavigi ir paklauta tagadnes varai.”

Tagadnes varas koncepta izpratnei svarigi ari divi citi Limas lietoti jédzieni —

arbivu klusums un arbivu vara:

16

17

18

19

Pieméram, 2024. gada saskana ar Latvijas oficialas statistikas portala datiem profesiju grupa “Arhivisti un
muzeju vecakie specialisti” (kods OC2621) bijis 1051 darbinieks, no tiem - 896 sievietes, tatad aptuveni
85 %. Sk.: Oficialas statistikas portals. Datubaze. Pieejams: https://data.stat.gov.Iv/pxweb/lv/OSP_PUB/
START__EMP__NB__NBLA/EKA110/table/tableViewlLayout1[22.06.2025.].

Latvija ir viens no lielakajiem noskirumiem Eiropas Savieniba starp viriesu un sieviesu darba samaksu.
Viens no iemesliem saskana ar oficialo statistiku: “Sievietes ir biezak nodarbinatas zemak atalgotas
nozarés un profesijas, ka ari mazak atalgotaja sabiedriskaja sektora, tacu ari vienadas nozarés un
profesijas darba samaksas plaisa pastav.” Sk.: Oficialas statistikas portals. Datubaze. Pieejams:
https://stat.gov.Iv/Iv/statistikas-temas/labklajibas-un-vienlidzibas-raditaji/dzimumlidztiesiba/6300-
dzimumu-lidztiesiba?themeCode=GE [22.06.2025.].

Gan Eiropas, gan ari Latvijas statistika sievie$u patsvars varas pozicijas un |Emumu pienem3ana

tiek mérits, analizéjot dzimumu reprezentaciju parlamenta, pasvaldibas, tiesas, uznémumu valdés.
Kultdras un izglitibas jomai vistuvakais mérijums attiecas uz zinatnisko pétniecibu - te Latvija sievieSu
Tpatsvars ir |oti augsts. Sk.: https://stat.gov.Iv/Iv/statistikas-temas/labklajibas-un-vienlidzibas-raditaji/
dzimumlidztiesiba/6298-dzimumu-lidztiesiba?themeCode=GE. Raksta autore uzskata, ka i Latvijas
ipatniba tomér vairdk apliecina nevis dzimumu lidztiesibu, bet zinatnes maznozimigumu Latvijas socialo
vértibu sistéma.

Lim, Bliss Cua (2024). The Archival Afterlives of Philippine Cinema. [Durham, North Carolinal:

Duke University Press, p. 76.

Citétaja teksta Lima atsaucas ari uz Reju Edmondsonu, kura pétijums par audiovizualajiem arhiviem ir
uzskatams par vienu no $is jomas rokasgramatam. Sk.: Edmondson, Ray (2016). Audiovisual Archiving:
Philosophy and Principles. 3rd ed. Paris: UNESCO. Pieejams: https://unesdoc.unesco.org/ark:/48223/
pf0000243973[25.08.2025.].
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Termins arhivu klusums attiecas ne tikai uz “zaudétajam filmam”
Filipinu kino korpusa, bet ari uz strukturéjosu iztrakumu (absences that
are constitutive) vésturisko narativu veidosana, sakot no pazudusajiem
valdibas dokumentiem lidz gandriz neatgtistamajai institucionalajai
vésturei. Arhivu vara nosaka ieklausanas un izslégSanas dinamiku
vésturisko narativu veido$ana, nevis tikai novértéSanas praksi, kas
institucionalizé nelielu dalu no eso$ajiem dokumentiem. Visbeidzot,
aktivisms, aizstaviba un “iztikSana” (making do) — radosi risinajumi, lai
nodrosinatu Filipinu kino arhivu turpmako pastavésanu — ir batiski
arhivu varas izpausmes veidi.*’

Limas pétijuma par centieniem (vai to neesamibu) sistematizét un saglabat
Filipinu Republikas kinomakslas mantojumu ir parsteidzosi daudz lidzibu ar filmu
arhivé$anas vésturi un problémam Latvija.*! Tas vedina domat, ka daudzas masu
arhivu un to kolekciju izmantosanas problémas varétu but saistitas ar Latvijas
kolonialo pieredzi gan Krievijas cariskas impérijas, gan Padomju Savienibas sastava.
Latvijas nacionala kino attistibu, kas bija saméra aktiva 20. gadsimta 20.—30. gados,
partrauca PSRS okupacija un kolonizacija — So procesu rezultata zuduma gaja ne tikai
neatkaribas perioda uzpemtas filmas, bet mérktiecigi tika nidétas ari atminas par
to kadreizéjo esamibu. Savukart liela dala padomju laika Latvija, Rigas kinostudija,
uznemto filmu originalu (izejmaterialu) tika aizvesti uz PSRS Valsts Filmu fonda
glabatavam un Latvijai nav pieejami joprojam.**

Mainiga institucionala piederiba, valstiskas stratégijas un atbalsta trakums
kino mantojuma saglabasanai, audiovizualo artefaktu pielidzinasana juridiskiem
dokumentiem un to glabasanas nosacijumiem, atbilstosu telpu neesamiba u. c. — tie ir
apstakli, kas raksturo arhivu situaciju postkolonialas valstis, ari Latvija un Filipinas.
Blisa Lima to sauc par anarhivu stavokli (anarchival condition), ko varétu interpretét
ari ka anarhivismu: “Anarhivo apstaklu klasts, ar ko neizbégami cinas visas atminas
institacijas, ietver muzigi klateso$o zaudéjuma, sabrukuma vai iznicinasanas iespéju,

20 Lim, Bliss Cua (2024). The Archival Afterlives of Philippine Cinema, p. 19.

21 Lidzigi tam, ko Lima raksta par Filipinam, ari Latvija ir oti maz pétijumu par arhivu darbibu politiskas varas
un sociala konteksta; ari pétijumu par dazadu arhivu vésturi nav daudz. Attieciba uz kino saglabasanu
sk.: Vavere, leva; Blumberga, Santa; Melderis, Maris (2023). LVKFFDA kino dokumentu, fotodokumentu
un skanas dokumentu uzkrasanas vésture: no analogiem dokumentiem lidz digitaliem failiem. Latvijas
Arhivi, Nr. 2, 5.-51. Ipp. Pieejams: www.latvijasarhivi.lv/index.php?1&208&view=article&art_id=1529
[25.08.2025.].

22  Kolonialisma laika tapus$o filmu piederibas jautajums ir aktuals Rietumos (tradicionali gan parasti
neskarot PSRS okupétas teritorijas), un filmu mantojuma atdo$ana ir viens no dekolonizacijas procesa
apliecinajumiem. Sk., pieméram, informéaciju par Britu filmu institGta arhiva filmu kolekcijas atdosanu
Trinidadas un Tobago Nacionalajam arhivam: Pillai, Xavier Alexandre (2025). The Repatriation of Colonial
Film. Sight and Sound, June 2025, Vol. 35, Issue 2, pp. 84-85.
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saglabajusos darbu nepietickamibu, institucionalo kolekciju nestabilitati vai islaicigumu
un ierobezotu piekluvi.”

Talak, izmantojot konkrétus Latvijas filmu piemérus, tiks aplikoti dazi tagadnes
varas aspekti kino praksé — arhivu materiala apropriacijas ipatnibas vélak uznemtas
filmas un $is apropriacijas dzimtes konteksts.

Borisa Podnieka balss
un komjauniete Velta

Rezisora Augusta Sukuta (1947-2017) dokumentara filma “Balss” (1986) ir skarba un
ironiska padomju okupacijas laikmeta kino analize, kura galvenais pétijuma objekts
ir diktora Borisa Podnieka (1924-1995) balss ideologisks izmantojums filmas un ta
ietekme gan uz pasa Podnieka likteni, gan uz Latvijas dokumentaro kino kopuma.

Apjomigakais tekstu kopums, ko diktors ierunajis, bija saistits ar filmu
hronikam jeb, padomju perioda terminologija, kinozurnaliem “Padomju Latvija”
(1940-1941, 1944-1989%), tapéc tiesi So hroniku fragmenti ka analizes materials
dominé ari filma “Balss”.

Viena no izvélétajam hroniku epizodém sakas ar tuvplanu, kura redzam
modinatajpulksteni uz kada ar macibu graimatam nokrauta naktsskapisa un péc
tam — Skietami aizmigusu jaunu sievieti, kuru $is pulkstenis modina ¢etros no rita.”
“Agrs?” — iejutigi jauta diktors Boriss Podnieks aizkadra un talit ari skaidro: “Ja, daudzi
saja laika vél nododas saldiem sapniem. Bet tu tacu esi uznémusies vienu no godpil-
najiem septingades uzdevumiem — stradat ferma un palidzét radit lauksaimniecibas
produktu parpilnibu masu zemé!” Péc tam redzams jauns virietis, kas ar lukturi roka
brien pa sniegu, un bridi vélak — ta pati sieviete ferma, apkopjot govis. No diktora
teikta uzzinam, ka vinas vards ir Velta, un dzirdam vinai veltitu uzmundrinajumu:
“Tu jau neesi viena! Kopa ar tevi strada ari citi komjauniesi!” Talak rezisors Augusts
Sukuts piemontgjis kada cita kinozurnala sizeta fragmentu, ka ari speciali filmétu
kinozinatnieka Jura Civjana komentaru par balss nozimi (uz)ticamibas radisana.
Lidz ar to Veltas stasts paliek nepabeigts un ir tikai maza dalina bez autonomas
nozimes “Balss” izveidotaja vésturisku audiovizualu liecibu mozaika.

23 Lim, Bliss Cua (2024). The Archival Afterlives of Philippine Cinema, pp. 4-5.

24 1940. gad3, talit péc padomju okupacijas, tika izveidota filmu hronika “Nedé|as apskats”. 1940. gada
novembri, sakot ar 17. numuru, ta tika pardévéta par “Padomju Latviju” (LNA_KFFDA_F194_1_841).
Savukart 1989. gada tika uznemta 21 filmu hronika “Padomiju Latvija”, bet, sakot ar apvienoto
22./23./24. numuru, ta tika pardévéta un iznaca ar nosaukumu “Latvijas hronika” (LNA_KFFDA_
F8_2_4096).

25  Aptuvenifilmas sestaja minaté. Filma “Balss” pieejama: www.filmas.lv/movie/3021[01.06.2025.].
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Virie$a inscenéta filma, viriesa balss, kas kadra un aiz kadra skaidro filmétas
sievietes sajutas, — tas ir Latvijas filmam gadu desmitiem raksturigs panémiens, sakot
ar padomju perioda kinohronikam lidz, iespéjams, popularakajai Latvijas dzimtes
studiju filmai — “Sieviete, kuru gaida?” (rezisors Ivars Seleckis, 1978).

Aprakstita filmas “Balss” epizode iezimé vairakas ar kino mantojumu saistitas
problémas. Pirmkart, protams, ar izvéléto fragmentu Augusts Sukuts pievérs uzmanibu
padomju perioda hronikali dokumentala kino fiktivajai dabai — gandriz viss $ajas
hronikas bija speciali iestudéts atbilstosi oficialas ideologijas noteiktajiem mérkiem
un bieZi vien atklati izmantots propagandai. Pieméram, minétas hronikas epizode
(81 dala filma “Balss” gan nav ieklauta) beidzas ar diktora uzrunu skatitajiem: “Darbs
kolhoza fermas gaida ari jas, jaunie draugi!”

Tacu $i raksta konteksta svarigaka skiet cita filmas iezime, kas kinomakslai
ilgstosi bijusi tipiska. Pétniece Stella Bruci (Stella Bruzzi) konstatéjusi, ka arhivs
dokumentarajas filmas parasti ticis izmantots divéjadi: ilustrativi, ka dala no véstures
raksturojuma, kas papildinats ar citiem elementiem, pieméram, intervijam un diktora
komentaru, vai ari analitiski, ka dala no politizéta argumenta vai diskusijas. Abos
gadijumos filméjumu izcelsme un autoriba vélako filmu veidotajiem reti Skiet svariga.?®

Kaut ari “Balss” ir viena no dazam Latvijas filmam, kas veic tiesi kinomakslas
vésturisku un fenomenologisku analizi un runa par makslinieka personisko atbildibu
laikmeta atainojuma, izmantotas hronikas un citi ieklautie film&jumi netiek atsifréti
ne citatu vietas, ne filmas sakuma vai beigu uzrakstos. Skatitajs lielakoties neuzzina,
kad ir filméti redzamie arhiva materiali, kurs vai kura tos ir filméjusi, un dazkart ari
filméjumu saturs uztverams tikai aptuveni. Jaatzimé, ka $ads arhivu izmantojums
jeb neautorizéta apropriacija ir globala un ilgstosa tendence, savdabigs tagadnes
varas apliecinajums pretstata arhivu materiala neaizsargatibai. (Pédéjos gados gan
§1 tendence sakusi mainities, varbat tiesi arhivu teorétiskas apjégsmes, novértéjuma
un pieejamibas ietekmé.)

Tagadnes vara, izmantojot arhivus, biezi vien ir neétiska un pat nelikumiga
autoribas konteksta, tomér filmas “Balss” tapsanas laika kolégi Rigas kinostudija
saskatija cita veida étikas parkapumus — tas noveda pie lémuma filmu “nolikt plaukta”,
respektivi, izradit tikai ierobezotam skatitaju lokam. Parmetumi bija saistiti ar insulta
skarta diktora Borisa Podnieka portretéjumu un to, ka rezisors Augusts Sukuts, ka
teica Rigas kinostudijas direktors Heinrihs Lepesko (1931-2014), “visus grékus, gribot
vai negribot, [..] uzvélis Borisam. Var bat apsadziba laikmetam. Bet Borisu nedrikst
vairs aiztikt. Ja iznemtu Borisu ara un ta vieta kadu citu veselu cilvéku, kurs strada
(nevis diktoru), es piekristu filmai ar abam rokam.”?” Ari Borisa Podnieka déls, rezisors

26 Bruzzi, Stella (2006). New Documentary: A Critical Introduction. 2nd ed. London; New York: Routledge,
p. 26.
27 Latvijas Nacionala arhiva Latvijas Valsts arhivs (LVA), 416 f., 4 apr., 411. 1., 86. Ip.
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Juris Podnieks (1950-1992) uzskatija, ka téva atainojums filma ir nepienemams, un
Makslas padomes sédé teica:

Katram laikam ir savi patiesibas griesti. Es domaju, ka Sukuts taisis citu
kino. Sukuts ari melo $odien. Tapat. Vél vairak, ka toreiz meloja. Tevi
interesé tas, kas ietilpst tava koncepcija. Tev nesap tas, kas bijis, bet tu
to izmanto. Tiri étiski tévs varbat to noris. Kaut gan vienigais, kas tévu
tur pie dzivibas, ir doma, ka vin$ sava dzivé, ar savu balsi ir kaut ko
paveicis. Sukuta filma So diedzinu pargriez.”®

Masdienas daudzi pasaules filmu arhivi no rapigi sargatam bundzu un citu
artefaktu neséju kratuvém pamazam ir parvértuies par atvértam institficijam,
kuru kolekcijas ir digitalizétas un biezi pieejamas pat personu privatajas iericés — tas
attiecas ari Latvijas Nacionala arhiva Latvijas Valsts kinofotofonodokumentu arhivu
(LNA LVKFFDA) un ta digitalo kratuvi “Redzi, dzirdi Latviju!”*. Ari filma “Balss” ir
brivi pieejama ikvienam interesentam, dodot iespé&ju katram skatitajam pasam spriest
par Sukuta piedavato Borisa Podnieka portretéjumu un kino véstures interpretaciju.

Tomeér aplukotas filmas un lidzigu materialu pieejamiba arhivos daudzos
gadijumos vél nenozimé pieeju jégpilnai informacijai: ja izmantota avota (Saja
gadijuma — filmu hronikas) dati nav noraditi, to identificét ir sarezgiti. Pieméram,
lai atrastu Augusta Sukuta filma izmantoto hroniku ar agra rita uzmodinato komjau-
nieti Veltu, ir dotas tikai daZas aptuvenas norades. Noderigs fakts ir filma minéta
septingade — tada padomju okupacijas laika bija tikai viena (1959-1965), viss paréjais
periods tika rékinats piecgadés.

Kino pétniekiem palidz zinasanas par filmu stilistiku — personu vietniekvardi
un tie$as uzrunas dokumentaro filmu un hroniku tekstos paradijas 50./60. gadu
mija un veélak tika definétas ka poétiskajam dokumentarajam kino atbilstosas.?
Viens no pirmajiem Latvija, kas personiski adresétas uzrunas saka lietot hronikas
un dokumentarajas filmas, bija rezisors Aloizs Brends (1929-1998). Un tie$am —
sadi mekléjot, raksta autorei izdevas atrast “Balsi” izmantoto sizetu — tas ietilpa
Brenca veidotaja hronika “Padomju Latvija”, un ir pat zinams, ka sizeta filmétajs
bijis operators Laimonis Gaigals (1922-1990).%" Talak, noskatoties sizetu pilniba,
iesp&jams uzzinat, ka filméts Dobeles rajona kolhoza “Stalina cel$” un taja ir redzams
kolhoza komjaunatnes sekretars Janis Feirabends — vins$ ir tas virietis, kas sniegputeni

28 LVA, 4161, 4apr, 411.1, 86. lp.

29  Pieejams: www.redzidzirdilatviju.lv/Iv.

30  Vairak sk.: Pérkone, Inga (2013). Tu, lield vakara saule! Esejas par modernismu Latvijas filmas. Riga:
Neputns, 19.-33. Ipp.

31 Padomju Latvija, 1960, Nr. 5, Rigas kinostudija, rezisors Aloizs Brencs, sizeta operators Laimonis Gaigals,
LNA_KFFDA_F8_2_1736.
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sauc, ka no hronikas uzzinam, savu masu. Un tikai ta, nemot paliga arl padomju
laika periodiku®?, var noskaidrot, ka uz ekrana redzama Velta ir kolhoza slaucéja,
pirmrindniece Velta Feirabende...

Filmé&jumi bez identifikacijas, personas bez identitates un (lielakoties) bez balss
(Velta sizeta neko neruna, vinas vieta visu pasaka diktors) — tie ir tikai dazi pieméri tam,
ka izpauzas varas pozicija, veidojot, izmantojot un ietekméjot arhivus un atminas.”

“Meérijas celojums” un sievietes skatpunkts

Rezisores Kristines Zelves filma “Meérijas celojums” (2018) dazadu politisku periodu
filmu hronikas sasaistitas, izmantojot Mérijas Grinbergas vecakas (1881-1973) dienas-
gramatas. Pateicoties meistarigai arhivu audiovizuala materiala un dienasgramatu
teksta montazai, ka ari sievietes (aktrise Marina Janaus) balsij, agraku laiku filméjumi
iegust personisku skatpunktu. Rezisore rupigi izraudzijusies tekstus un actélus ta, lai
tie papildinatu cits citu un veidotu it ka jau ieprieks saskanotu stastijjumu. Savukart
notikumos, par kuriem audiovizualu arhivu nav, Zelve izmantojusi inscené&jumu —
iesaistiti aktieri, veidoti laikmetam atbilstosi interjeri un térpi.

Arhivu un inscenéta materiala sakauséjums, biezi — izmantojot ari animaciju,
klast par raksturigu masdienu kino iezimi. Péc filmas “Mérijas celojums” iznaksanas
Meérijas Gribergas dienasgramatas tika publicétas.’* Savukart filma izstastito stastu
par muzeologi Mériju Grinbergu jaunako (1909-1975) un vinas mati — etnografi
Meériju Grinbergu — Zelve paplasinajusi lidz dzimtas stistam romana “Grosvaldi”.*

1945. gada 8. maija (Skiet, ieraksts turpinats 9. maija), Mérija Grinberga raksta:

Sorit mani apsveic: “Miers!” Pa skalruni izsludinata liela svétku diena.
[..] Sakas neskaitami gajieni. Starp pavasara zalumiem plandas sarkanie
karogi, saulité cilvéki stiepj Snapsta pudeles, spélé jauka mazika, priecigi
parisi militaras drébés iet zem rokas. [..] Viens privatais piedzéries, ar otru
ta sakeérusies, ka knapi tiek uz prieksu, sak budoties.*

32 Sk., pieméram: [Anon.] (1958). Kolhozu labakas slaucéjas. Brivais Darbs (Dobele), 10.06.

33 Arfjaunlaiku filma, kas daléji uznemta Latvijas kopiena arvalstis, diemzél ir konstatéjama lidziga pieeja.
Kritike Dita Jonite par filmu “Vairak ka deja” (Pauls Dombrovskis, 2025) raksta: “Apméram pirmajas desmit
filmas minatés rodas jautajumi - kas ir Sie cilvéki kadra, kura pasaules vieta tas notiek, vai stasts bas par
Latviju vai latviesiem, par deju vai deju svétkiem?”. Sk.: Jonite, Dita (2025). Vairak ka deja. Més uzkapam
kalnina... Kino Raksti, 19.06. Pieejams: www.kinoraksti.lv/domas/recenzija/vairak-ka-deja-mes-uzkapam-
kalnina-1374 [25.08.2025.].

34  Grinberga, Mérija (2021). Mana pasaku zeme: Mérijas Grinbergas atminas un dienasgramatas. Riga:
Latvijas Mediji.

35  Zelve, Kristine (2021). Grosvaldi. Riga: Neputns.

36  Grinberga, Mérija (2021). Mana pasaku zeme: Mérijas Grinbergas atminas un dienasgramatas, 477. lpp.
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Seit Mérijas Grinbergas teksts citéts ieskatam, originala tas ir garaks un bagats
ar vizualam detalam, kas cita citu papildina, veidojot daudzpusigu, gara acim ierau-
gamu notikumu, — tapéc to var dévét par filmisku péc dabas, un nav brinums, ka
Zelve o tekstu izmantojusi filma un vélak — reducéta veida — ari romana?. Rezisorei
izdevies atrast atbilstosus hronikas filméjumus pat specifiskam Meérijas Grinbergas
dienasgramata minétam detalam — pieméram, tuvplana fikséts, ka divi viriesi, atbilstosi
sava laika ierasam, kaismigi bucojas.

Tomeér ari filma “Meérijas celojums” nav atsifréti izmantotie filméjumi un to
autori (beigu titros gan noraditas arhivu institacijas un digitalas kolekcijas®). Tacu,
salidzinot ar filmas “Balss” slaucéju Veltu, tadu notikumu ka Uzvaras diena, kura tiek
svinétas Otra pasaules kara, padomju izpratné — Liela Tévijas kara — beigas, arhiva
atrast, protams, ir vienkarsak. Kristine Zelve ka ilustraciju Grinbergas dienasgramatas
ierakstam apkopojusi materialu no divam 1945. gada kinohronikam “Padomju
Latvija” — Nr. 2% un Nr. 3*. Abiem zurnaliem ir vairaki operatori: Jakovs Marc¢enko
(1908-1969), Konstantins Stankevi¢s un Irina Kasatkina, vélak Rigas kinostudija
pazistama ka Irina Masa (arl Mass, 1917-1991).

Ta nu izradas, ka filméjumiem, kam Kristine Zelve ar vésturisku tekstu pali-
dzibu pieskirusi sievietes skatpunktu, tads vismaz daléji — abas minétajas hronikas
nav precizi noradits, kur§ no operatoriem ko ir filméjis, — ir piemitis jau sakotngji!
Tomeér vienlaikus te veidojas ari zimigs noskirums un skatienu daudzslanainiba:
Meérijas Grinbergas skatiens bija ne tikai sievietes, bet ari okupétas valsts pilsones
skatiens — padomju vara vinai bija atnémusi gan dzivokli, gan tautastérpu veikalinu,
batiba izpostijusi gimeni, savukart Irina Kasatkina ieradas lidz ar Sarkano armiju,
un uzsaka veiksmigu filmdares karjeru okupéta un kolonizéta teritorija.

Vélak intervija Irina Masa atceréjas: “Es saku stradat Rigas kinostudija 1945. gada
marta. 9. maija rita man izdevas uzfilmét Joti emocionalu kadru: pa ielu iet muzikanti,
viens sit bungas, otrs pas tauri. Sejas priecigas.”' Minétais kadrs (atmina gan bija
Masu pievilusi: bundzinieka partnerim ir nevis taure, bet gan vijole; blakus ir ari
cilvéks ar akordeonu) ir ietverts gan hronika par Uzvaras dienu, gan ari izmantots
Zelves filma “Mérijas celojums™2.

37 Zelve, Kristine (2021). Grosvaldi, 371. lpp.

38  Latvijas Valsts Kinofotofonodokumentu arhivs, Agentur Karl Héffkes, Footage Farm, Ciné-Archives
(Fonds audiovisuel du PCF).

39  Padomju Latvija, 1945, Nr. 2, Rigas kino-kronikas studija, rezisors Nikolajs Karmazinskis, LNA LVKFFDA,
F8-2-149. Zurnala téma: Pirmais maijs Riga.

40  Padomju Latvija, 1945, Nr. 3, Rigas kino-kronikas studija, reZisors Nikolajs Karmazinskis, LNA LVKFFDA,
F8-2-150. Zurnala téma: Uzvaras svétki.

41 Litvinova, Irina. (1979). Mera pravdy - pravda. Sovetskaja molodez', 09.05.

42 Aptuvenifilmas 15. minaté.
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Irina Kasatkina (Masa) bijusi operatore apméram 600 kinozurnalu sizetiem*,
tomér vinas skatiens jeb autoriba audiovizualo arhivu konteksta joprojam uzskatams
drizak par anonimu. Ne velti kada intervija, runajot par filmu hronikam, Irina Masa
saka: “Gribétos, lai operatori varda vislabakaja nozimé klitu par savu darbu autoriem.”*

Vél viena no retajam Rigas kinostudijas operatorém sievietém — Rata (ari Ruta)
Urbaste (1933-2018) — teikusi lidzigi: “Par svarigako tiek uzskatits tas, ka es esmu
vieniga kinooperatore republika. Bet tas tacu nebut nav galvenais. [..] Kinofilma — ta
ir mana piezimju gramatina, mani uzskati, manas domas. Par operatoru batu jaraksta

tiesi tas, ka vin$ filmé, kads ir vina “acs raksts””.®

Nobeigums

Raksts ieskicé dazus no pétnieciskiem jautajumiem, kas saistiti ar filmu mantojuma
un kino arhivu socialo vésturi un tas dzimtes aspektiem. Jaatzist, ka §i ir arkartigi
plasa, Latvijas kino teorija un vésturé gandriz neskarta téma, kuras talakai izpétei
nepieciesams gan faktu apkopojums, gan statistikas dati, gan ari filmu saturiska un
estétiska analize. Tomér no pieejama un raksta apskatita materiala var secinat, ka
Latvijas filmu mantojuma atrodams arkartigi bagats audiovizuals materials, kuru
veido visdazadakie skatpunkti un to vélakas apropriacijas un interpretacijas.

Raksts sagatavots, Tstenojot valsts pétijumu programmas “Latvijas kultara - resurss valsts attistibai” (2023-2026)
projektu “Latvijas kultiras ekosistéma ka resurss valsts izturétspéjai un ilgtspéjai” / CERS (Nr. VPP-MM-
LKRVA-2023/1-0001).

43 Rieksting, lvars (atb. red.) (1980). Kino. Kinoskatitaja rokasgramata. Riga: Galvena enciklopédiju redakcija.
44 Elsberga, Livija; Niklase, Liga (1975). Kinokamera cela. Literatira un Maksla, 07.06.
45 Bérzina, A.(1977). Ne jau tas ir galvenais - vieniga... Padomju Jaunatne, 08.03.
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Film Archives and the Female Gaze

Summary

The article Film Archives and the Female Gaze introduces key contemporary film
theory concepts related to the use and interpretation of film archives and found
footage. It addresses issues concerning film heritage and the social history of film
archives, while also discussing aspects of political power, colonialism, and gender.
A close reading of the Latvian documentary films Balss (The Voice, dir. Augusts Sukuts,
1986) and Merijas celojums (Mary’s Journey, dir. Kristine Zelve, 2018) explores the
archival or present-day power in film practice — specifically, how archival material is
appropriated in later works and what gender perspectives emerge through this process.

Keywords: Latvian film heritage, film archives, archival effect, social history of film
archives, gender studies, feminist film theory and history, feminist media history.
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Co-Creating the Archive:
A Case of the Exhibition
All’s Good Between Us (2024)

Summary

The article focuses on different forms of the archive presented in the exhibition
All's Good Between Us (2024), which aimed to highlight the discourse of queerness
and gender in art and cultural environment in Latvia. The focus was on storytelling
as a strategy for memory and community building, using the exhibition format both
as a platform and as a method for new knowledge creation. In this article, I examine
several artistic and cultural queer archive initiatives in the Baltic region, highlighting
their role in documenting and narrating LGBTQIA+ history and contemporary
experiences. The article also reflects on the potential of the archive as a starting
point for history writing in the context of queer history, which often exists outside
institutional frameworks. In light of this, the article expands on the works produced
for the exhibition A/l’s Good Between Us and their strategies for addressing, redefining,
and reinventing the archive in interaction with the exhibition’s visitors. The new
works by ten artists and researchers, created for the exhibition, challenged traditional
notions of the archive and highlighted the need for innovative, collaborative, and
participatory approaches to archive-making, emphasizing engagement and co-creation
in shaping historical narratives.

The analysis of the exhibition is framed from the curator’s standpoint, maintain-
ing a balance between empirical evidence and subjective interpretation. This approach
was deliberately chosen, considering that queer archives and experiences often involve
complex narratives that challenge traditional historical frameworks. By combining
empirical rigor with interpretive reflection, the analysis in the article aims to foster
a nuanced and respectful understanding of these layered stories.

Keywords: exhibition, archive, storytelling, co-creation, queer histories,
contemporary experiences.



In 2024 as part of the Latvian Centre for Contemporary Art (LCCA) program,
the exhibition A//’s Good Between Us' took place in an off-space in a rented flat on
Dzirnavu Street 21a in Riga, Latvia. The exhibition’s primary aim was to stimulate
and engage with queer and gender discourse within the local art and cultural
landscape.? In doing so, it emphasized observational and interaction-based strategies
over theoretical perspectives, grounding the conversation in empirical evidence and
experiences relevant to current discussions. Within the framework of the exhibition,
queerness was viewed not only in terms of gender and sexuality but also as a means to
challenge power relations in social and cultural contexts. The goal was straightforward:
to rethink the engagement of the past with the present from a queer perspective and
to focus on storytelling as a strategy for remembering and community building.
The exhibition functioned both as a method and a platform for knowledge creation,
rather than merely reflecting reality.

In the article, I examine several queer archive initiatives across the Baltic region
and neighboring countries, focusing on artistic and cultural strategies. I question
whether the archive can function not simply as a repository of historical sources
but as a generative condition for rewriting histories that have been fragmented,
suppressed, or erased. My approach combines methods from curatorial studies, visual
culture analysis, and queer historiography. I position curatorial practice as a situated
form of knowledge production and emphasize how selection, contextualization, and
speculative storytelling can transform archives into active sites of meaning-making
and critique. Within this context, I discuss the artists’ contributions to the exhibition
All's Good Between Us. Their work represent both creative and speculative attempts to
understand how memory can be and is constructed, and how archives when presented
in exhibition form can engage the audience. The exhibition approached archives
outside institutional frameworks, exploring their different forms and potentials
while narrating queer histories and contemporary experiences. It viewed the archive
through three artistic lenses: what exists, what can be imagined, and how we might
document the present.

1 All’'s Good Between Us, 14.02.-31.03.2024., Dzirnavu iela 21a, Riga, Latvia, curated by the author of the
article herein.

2 Additionally, exhibition included voices from outside the Latvian cultural environment in its public
program with discussions, presentations and film screenings. Full program available at:
https://Icca.lv/en/exhibitions/all-is-good-between-us-/#izstade [02.10.2025.].
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Exhibition A/’s Good Between Us

For the Latvian Centre for Contemporary Art (LCCA), the archive has been an
important not only as a tool and as a resource but also as a mindset that enables
institutional critique and encourages rethinking the past and its connections to
current processes. This approach is linked to the LCCA’s institutional structure,
function, and its inherited archive, which was developed in the 1990s by the Soros
Centre for Contemporary Arts-Riga.” Over the past decade, the focus has been on
contextualizing the archive to explore themes such as gender, minorities, individual
and cultural memory, and environmental issues.

One effective way to reinterpret the past has been through contemporary art
strategies and collaboration with scholars from the Baltic region and former Socialist
Bloc countries. More recently, there has been a growing emphasis on documenting
current processes to recognize the diverse experiences of various social groups and
identities through art and culture.

The outcome of this approach was the exhibition A/l’s Good Between Us,
which brought together reflections by ten artists and researchers on how LGBTQIA+
histories are narrated and documented in the local context. The exhibition explored
not only how political and economic factors affect the visibility and existence of the
archive but also how social and individual consciousness can influence, challenge,
and stimulate processes of memory and representation.

The title of the exhibition A/’s Good Between Us was derived from the play*
of the same name by Polish writer Dorota Mastowska (b. 1983). The play tells the
story of three generations of women — an elderly grandmother who survived World
War I, a mother raised under communism, and a daughter growing up in a capitalist
world. They all live together in a small apartment in Warsaw, where their daily lives
reveal the impact of twentieth-century Polish history on social and national identity
and contemporary culture.

The reference to the play become significant due to its portrayal of a social
environment that mirrors everyday life in Latvia, where the past continues to shape
perceptions of various social norms. Notably, the title A/’s Good Between Us takes
a provocative stance by asking: How can everything be good when we know it’s
complicated?

3 When the Soros Center for Contemporary Art-Riga began its work in 1993, one of its main tasks
was to collect and disseminate information about contemporary art in Latvia. Guidelines on how to
structure dissemination were provided by the Open Society Foundation and implemented by local art
specialists, who collected information on art processes in the form of artists’ portfolios, exhibitions, work
descriptions, and documentation. Even after the SCC-Riga ceased its work in 1999 and its functions were
taken over by the LCCA, the information in the archive continued to be added to, revisited, and expanded.
Today, the archive contains audio-visual and textual materials about local and international contemporary
art events dating back to the 1960s.

4 The play All’s Good Between Us (Miedzy nami wszystko dobrz) was first published in 2008, with a Latvian
translation released in 2016.
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Métra Saberova, §!ipl<as (Slippers), 2024. Installation view of All’s Good Between Us.
Latvian Centre for Contemporary Art. Photo by Ingus Bajars
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The play’s narrative uses exaggerations, escalations, and satirical comparison
to depict the landscape of a post-socialist country from a stereotypical perspective on
the one hand, and to highlight cultural, economic, and political conflicts between
different identities and their social statuses on the other. Beyond the satire and
stereotypes, the generational context was particularly important — the relationships
between generations and their historical and political experiences, how they interpret
processes, why some things are understood while others are denied, and how rereading
history can help to destigmatize certain positions.

During the preparation of the exhibition, conversations with artists and
researchers also revealed that generational divides significantly contribute to the lack
of sustainable knowledge and understanding of LGBTQIA+ histories, both in broader
society and within the LGBTQIA+ community. This context led to the choice of
the archive concept as the exhibition’s conceptual foundation — whether the archive
is lost, found, or yet to be created.

The exhibition refrained from adopting queer and gender theoretical frameworks,
instead choosing to focus on artistic sensibility in its approach. This strategy was chosen
as a curatorial tactic to emphasize the initiatives and methods of the participating
artists. By doing so, the exhibition explored how memory can be constructed and
restored through social awareness and empathy, incorporating interactive strategies
to engage the audience.

The featured works highlighted the significance of creativity and the freedom
to interact with the archive. Participants engaged with the archive in diverse ways —
through invention, creation, performance, and reimagining — thereby fostering a
dynamic and multifaceted experience. The exhibition and its public program brought
together artists based in Latvia and the Baltics, creating a space for the local community
and a broader audience to explore, share, and discuss. The exhibition’s reflective and
audience-involving gestures exceeded expectations: they allowed younger generations
to connect with the past and gave older generations a renewed sense of purpose in
their ongoing struggles for LGBTQIA+ visibility.”

Within the exhibition artist Konstantin Zhukov (b. 1990) brought to light the
unwritten histories of the LGBTQIA+ community, illuminating the invisible narratives
embedded in everyday spaces that need to be uncovered and shared. To address the

5 The exhibition attracted a total of 2,467 visitors, predominantly from the younger generation, while also
capturing the interest of older audiences. A notable example was the visit from AGIHAS, a support group
for individuals living with HIV/AIDS, who spent considerable time engaging with the exhibition, discussing
their experiences, and sharing their testimonies. Intergenerational collaboration and involvement in the
exhibition were further strengthened by the participation of the LCCA mediator team and its Youth Club.
Seniors from the Art Mediator program and participants from the Youth Program collaborated to mediate
and discuss the exhibition’s narratives surrounding the LGBTQ+ community in Latvia. Every day, the
exhibition was managed by a pair: one from the Art Mediator program and one from the Youth program.
Together, they explored the exhibition’s themes and helped visitors connect with the artworks and stories.
This collaborative setup fostered meaningful dialogue among LCCA participants and revealed diverse
ways of sharing the rich narratives of the LGBTQ+ community, offering valuable insights from different
generations.
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Konstantin Zhukov, Black Carnation. Part Three, 2024. Installation view of All’s Good Between Us.
Latvian Centre for Contemporary Art. Photo by Ingus Bajars
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knowledge gap created by the layering of eras and their prevailing perspectives, designer
Rata Jumite (b. 1993) and education program curator Ieva Laube, in collaboration
with critic Vents Vinbergs (b. 1979), created The Living Room of Stories, opening up
possibilities for documenting LGBTQIA+ histories in Latvia and demonstrating how
this can be done by engaging a broader audience.

Kri$janis Elviks (b. 1992) explored the potential of documenting stories through
social engagement, addressing fear within the queer community and its resonance with
wider social processes. Métra Saberova (b. 1991) used her textile archive, comprising
materials from drag performance costumes she created, and “archived” them in specially
sewn slippers, which visitors were invited to wear during their visit to the exhibition.

Artist Ingrida Pi¢ukane (b. 1978), together with Monta Cimdina (b. 1987),
addressed the question of rewriting history through the life and creative legacy of
artist Felicita Pauluka (1925-2014), uncovering silent episodes in official narratives
and challenging stereotypical assumptions of time and gender.

The exhibition also showcased works by photographer Zenta Dzividzinska
(1944-2011) from her yet-to-be-researched archive, now preserved in the Art Collection
of the Latvian National Library. Her creative explorations resonated with Felicita
Pau]uka’s artistic inquiries, both aiming to transcend imposed norms and reshape
conventional narratives within the context of their respective eras.

By emphasizing diverse and multi-layered identities and their conflicts with
social norms and assumptions, Annemarija Gulbe’s (b. 1997) work explored the
possibilities of interpreting identity in a society where reality intertwines with fiction
and the layers of social expectations. In response, Atis Jakobsons (b. 1985) created
an installation designed to activate the viewer’s senses, encouraging a perception that
liberates one from the everyday and challenges the boundaries of fixed and singular
identity in public space.

Do Archives Create the Starting Conditions
for History? Reimagining the Archive

The archive is a powerful concept and institution. As demonstrated in Estonian artist
Jaanus Samma’s (b. 1982) exhibition and research project NSFW: A Chairman’s Tale,
the archive can serve as a space where the past is actively reconstructed, silences are
confronted, and marginalized voices erased by dominant narratives can be reclaimed.”

6 Jaanus Samma. Not Suitable for Work: A Chairman’s Tale. The Estonian Pavilion at the 56th Venice Biennale
9.05.-22.11.2015, curated by Eugenio Viola.

7 Viola, Eugenio; Poldsam, Rebeka (Eds.) (2015). Jaanus Samma. Not Suitable for Work: A Chairman’s Tale.
Berlin: Sternberg Press, p.125



CO-CREATING THE ARCHIVE: A CASE OF THE EXHIBITION ALL'S GOOD BETWEEN US

But what happens when such an archive does not exist? How does one build it, and
can it truly become a point of origin for history? Scholar Ann Cvetkovich argues
that lesbian and gay history require a “radical archive of emotion” — one capable of
capturing “intimacy, sexuality, love, and activism”, all of which resist documentation
through the conventional materials of traditional archives.®

Because of homophobia and the lack of acceptance of the Other, queer histories
exist mostly outside state institutions such as archives or libraries. The situation of
queer archives in Latvia — and even in broader global contexts — is layered with multiple
social, political, and cultural dimensions shaped by time and individual histories.
One of the recent and important studies on queer histories in Latvia, the collective
monograph In Silence: Queers, the Soviet Power and Society in Latvia, 1954—1991,
sheds light on the complicated process of historiography, in which not only the lack
of material denies access to knowledge, but also the people who hold that knowledge
may withhold it for various reasons.’

To date, the acknowledgment of queer culture and its manifestations in the
cultural space of Latvia has culminated in several important studies and publications."’
However, the exploration of these questions in art has remained rather marginal
and somewhat silenced. Although queer narratives have been a constant presence
in contemporary art exhibitions, it is rare for an exhibition to be dedicated solely to
this topic."

Nevertheless, we are currently experiencing a moment in which various projects,
exhibitions, and research initiatives are being carried out that highlight unknown,
marginalized, and oppressed narratives, while seeking to redefine conventional
assumptions about the body, identity, sexuality and equality."” Focusing specifically on
archival strategies in relation to culture and art, one of the most significant initiatives in

8 Cvetkovich, Ann. An Archive of Feelings: Trauma, Sexuality, and Lesbian Public Cultures. Durham, NC:
Duke University Press, 2003. Available at: https://www.are.na/block/10659431[13.10.2024.].

9 Lipsa, Ineta; Verding, Karlis; Zellis, Kaspars (sast.) (2024). levads. lerakstit vésturé. Klusuma. Kviri, padomju
vara un sabiedriba Latvija, 1954-1991: zinatniska monografija. Riga: Friedrich-Ebert-Stiftung, pp. 7-24.

10 Among the key researchers in this field, it is essential to acknowledge Ineta Lip3e, Karlis Vérding, and Janis
Ozoling, who have published numerous articles on topics related to homosexuality in academic journals
and books. A significant contribution to revealing the histories of homosexuals in Latvia, as well as in other
Soviet countries, not only to the public in Latvia but also to an international audience, has been Ineta
Lip3e's discovery of the diary of Aleksandrs Irbe (1906-1996). This diary was published in the first volume
titled Slépta dzive. Homoseksuala dienasgramata 1927-1949 (2021).

1" One of the groundbreaking exhibitions in Latvia dedicated to queer themes was Slash: In Between the
Normative and the Fantasy (2015), curated by Kaspars Vanags at the Contemporary Art Center KIM?.

An important gesture in the same direction was the exhibition Balsis (Voices) held at Gallery Low (2022)
and curated by Métra Saberova. Another significant contribution expanding the queer context in the
Latvian art scene was the exhibition by the artist duo Skuja Braden at the Latvian Pavilion of the 59th
Venice Art Biennale in 2022, curated by Solvita Krese and the author of the article herein.

12 To mention just a few among many others: In the Name of Desire, Latvian National Museum of Art (2024),
We Don’t Do This. Intimacy, Norms, and Fantasies in Baltic Art, MO Museum, Vilnius (2024); and Elisarion.
Elisar von Kupffer and Jaanus Samma, KUMU, Tallin (2024).
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the region was established in 2015 by Polish queer artist Karol Radziszewski (b. 1980).
His Queer Archives Institute (QAI) is dedicated to researching, collecting, digitizing,
presenting, exhibiting, analyzing, and artistically interpreting queer archives, with
a focus on Central and Eastern Europe." In recent years, the archive has also incor-
porated voices from other continents, such as South America, emphasizing the need
to decenter queer narratives that have largely been shaped by Western perspectives.

Radziszewski collects objects and information for the archive primarily
through direct contact with the subjects and eyewitnesses of the events. Recording
and documenting living memory is his priority, but an important starting point of
the archive is Radziszewski’s friendship with Ryszard Kisiel (b. 1948), one of the first
gay activists in postwar Poland and the creator of the gay zine Filo."” Through this
friendship, Kisiel’s collection of magazines, documents, and photographs documenting
the social life of homo, bi-, trans-, and queer people in Soviet-era Poland serves as a
foundation of the archive, which has also been the subject of various exhibitions and
academic lectures by Radziszewski.

The QAT has become internationally well known, and through its narratives it
aims to foster the self-awareness of queer communities before and after 1989. This is
particularly important when viewed in the context of the political climate in Poland
in recent years — especially during the governance of the Law and Justice (PiS) party
between 2015 and 2023, a period marked by systematic suppression that sought
to erase these histories. In this case, the archive serves not only as a foundation for
history but also as a form of resistance and resilience.

Another project following a similar approach is Igristi — a space for queer
social and cultural action based in Vilnius, Lithuania. It is one of the few examples
and initiatives in the Baltics that, as an institution, actively collects and reflects on
queer histories. As the founders” define it, [Sgristi’s activities encompass queer culture,
archiving, and psychosocial welfare.'® In addition to the Kreivés festival and running
a queer gallery, library, and information and support center, one of their key objectives
has been building of the Lithuanian Queer Archive. The archive was launched in
2020 with the goal of consolidating and systematically collecting historical materials.

13 Queer Archives Institute. Available at: http://queerarchivesinstitute.org/ [13.11.2024.]; Radziszewski,
Karol (2016). In Search for Queer Ancestors. L'Internationale Online.
Available at: https://archive-2014-2024.internationaleonline.org/research/decolonising_practices/55_in_
search_for_queer_ancestors [13.11.2024.].

14 The magazine Filo was founded in 1986 as a small underground zine. Filo evolved into a monthly
magazine after the collapse of socialism in 1989, when it began regular distribution and was published
until 2001 (as a zine until 1990).

15  The organization is led by Augustas Ci¢elis, and the team consists of seven people in total, including
Viktorija Kolbesnikova and Anton Karyuk, who are responsible for managing the archive.

16 ISgirsti. Lietuvos Queer Archyvas.
Available at: https://isgirsti.lt/archyvas/kaip-isgirsti-tyla-lietuvos-queer-archyvas/ [13.11.2024.].
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Among the many questions the archive seeks to illuminate, one stands out:
“How do we find and preserve what is outside the state narrative?”" In addressing this
question, it is crucial to recognize how ISgirsti’s work embodies both social awareness
and action — not only preserving queer stories but also making them widely accessible,
allowing anyone who connects with them to engage meaningfully. For instance, in
addition to its extensive digital archive and library, the archive hosts a collection of
experiences from the COVID-19 pandemic. The digital recording project Queer
COVID Archive provides a platform to listen to the stories of LGBTQIA+ community
members, sharing what they felt, did, and overcame during this time.

Among the various archive-making initiatives, it is crucial to highlight another
project that responds to constantly changing social and political environments by
recognizing the importance and role of regional histories in relation to queer narratives.
This initiative, titled Pink Submarine, has been implemented by Finnish artist Kalle
Hamm (b. 1969) and sociologist Antti Jarvi (b. 1977). The project involves collecting
oral histories about LGBTQIA+ migration in the Baltic Sea region from the 1960s
to the present day, focusing on Helsinki, Stockholm, Copenhagen, Tallinn, Riga,
and St. Petersburg. Since the project began in 2021, testimonies have been collected
by a seven-person working group each respective country, and based on this mate-
rial, a cultural-historical exhibition, M/S Baltic Queers — Experiences of LGBTQAI+
Migration, was presented at the Helsinki City Museum at the end of 2024."

The project examined the impact of movement on the daily lives of sexual
minorities — when and how people decided to leave their countries, why they left,
how they felt about settling in their new homelands, how information was exchanged
between countries, and how rainbow communities have communicated with one other.

The work of Lgirsti, QIA, and Pink Submarine emphasizes the importance of
innovative archival practices in securing diverse narratives of LGBTQIA+ histories.
By reimagining archival processes through artistic and creative perspectives, they have
opened up possibilities in the region not only to document existing narratives but also
to create new frameworks for understanding contemporary experiences. These efforts
underscore the need for continuous, collaborative, and participatory approaches to
archive creation, emphasizing engagement and the co-creation of historical records.

Similarly, All’s Good Between Us aimed to challenge traditional notions of the
archive, inviting a reconsideration of the boundaries of fixed knowledge within the
context of evolving identities and histories. In the following sections, I will explore
the artworks and artistic approaches to the archive developed within the exhibition

17 Isgirsti. Lietuvos Queer Archyvas. Available at: https://isgirsti.lt/archyvas/kaip-isgirsti-tyla-lietuvos-queer-
archyvas/[13.11.2024.].

18  Helsinki City Museum. M/S Baltic Queers - Experiences of LGBTQAI+ Migration. Available at:
www.helsinginkaupunginmuseo.fi/en/exhibitions/m-s-baltic-queers-experiences-of-Igbtgai-migration
[16.01.2025.].
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project, examining how they disrupted traditional narratives, reclaimed overlooked
histories, and redefined the role of memory in contemporary art practice.

Existing Archive: Challenging
Traditional Notions of the Archive

To explore how existing archival practices can challenge traditional notions of authority
and historical truth, the exhibition highlighted the distinctive narratives of photographer
Zenta Dzividzinska (1944-2011) and painter Felicita Pauluka (1925-2014). Their
work brought to the fore the diverse experiences of creators whose archives have
been historically overlooked, misrepresented, or interpreted according to dominating
patriarchal and heteronormative social structures. Dzividzinska’s once-marginalized
work is now receiving overdue recognition, while a newly published collection of
letters to Pauluka' is reshaping our understanding of her life and artistic journey.
Together, their stories expose the persistent tension between entrenched historical
hierarchies and the evolving reinterpretation of artistic legacies — especially through
the lens of women artists’ experiences.

The majority of Zenta Dzividzinska’s and Felicita Pauluka’s works were created
during the Soviet era, where their artistic expressions directly confronted the rigid social
and ethical norms of the time — particularly those surrounding gender and sexuality.
It is essential to recognize that Soviet ideology, through its enforcement of Socialist
Realism as the dominant artistic doctrine, systematically suppressed individuality
and sensuality. This framework promoted collective, ideologically sanitized imagery,
framing the body as a symbol of labor, productivity, and ideological conformity.
Art was expected to portray idealized, heroic figures, muscular, masculine, and
heteronormative, reinforcing the state’s narrative of progress and collective unity.
Yet, it was these constraints that compelled artists to push boundaries. The creative
exploration of nudity and eroticism in Baltic art of this period has been interpreted by
Estonian art historian Katrin Kivemaa (b. 1969) as both a “continuation of national
modernist art culture of the independent interwar period and an act resistance to
official Soviet modernity”.*

However, this has largely contributed to the consolidation of a certain view
of the body based on a patriarchal and masculine interpretation dominating in the

19 Burane, Ingrida; Beinare, Dina (2021). Milu Tevi: gleznotéja Jana Paujuka véstules maksliniecei Felicitai
Pauukai. Riga: Zinatne, p. 221.

20 Kivimaa, Katrin (2009). Private Bodies or Politicized Gestures? Femail Nude Imagery in Soviet Art.
Pejic, Bojana and Museum Modern Kunst Stiftung Ludwig Wien (Eds.). Gender Check: Femininity and
Masculinity in the Art of Eastern Europe. Vienna: Mumok.p. 114
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Zenta Dzividzinska, Nudes, 1967. The National Library of Latvia Art Collection.
Installation view of All’s Good Between Us. Latvian Centre for Contemporary Art. Photo by Ingus Bajars
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art system (e.g., artist Andris Grinbergs (b. 1946) or photographers Gunars Binde
(b. 1933) and Janis Kreicbergs (1939-2011)).?" In this context, the work of Pauluka and
Dzividzinska emerges as a vital counterpoint, expending perspectives and interpretive
possibilities for understanding the body, identity, and sexuality in their time Their art
challenges the dominant patriarchal gaze, presenting alternative visions of female body
as well as subjectivity. The exhibition’s design played a pivotal role in reinterpreting
their artistic legacies. Through architectural and curatorial strategies, it uncovered
historical layers and revealed the narratives of their lives and work — liberated from
dogmatic constraints. By engaging with the material, its contexts, and the interpretive
potential of the physical space — including doorways, corridors, and existing wall
paintings,? as well as the other participating artists’ works exhibited in the space — the
exhibition itself became an active participant in reshaping understanding of these
artists” legacies.”

For example, Dzividzinska’s photographic archive reveals her determined
efforts to break the objectification of the female body in photography. A broader look
at her creative experiments was possible thanks to the Art Collections expert at the
National Library of Latvia Liga Goldberga. With her guidance, we chose to exhibit
some photographs from 1967 of her model Velta Stipina, and a photo montage created
between 1968 and 1970, when Dzividzinska travelled to Dnipropetrovsk, Ukraine,
and documented the sculptures known as the “Stone Women,” dating from the 9th to
the 13th century. Later in her artistic explorations, she combined these photographs
with studies of nudes using the photomontage technique. The resulting image, with
erased hair and breasts, opens up the possibility of thinking about identity in shifting
categories — and weather the artist did it intentionally. As written by Liga Goldberga:

The androgynous creature has not been exhibited in the context of
photography clubs, most probably as not belonging to the fetishized
aesthetics of female body representation, nor in the second wave of
archival circulation, which in the late 20th and early 21st century
demanded subjective documentality and a departure from the technical
experiments practiced in photography clubs.?*

21 Kristberga, Laine (2025). Convergence of Performance Art, Photography and Archival Practises.
Culture Crossroads, Vol. 27, pp. 89-108.

22 Before the exhibition took place in the flat at Dzirnavu 60a, the space hosted a theater play by director
Laura Groza Majoklis. Komentari. (Home. Comments, 2022). Felicita Pauluka’s works were exhibited
in a room featuring wall paintings by Sintija Jakobsone, which referenced the works of Giotto
(1266/67-1337).

23 The exhibition’s design and architecture was created in collaboration with the architect and designer
Liva Kreislere.

24 Goldberga, Liga (2024). Vienas fotografijas stasts: Zenta Dzividzinska. Foto kvartals,11.03. Available at:
https://fotokvartals.Iv/2024/03/11/vienas-fotografijas-stasts-zenta-dzividzinska [30.01.2025.].
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Felicita Pauluka, Nude on Yellow Background, 1970; Zanna, 1973. The Latvian Artists’ Union Museum.
Installation view of All’s Good Between Us. Latvian Centre for Contemporary Art. Photo by Ingus Bajars
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Dzividzinska’s experimental works were enlarged beyond their original archive
dimensions and strategically displayed. Studies of the nude female body (model Velta
Stipina, 1967) were positioned in a narrow, secluded space behind a half-open door,
evoking the artist’s marginalized status in the Latvia’s art history. Meanwhile, in the
adjacent room, a series of photomontages confronted visitors with black-and-white
images of a monumental figure — its form shifting across each image, raising questions
about its very essence and identity.

In the same room as Dzividzinska’s works, two pastel paintings by Felicita
Pau]uka were exhibited, depicting female nudes: Nude on Yellow Background (1970)
and Zanna (1973).” These pieces highlight a key theme in Pauluka’s art — the female
body — which she portrays in a way that diverges from the prevailing “male gaze”
of her era, instead emphasizing a different kind of sensitivity. The monumental
research and exhibition Gender Check (2009) interprets Pauluka’s nudes as part of
the lesbian narrative of the time.?® The exhibition also sought to address this aspect,
though conversations with her contemporaries ultimately did not bring us closer to
understanding this narrative of her life and art.”

However, a significant opportunity to reread her biography differently from the
already published accounts?® and testimonies of her contemporaries is offered by the
book Milu Tevi (Love You, 2021).” This collection of letters, written by her former
husband, the renowned Latvian painter Janis Pauluks (1906-1984), spans the years
1941 to 1956. Letters reveal a deeply troubling chapter in Felicita Pauluka’s life — the
physical abuse she endured within her marriage. For instance, in one of the letters her
husband Pauluks writes: “I am, after all, the greatest painter in this part of the world — I
know that — but why don’t I see myself surpassing the others? Maybe it doesn’t need
to be done. But I won’t hit you anymore! Don’t cry! Yours, Janis. 6 November 1944.>%°

Despite the raw and unsettling revelations contained in these letters the publi-
cation largely passed without public discussion upon its release. In response to this
silence, artist Ingrida Picukane created a site-specific installation 7he Lives of Felicita
(Paujuka) for the exhibition. Pi¢ukane occupied a separate room of the apartment

25  Both works were loaned for the exhibition from the collection of the Latvian Artists’ Union.

26 Pejic, Bojana (Ed.) (2009). Gender Check: Femininity and Masculinity in the Art of Eastern Europe. Vienna:
Mumok.

27  During the preparation of the exhibition, we spoke with her contemporaries, artist Baiba Vegere (b. 1948)
and art historian Ingrida Burane (b. 1949), but neither of them wished to confirm Pauluka’s lesbian identity
or its manifestation in her art.

28  To mention some publications: Smagre, Rita (sast.) (1966). Felicita Paujuka: reprodukciju albums. Riga:
Liesma; Circene, Baiba (sast.) (1999). Felicita. Felicitas Paulukas darbu kolekciju katalogs. Riga: Latvijas
Makslas muzeju apvienibas izdevnieciba Doma; Konstants, Zigurds (2006). Janis Paujuks. Riga: self-
published; Slava, Laima (2006). Jana Pauluka divas saules. Studija, No. 4, pp. 10-15.

29  Burane, Ingrida; Beinare, Dina (sast.) (2021). Milu Tevi: gleznotaja Jana Pauluka véstules maksliniecei
Felicitai PauJukai. Riga: Zinatne, p. 221.

30  Ibid, p. 47.
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Ingrida Pi¢ukane, The Lives of Felicita (Paujuka), 2024. Installation view of All’s Good Between Us.
Latvian Centre for Contemporary Art. Photo by Ingus Bajars
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and, in collaboration with Monta Cimdina, curator of the Graphic Art Collections
at the Latvian National Museum of Art, created a timeline drawing of Pauluka’s
life based on research. This timeline explored both recognized and lesser-known
aspects of her biography, offering insights into themes such as domestic violence and
queer identity. It illuminated contexts that not only revealed the diverse directions
of Felicita’s creative practice but also reflected on her ongoing exploration of identity

and selfhood.

Imagined Archive

Artist Konstantin Zhukov, in his artistic practice, responds to the passage of time that
has partly erased evidence and knowledge by engaging in the process of uncovering
and narrating queer stories. His ongoing project Black Carnation® (initiated in 2021)
reflects on lost, hidden and yet-to-be-documented queer histories. The project envisions
a hypothetical collection of documents, artifacts, and records that do not physically
exist but are instead imagined or created through artistic gestures.

For the exhibition, Zhukov created a site-specific installation, Black Carnation.
Part Three (2024), which served as a metaphorical and poetic embodiment of these
lost and undocumented histories. Installed in the kitchen area of the apartment,
it utilized elements of the domestic environment — such as windows, kitchen counters,
and drawers — to stage a space that simultaneously concealed and revealed evidence:
historical testimonies that have been self-censored, deliberately forgotten, or denied.

The installation incorporated photo material depicting Zhukov queer contem-
poraries, whether in his studio or, for instance, in cruising spaces. The photos were
printed on receipt paper — some framed, others attached to the kitchen furniture
panels with magnets. The delicate and fragile nature of the prints underscored the
ephemeral quality of the stories they conveyed. While the work emphasized the
absence of an archive, Zhukov’s intention was to illuminate his contemporaries and
their experiences, ensuring they are documented, recorded, or at least acknowledged
so that they are not lost.

Documentation of contemporaries and processes in the Baltic drag scene,
particularly within the Drag King collective, was at the center of Métra Saberova’s
work S/ipkas (Slippers, 2024). Saberova has been an active member of the Baltic Drag
Collective for the past six years, performing drag and creating costumes that embody

31 The project’s title refers to a term used in Latvia before World War Il to describe homosexual men and
to a widely reported criminal case from that period in which several men were prosecuted for their
homosexuality. From: Zhukov, Konstantin. Portfolio. Available at: www.konstantinzhukov.com/_files/
ugd/8c5933_1b93f65be03c4578babf469607923813.pdf[13.11.2024.].
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images and characters exploring issues of gender, sexuality, and equality. During this
period, she has designed countless costumes for her alter ego, Timmy, as well as for
other drag kings in Latvia and the Baltics.

For the exhibition, the fabrics from her collection were used as means of writing
history — stitched into eleven pairs of “Slipatas,” or slippers. Visitors were invited to
wear these slippers and walk through the apartment, engaging with the documented
history through this interactive experience. One pair, for example, consisted of:

I../ a nautical outfit for one of the Estonian kings; a faux leather jacket
for one of the Latvian kings; a shirt for the only Lithuanian king; a jabot
for a British king; something green for a sister; a sample of the first jacket
that transforms into trousers with a historic cut; the first stretch fabric;
a 20-meter block of lining; the all-too-uncompositional rainbow fabric;
face masks before the fabric was deemed ineffective; a new outfit to
welcome the Mayor of Riga; [..]; a Valentine’s Day outfit that transforms
into a proud #wearealsoLatvia (#mésariesamLatvija).”

Saberova’s work was installed at the entrance of the space, using the apartment’s
original furniture to display the shoes. The colorful slippers contrasted sharply with
the monolithic, heavy historical furniture, offering a parallel narrative to our shared
understanding of society. In a way, the artist’s responsive gesture in the exhibition
not only employed an unconventional form of archiving the Drag King Collective’s
experiences but also confronted the audience with the principle of cross-dressing —
literally inviting everyone to step into someone else’s shoes.

Documenting Queer Culture:
Capturing Contemporary Experiences

In exploring how queer culture is documented in the present, the exhibition featured
two interactive installations: Krisjanis Elviks’s Queer Fear (2024) and Ruta Jumite
and leva Laube’s The Living Room of Stories (2024). These projects reimagined the
archive as a dynamic, participatory space — one that captures the complexities of
contemporary queer experiences while empowering queer communities to shape their
own narratives that foreground fear and resilience, collective memory, and agency.

32  Saberova, Métra. Sjipkas or Slippers. In All's Good Between Us. Riga: Latvian Centre for Contemporary
Art, 2024, p. 11.
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Rata Jumite, leva Laube, The Living Room of Stories, 2024.
Installation view of All’s Good Between Us. Latvian Centre for Contemporary Art.
Photo by Ingus Bajars
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The strategy of providing a platform for storytelling and collecting was imple-
mented in the exhibition by Krisjanis Elviks. He created a site-specific interactive
installation titled Queer Fear (2024), which addressed the fear experienced by queer
individuals in today’s public spaces. The work invited members of the LGBTQIA+
community to share their stories of fear, highlighting the social and political contexts
that can limit access to services such as healthcare and restrict freedom of movement.
Additionally, the artist encouraged participants to share stories that explored ways
to overcome this fear.

Using a bureaucratic aesthetic and simple white furniture to set the mood, the
artist divided the space into three sections. In the first, visitors could write down their
stories of fear or overcoming fear on a prepared form and place them in an envelope.
The second featured two voting booth-like boxes where these envelopes could be
deposited. The third area contained two folders in which all the stories were archived
daily and made available for public reading by exhibition visitors. The installation
also included a table designed to measure the general mood of visitors: everyone was
invited to place a small cube on a square that best represented their current feelings,
such as love, joy, sadness, or loneliness.

The initiative yielded extraordinary results. The testimonies collected not only
highlighted the diverse challenges faced by the community and its members — ranging
from homophobia to intolerance — but also demonstrated courage in standing up
for one’s rights despite political decisions, hate speech, and rightwing populism.
The project revealed the pressing need for a space where such experiences could be
shared, not only within the community but also with broader society, to document
events as they unfold and empower individuals to make their stories visible. Notably,
several testimonies came from individuals who do not necessarily identify as part of
the LGBTQIA+ community. These contributions were not mere diversifications of
the artwork but complemented the process inclusively, reflecting everyday realities
to which visitors could relate with empathy and understanding.

Expanding and diversifying the possibilities for documenting LGBTQIA+
history and its ongoing processes was the installation and social platform 7he Living
Room of Stories (2024) by Rata Jumite and Ieva Laube. This project explored new
modes of knowledge creation through public participation and engagement, asking
how it might be possible to collectively fill the knowledge gaps in understanding
our recent history.

The installation was located in the central room of the flat and consisted
of multiple pieces of custom-made furniture: chairs and tables painted in bright
blue, yellow, and orange. A special atmosphere was created through lighting, which
invited visitors into a comfortable, home-like environment where they could share
their experiences. 7he Living Room of Stories was specifically designed for “recording
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Krigjanis Elviks, Queer Fear, 2024. Installation view of All’s Good Between Us.
Latvian Centre for Contemporary Art. Photo by Ingus Bajars

Latvian Centre for Contemporary Art. Photo by Ingus Bajars
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histories,” providing tools for sharing testimonies and encouraging reflection on how
queer culture can be documented in both the present and the future.

The room was divided into two areas: The Living Questions Wall, which mapped
personal, social, and political questions, and Seating Stations, which comprised furniture
inviting people to pause and share their experiences — either by writing them down
or by speaking, inspired by the questions and stories displayed on the wall. Before
the exhibition, Jumite and Laube collaborated with Vents Vinbergs to develop the
questions in a workshop. Participants from the LGBTQIA+ community identified
key topics essential for documenting histories during a three-hour session. These were
later grouped under the themes of courage, identity, the closet, taboo, acceptance,
memories, sympathies, place, and dating.

Both Krigjanis Elviks’s and Rata Jumite and Ieva Laube’s works demonstrated
the power of interactive archive-making, where a collaborative and participatory
approach to creating and maintaining archives is crucial. This method of collecting
information emphasizes engagement, accessibility, and the co-creation of historical
records, actively involving the public or specific communities in the process. Despite
initial concerns that people might not respond to these invitations, both initiatives
showed significant participation and enthusiasm from visitors, indicating a clear
willingness to share.?

Conclusions

Over recent decades, the Baltic States have experienced significant transformative
developments in archival practices concerning queer histories. Archives, once primarily
spaces of state-controlled and sanctioned narratives, are increasingly being redefined
as sites of resistance, reclamation, and community empowerment. Artists and activists
like Jaanus Samma in Estonia and initiatives such as Zgris#i in Lithuania and broader
regional projects like Queer Archives Institute (QAI) and Pink Submarine demonstrate
how archives can challenge dominant narratives and preserve marginalized voices.
Taking inspiration from these practices the exhibition A//’s Good Between Us aimed
to rethink the archive through a participatory, speculative, and interactive curato-
rial methodology, transforming it from a static repository into a dynamic space of
dialogue and co-creation. By positioning the exhibition as both a research method
and a platform for knowledge production, the exhibition’s curator and artists invited
visitors to actively engage with history and contemporary environment, dissolving the

33 Forinstance, over the course of the exhibition, Kri§janis Elviks collected eighty-seven stories of fear and
resilience. Meanwhile, Rita Jumite and leva Laube’s The Living Room of Stories gathered approximately
one hundred and fifty testimonies. While these collected stories have been digitized by the Latvian
Centre for Contemporary Art, they are currently held in the artists’ private archives.
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traditional boundaries between artist, audience, and archivist. This approach allowed
not only to democratize the archival process but also challenged institutional authority,
demonstrating how queer and feminist perspectives can reshape our understanding
of the past and today’s processes in the society.

At its core, All’s Good Between Us was a collaborative and participatory endeav-
or, prioritizing engagement, accessibility, and the co-creation of historical records.
By involving the public in re-examining and rethinking historical and contemporary
narratives, the exhibition established a living, dynamic archive that reflected the
diverse experiences of the queer community. In doing so, it challenged the dominant
male gaze and its shaped aesthetics in both art historical discourse and contemporary
culture, fostering a liberating and empowering environment.

Ultimately, the exhibition emerged as an experiment, reimagining the archive
as a collaborative, living entity that transcends traditional institutional boundaries.
By centering storytelling, participation, and co-creation, it transformed archiving
into an active process of reclaiming histories that have been marginalized, erased,
or deliberately silenced. This approach illuminated the persistent tensions between
institutional erasure and the reinterpretation of artistic legacies, particularly those of
queer artists and marginalized women artist.

While the exhibition initially focused on queer perspectives, its broader
significance lies in its intersectional approach, revealing the layered oppressions faced
by women artists under Soviet and post-Soviet patriarchal structures. Dzividzinska’s
photomontages and Pauluka’s intimate pastel nudes challenged the dominant male
gaze, offering alternative visions of female subjectivity that defied the ideological
constraints of their time. Their works expose the systemic biases embedded in art
historical narratives and underscore the urgency of rewriting history from the margins.

While All’s Good Between Us succeeded in breaking the silence around queer
histories and contemporary experiences, it also revealed the limits of visibility as a
tool for social change. The collected testimonies and the exhibition visitor’s engage-
ment raised a critical question: How can visibility be meaningfully enacted in the
telling and retelling of stories? Though the exhibition challenged systemic erasure,
it acknowledged that recognition alone is insufficient to dismantle the entrenched
barriers of homophobia and prejudice.

The testimonies highlighted that ending the silence of the archive does not
inherently resolve the systemic and cultural issues that perpetuate discrimination.
While visibility is essential for recognition and empowerment, it remains insufficient
to dismantle the deeply rooted structures that uphold inequality. Addressing these
challenges demands sustained efforts to confront societal norms, advocate for inclu-
sivity, and cultivate understanding within broader social contexts.

Ultimately, A/’s Good Between Us underscored the potential of art as a catalyst
for social transformation, fostering a more inclusive and empathetic landscape.
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By centering marginalized voices and reimagining archival practices, the exhibition
empowered communities to shape their own narratives, ensuring that queer histories
are not only preserved but also amplified and passed on.
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Koprades arhivs:
izstades “Starp mums viss labi” (2024) gadijums

Kopsavilkums

Raksts pievérsas arhivam un ta atskirigajiem veidiem izstadé “Starp mums viss labi”
(2024), kuras mérkis bija aktualizét kviriska un dzimtes diskursu lokalaja makslas
un kultaras vidé. Uzsvars tika likts uz stastu stastiSanu ka atminas un kopienas
veido$anas stratégiju, izstades formatu izmantojot gan ka platformu, gan ka metodi
jaunu zinasanu radisanai. Raksta aplikotas atseviskas kviru arhivu iniciativas Baltijas
regiona, uzsverot to lomu LGBTQIA+ véstures un musdienu pieredzes dokumenteé-
$ana un stastiana. Raksts ari pardoma arhiva ka véstures rakstiSanas sakumpunkta
potencialu kviru véstures konteksta, kas biezi vien pastav arpus institucionalajiem
ietvariem. Nemot véra minéto, raksts izvérs izstadei raditos darbus un to stratégijas,
kas pievérsas arhivam, ta pardefiné$anai un jaunradisanai mijiedarbiba ar izstades
apmeklétajiem. Izstadei jaunraditie desmit makslinieku un pétnieku darbi izaicinaja
tradicionalos prieksstatus par arhivu un uzsvéra nepieciesamibu péc inovativam
pieejam sadarbibai un lidzdalibai arhivu un vésturisko narativu veidosana.

Izstades analize veikta no kuratora skatupunkra, ievérojot lidzsvaru starp
empiriska cela giitiem pieradijumiem un subjektivu interpretaciju. Pieeja tika apzinati
izvéléta, nemot véra, ka kviru arhivi un pieredzes biezi ietver sarezgitus narativus,
kas apstrid tradicionalas véstures stastijumu formas. Apvienojot empirisko un
interpretativu refleksiju, analize censas veicinat niansétu un cienpilnu izpratni par
sarezgitajiem stastiem.

Atslégvardi: izstade, arhivs, stastisana, kopradisana, kviru véstures un $odienas pieredzes.
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Archive of the Estonian Centre for

Contemporary Art as a Multimodal Agent
Summary

This article examines the archive of the Estonian Centre for Contemporary
Art as a multimodal agent by tracing the Centre’s organizational principles and
analyzing their impact on the archive’s formalization and subsequent activities.
Drawing on empirical examples from the author’s work at the archive since 2017,
the paper explores how archival materials can serve as catalysts for new ideas to arise,
contributing to ongoing cultural discourse and the archive’s evolving institutional
identity. In particular, the examples discussed highlight how the archived materials
reveal the interplay between institutional agendas and artistic practices, offering
insight into the dynamics of the Estonian contemporary art field.

Keywords: 1990s, new media, video art, printed matter, Eastern Europe,
generative archivist practice.

Introduction

After more than 30 years since the establishment of the Estonian Centre for
Contemporary Art (CCA), it is timely to reconsider the status of its archive and to
develop a more discursive approach to its contents. This article seeks to acknowledge
its genealogy by outlining the organizational principles of the Centre and tracing
their continuing influence in the present. In this context, the practices of Estonian
artists such as Mare Tralla (b. 1967), Raivo Kelomees (b. 1960), Ene-Liis Semper
(b. 1969), and Jaan Toomik (b. 1961) — who were among the first to engage with new
media art — correlate closely with the Centre’s program and, in doing so, provide a
framework for understanding the processes shaping Estonian art history in the 1990s.
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CCA was founded in 1992 as the Soros Centre for Contemporary Arts,
Estonia, with the aim of strengthening the international visibility of Estonian art
by supporting curatorial and art-historical knowledge production on East European
art and shaping the local canon. Another key objective of the Soros Centres was
to facilitate the adaptation of contemporary artistic practices — a goal that, in the
Estonian context, made new media art particularly prominent.

When the activities of the Soros Foundation were restructured in 1999 and its
funding withdrawn, the CCA began to operate as an independent non-profit foun-
dation pursuing similar aims. Today, the CCA is primarily funded by the Estonian
Ministry of Culture, and since 1999, it has served as the organizing institution for
the Estonian Pavilion at the Venice Biennale.

As a result of its long-standing activities and its role as a cultural mediator
between international and local stakeholders, the Centre has accumulated a considerable
amount of archival material — both physical and digital. Although the CCA is not
a memory institution per se, its representative function has led to the formation of
a significant collection of art-historical materials that merit preservation, research,
and mediation.

Some research has already been conducted on the activities and projects initiated
by the CCA. For example, in 2012, Estonian art historian Ragne published a master’s
thesis titled nterstanding Festivals in Local and International Contexts, which provides
an overview of Estonian media art and maps the international landscape of media art
festivals in Europe. The thesis analyzes the themes and discussions of the Interstanding
conferences organized by the Soros Centre for Contemporary Art, Estonia (SCCAE),
held in 1995, 1997, 1999, and 2001. Likewise, art historian Brigita Reinert’s 2018
master’s thesis, 7he Estonian National Pavilion at the Venice Art Biennale, a discourse
analysis on the biennale project, examines it as a carrier of symbolic meaning and
representation of the local cultural identity between 1997 and 2017.

More broadly, art historian Karolina Labowicz-Dymanus has published
several studies on the Soros” network of contemporary art centres,'* while historical
anthropologist and sociologist Kristof Nagy has provided insights into the impact
of the Soros Foundation within the Hungarian context.?

1 tabowicz-Dymanus, Karolina (2025). Transition and Visual Arts in Estonia 1988-1995: Cultural Policy,
Financing, Legislation, and Social Changes. Journal of Baltic Studies, Volume 56, Issue 2, pp. 289-307.

2 tabowicz-Dymanus, Karolina (2019). The Corporate and Market Strategies for Contemporary Art in
Eastern Europe in the 1990s. Proceedings of The Art Museum of Estonia, pp. 76-96.

3 Nagy, Kristof (2018). From Fringe Interest to Hegemony: The Emergence of the Soros Network in Eastern
Europe. In: Bedta Hock, Anu Allas (Eds.). Globalizing East European Art Histories. Routledge, pp. 53-63.
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Raivo Kelomees, Dry Video Art, 1992. Exhibition view. Courtesy of the artist
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Festival catalogues from the CCA archive, 2025. Courtesy of the author
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Centralized Structure and
Programmes of the Network

The impulse to establish a network of contemporary art centres originated in the
1980s in Hungary, when George Soros (b. 1940) founded the Hungarian Centre
for Contemporary Art in Budapest in collaboration with the Budapest Art Hall
and the Soros Foundation in 1985. At that time, the Soros Foundation focused on
supporting and financing young Hungarian artists whose work was marginalized by
the state apparatus, thus fostering countercultural tendencies. In 1991, Soros’s name
was added to the title of the Budapest Art Centre, and in the same year, the model
was expanded across the post-socialist region, including Estonia. The network of art
centres aimed to integrate local art scenes into the international art world, catalyze
artistic dialogue between East and West, facilitate the exchange of information on
contemporary art, and promote international collaboration.*

All of the centres operated according to similar principles and were organized
within a centralized system, though each retained a degree of autonomy to define
goals based on its local context. Sirje Helme, the founding director of the Estonian
centre (1992-2005), outlined its main activities in the 1992 statute: documenting
modern and contemporary visual art, distributing grants to artists, institutions, and
organizations, organizing annual exhibitions to inspire new ideas and energy, and
initiating projects that addressed societal conditions in Estonia.

Despite conspiracy theories suggesting that the network imposed cultural
homogenization across Eastern Europe, it is more accurate to view the centres as
accelerators of developments that would likely have occurred independently. In the
Estonian case, the centre’s funding significantly exceeded national cultural budgets,
creating a noticeable contrast; however, assumptions about externally imposed
homogenization are largely unfounded.’

Video as the Most Sought-After Medium

The zeitgeist of the early 1990s in Estonia was characterized by an eagerness to integrate
new technological advancements into everyday life. Despite limited resources, two
of the most active artists of that period — Mare Tralla and Ene-Liis Semper — began
experimenting with video art. At the time, there were only three video projectors

4 Nagy, pp. 53-63.
5 Ojavee, Sten (2025). Eastern European Spectacle in a Distorting Mirror. A Shade Colder, Issue 9.
Available at: www.ashadecolder.com/eastern-european-spectacle-in-a-distorting-mirror [22.09.2025.].
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available for the entire cultural field, and video editing could be done solely with
access to the Estonian Public Broadcasting facilities.®

The scarcity of technical means is exemplified by the story of artist Raivo
Kelomees, who in 1992 presented his work Dry Video Art at an exhibition S ¢ K2 —
Artmix held at the Estonian Fair Centre in Tallinn. The piece is considered one of
the first conceptual video artworks produced in Estonia. Its title, Dry, derived from
a pragmatic condition — there were neither resources for production nor equipment
for screening. Consequently, the artist decided to present the project in printed
form, displaying video stills on paper alongside photographs of his four-year-old son
accompanied by quotes from Carl Gustav Jung’s Psychology and Alchemy.

Despite technological limitations, video became one of the most sought-after
mediums in Eastern Europe during the 1990s. This growing interest was reinforced by
festivals such as the French-Baltic-Nordic Video ¢ Electronic Art Festival (1992—2000) —
an annual international electronic arts event held in the Baltics — and Ostranenie (1993,
1995, 1997), an international forum hosted by the Bauhaus Dessau Foundation in
Dessau. Both platforms placed a particular focus on video art from Eastern Europe.

One of the central aims of the Soros Centres for Contemporary Art was to
integrate local art scenes into the international art world by facilitating information
exchange. This explains the abundance of cassette-shaped catalogues from the
Ostranenie festivals, as well as publications from the ISEA International Symposium
on Electronic Art, Ars Electronica, and the International Short Film Festival Oberhausen
found in the CCA archive. These publications on media and video art document the
institutional efforts to support new media art and to provide access to information
and critical discourse surrounding it.

One of the most active artists in Estonia at that time, Mare Tralla, has noted
that the younger generation did not feel entirely comfortable with the growing
emphasis on new technologies, which were rapidly institutionalized, leaving little
room for development from a grassroots level.” As a counter-reaction, many Estonia
artists began creating new media artworks in a deliberately nonchalant manner —
avoiding sleek design and polished aesthetics — as a form of resistance against the
commercialized visual language of emerging technologies. Responding to the
institutional preference for video as the dominant medium, artists increasingly
distanced themselves from it, turning instead to digital technologies, the internet,
and the possibilities of interactive art.®

6 Semper, Ene-Liis (2024), Kadunud ajas nagu pisarad vihmas. Simpoosion postmodernismist iileminekuajal
ja niid. Tartu Elektriteater, Research Group of Contemporary Estonian Culture.
Available at: https://vimeo.com/1036960715 [09.01.2025.].

7 Interview with Mare Tralla (29.10.2024.). Tallinn, author’s personal audio recording.

8 Nukk, Ragne (2012). Interstanding Festivals in Local and International Contexts. Master’s Thesis.
Tallinn: Estonian Academy of Art, p. 15.
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This tendency is clearly traceable in the practice of Mare Tralla, an Estonian
queer feminist artist and activist, who since the 1990s, has focused on feminist critique
and questions of identity through performance, video, installation, and digital media.
In her video eyeBlimp (1999), Tralla reveals the behind-the-scenes process of creating
an interactive artwork of the same title from her home — sewing foam, pouring silicone,
connecting wires, and programming. Through this, she introduces the notion of craft
in media art, juxtaposing so-called “low” and “high” forms of production. eyeBlimp
was first presented in Tallinn and later in Liverpool in 1999. As Tralla recalls, it was
conceived as an ironic commentary on the contemporary belief that technology would
have a decisive influence on human sexuality.’

Tralla’s eyeBlimp was later featured on CCA Weekly — a digital newsletter'
published between 2014 and 2022 that provided overviews of regional art events
and reflected on current topics through themed sections. Among them, Arhiivikuller
(Archive Courier) temporarily made selected video works from the archive publicly
available, while Meenutaja (Recaller) used in-house archival material to offer historical
context and reflection.

Archive by Chance

By the late 1990s, the conditions for promoting the use of new technologies in art —
such as video, interactive art, net art, photography, installation, and others — had
significantly improved. During this period, the Soros Centre for Contemporary Arts
(SCCA) began collecting VHS cassettes containing video works by Estonian artists
and acquired a Sony Video8 camcorder, which was occasionally used by artists such as
Jaan Toomik, Mare Tralla, and others. The VHS format was particularly convenient
for sending materials overseas. Taking advantage of the Western art institutions’
growing curiosity toward the previously little- accessible Eastern European region,
the SCCA accumulated hundreds of cassettes documenting Estonian artists’ works.
Later, these were transferred to DVDs, gradually filling the office shelves as copies
of the original tapes.

Something that began from simple practical needs, gradually gained significan-
ce through its scope and scale — the videos started to form a collection of information
and knowledge. The current status of the CCA video archive can be compared to
Ubuweb, founded by artist and writer Kenneth Goldsmith — an online shadow library
consisting of hundreds of thousands of freely downloadable avant-garde artefacts."

9 Agu, Marika (2021). Arhiivikuller. Mare Tralla ,eyeBlimp”. CCA online magazine.
Available at: https://cca.ee/ajakiri/arhiivikuller-mare-tralla-eyeblimp-1999 [09.01.2025.].

10  Homepage of KKEKI ajakiri. Available at: https://cca.ee/ajakiri/ [16.09.2025.].

1" Homepage of Ubuweb. Available at: www.ubu.com [09.07.2025.].
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Tonis Jurgens, Plastic Cloud Documentary, 2022. Video still. Assemblage based on video
documentation by Kaarel Kurismaa et al. of Metabor. Duration 17 min. Courtesy of the artist
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Mare Tralla, 95-04 = 2022, 2022. Video still. Video based on personal archive. Duration 17 min 25 s.
Courtesy of the artist
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Yet, unlike Ubuweb, where all works are publicly accessible, the CCA mediates its
archived materials upon request.

After more than thirty years of operation, the Centre has become a backup
repository for artists and, in some cases, holds the only existing copy of certain
works. As the video archive has now reached over 1000 items, questions regarding
the public accessibility, preservation, and conservation of the material have become
increasingly urgent. Despite allocating in-house resources to organize, maintaining
and mediating the video works, the centre does not hold publishing rights; therefore
any public screening depends on approval from the respective authors.

In 2023, the CCA entered a co-operative project with the Film Archive of the
National Archives of Estonia to improve the storage conditions of both video tapes
and digital copies. Recognizing that accessibility and discoverability are crucial to
the use of archival materials, the Film Archive subsequently published the inventory
of the CCA video archive in its online database Meediateek, which serves as a shared
platform for several public databases."

Contextualizing the Findings

The exhibition Impression on Paper. Publications from the CCA’s Archive, which took
place at Café Hulda and Lugemik Bookshop in Tallinn in 2020, showcased rare and
lesser-known printed materials from the CCA archive alongside merchandise from
the bookshop. The exhibition highlighted printed matter that the Centre has been
collecting since the early 1990s — documents that serve not only as records of past
events but also as artefacts reflecting the visual and intellectual climate of their time.
Comprising nearly 4,000 items, the collection encapsulates a wide range of artistic
tendencies and design practices that have yet to be fully historicized.

Each exhibited publication was accompanied by a short curatorial text
drawing attention to its distinctive features — its design, conceptual framework,
technical execution, and broader art-historical context. Among the items displayed
were festival catalogues, exhibition booklets, artist books, examples of graphic design,
and self-published materials, including the 1995 catalogue for Esz.Fem — the first
exhibition in Estonia to explicitly address feminist ideas. Curated by Mare Tralla,
Reet Varblane, and Eha Komissarov," Esz. Fern marked a turning point in Estonian
cultural discourse. Wrapped in soft fleece, the catalogue itself symbolically conveyed
care and tactility, standing out as a notable publication in Estonian art history.

12 Homepage of Meediateek. Available at: www.meediateek.ee/en/site/index [09.07.2025.].
13 Mare Tralla (1995). Est.fem. Tallinn: Vaal Galerii.
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Supported by several institutions, including the Soros Centre for Contemporary
Art, Est.Fem represented a critical moment when feminist ideas were particularly
articulated in Estonia for the first time. The exhibition allowed participating artists
to reflect on their identities and the broader trajectory of Estonian art history, while
simultaneously inviting society to confront gendered structures of power. At Est.
Fem, Tralla presented her video installation 7his Is How We Gave Birth to Estonian
Feminism (1995), which brought together key themes that permeate her 1990s work: the
position of Eastern European women in transitional societies, the expectations placed
on women in newly independent Estonia, and the lingering influence of the Soviet
era— an influence that was perhaps deeper than many were willing to acknowledge.

Archive as Generative Space

The screening event Audiovisual Compost (2022) at Von Krahl Theatre emerged from
a growing awareness of the need to safeguard and activate existing yet unpublished
footage of art-historical value. The project’s concept — to commission new works based
on archival material — sought to bridge decades, exploring how artistic ideas have
endured over time and whether revisiting them might offer a deeper understanding
of their history of sound and media art in Estonia.

One of the newly commissioned works drew from the footage documenting
the activities of the Metabor art group and their series of events from 2001-2002,
originally filmed by group member and pioneer of Estonian kinetic art, Kaarel
Kurismaa (b. 1939). The archival material captures artists such as Aivar Ténso, Andres
Loo, Hanno Soans, Kiwa, Martiini, Kirt Ojavee, D] Masin (Anti Miss) and pOrt
(Jevgeni Berezovski) at a time marked by the restless energy of the post-transition
era — repurposing abandoned buildings in Tallinn and experimenting with the fusion
of industrial sound and urban environment.

Videographer and artist Tonis Jirgens (b. 1989) reinterpreted this material
in his semi-fictional video Plastic Cloud Documentary (2022), blending archival and
contemporary footage. Some shots of the Tallinn skyline were newly recorded in
September 2022 using a mini-DV camera, intentionally evoking the blurred line
between fact and fiction. As the original locations of the Metabor events no longer exist,
Jiirgens’s work becomes both a meditation on urban transformation and a reflection
on evolving aesthetic strategies in sound and performance art.

Just like Tonis Jiirgens’s video, Mare Tralla’s work 95-04=2022 was also
commissioned and presented to the public on the occasion of the event Audiovisual
Compost. In Tralla’s case, the process of creating the video involved accessing her
personal digital archive, which required her to film the screen of her early 2000s
computer, as contemporary devices could no longer support the outdated video formats.



ARCHIVE OF THE ESTONIAN CENTRE FOR CONTEMPORARY ART AS A MULTIMODAL AGENT 213

Scaled Views: Details from the CCA Archive by Andrew Hill, 2025. Exhibition view. Photo by Paul Kuimet
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The resulting documentation includes footage from the Interstanding exhibitions and
conferences organized by the SCCA, Estonia, in 1995, 1997, 1999, and 2001. In the
same work, Tralla integrates self-recorded archival materials from the time when
she co-organized the 12th International Symposium on Electronic Arts (ISEA) in
2004. The festival, held across Tallinn, Helsinki, and Stockholm, had an extensive
scope — spanning electronic music, body and cyborg art, digital media theory, and
explorations of new modes of coexistence in virtual space.

Another example of how the existing materials accumulated at the archive
are being renewed and mediated to a wider public is the Artists’ Database digital
project. Reflecting one of the initial aims of the CCA — to document artists’ work
and create portfolios to introduce them to the international field — an online Artists’
Database was launched on the CCA website in 2019. Eighty bilingual biographies
follow a standardized format, providing a chronological overview of notable projects,
followed by a CV and photographic documentation of various exhibitions.

The Artists’ Database continues the legacy of the original SCCA network
program, during which art historians were commissioned to compile physical artists’
portfolios that included biographies, bibliographies, selected works with reproductions,
and supplementary printed materials such as invitations and exhibition flyers. many
of these portfolios, containing unique documentation and ephemera that would be
impossible to reassemble retrospectively, are still preserved at the CCA. Each functions
as a kind of time capsule, reflecting the materials accessible at the moment of its
creation — in this case, around 1998. In contrast, the Artists’ Database project, due
to its digital format, evolves dynamically according to newly added materials and
artists’ input. It is publicly accessible online, whereas the physical portfolios can only
be consulted onsite at the archive.

In 2025, an exhibition by artist and graphic designer Andrew Hill (b. 1997),
titled Scaled Views. Details from CCA Archive, showcased findings from the archive of
the Estonian Centre for Contemporary Art at the library of the Estonian Academy of
Arts. Hill approached the CCA archive as a material deposit, shaping his discoveries
into various A4-format compositions. Juxtaposed with original archival elements —
such as the physical portfolio of artist Eve Kask compiled during the SCCA Estonia
era, office photo chronicles, and publications — the act of scanning became central
to the exhibition’s concept. Rather than reconstructing past events, the showcase
emphasized the rendering of scale, the indefinite potential of archival material, and its
multiple possible interpretations. The exhibition’s focal point lay in the infrastructure
of the exhibits — the everyday information carriers that transform archival matter
into a bureau-aesthetic exposition.
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Ending Note

Taking into consideration that the CCA provisionally functions as a memory institution,
it continuously enables actions that visualize and verbalize the history of processes in
contemporary art in Estonia. With recent examples of how to interpret and intervene
in existing archival material, and how to renew its format, I hope to contribute to a
more defined understanding of preceding times and to build bridges between the past
and the present. By organizing video screenings and exhibiting printed matter, and
by recontextualizing archival materials, these activities add to ongoing discussions
and the identity-building of the CCA archive — where existing materials guide us
toward a deeper understanding of both the past and potential futures.

Relying on its history, the archive of the CCA operates as a dynamic, generative
space that not only preserves the history of Estonian contemporary art but also
contributes to ongoing conversations about identity, technology, and the role of art
in society. Through its combination of inward reflection and outward engagement —
through continuous acts of recontextualization — the Centre’s archive has evolved
into a valuable resource for both artists and researchers.
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Igaunijas Laikmetigas makslas centra
arhivs ka multimodals agents

Kopsavilkums

Raksts piedava praksé balstitu skatijumu uz Igaunijas Laikmetigas makslas centra
arhivu ka multimodalu agentu, izsekojot centra organizatoriskajiem principiem
un skaidrojot to ietekmi uz arhiva formalizacijas procesiem un turpmako darbibu.
Balstoties uz empiriskiem piemériem, kas giti, autorei kop$ 2017. gada stradajot arhiva,
tiek analizéts, ka arhiva materiali var klat par avotu jaunu ideju raanas procesa,
vienlaikus sekméjot aktualas kultaras diskusijas un arhiva identitates veidosanos.
Ipasa uzmaniba pievérsta arhivéto materialu nozimei, lai izprastu, ka institucionalas
prakses atspogulojas makslinieciskaja darbiba un iezimé attistibas virzienus Igaunijas
laikmetigaja maksla.

Atslégvardi: 20. gadsimta 90. gadi, jaunie mediji, videomaksla, drukatie materiali,
Austrumeiropa, generativa arhiva prakse.
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Performing Working-Class
Masculinity in Soviet Latvian Painting;

The Case of Edgars Iltners

Summary

The article examines the construction of masculinity in Edgars Iltners’s (1925-1983)
group portraits of working-class men from the 1960s and 1970s. In the late 1950s,
Iltners was recognized as one of the pioneers of the so-called Severe Style in Soviet
art, which sought to liberate socialist realist painting from the rigid restrictions of the
Stalin era and to create a modern, typified, and heroic image of the contemporary
Soviet citizen. During the 1960s and 1970s, Iltners frequently depicted working-class
men — factory workers, farmers, fishermen, and soldiers — whose collective portrayals
conveyed positive affects aligned with Soviet narratives of progress and industria-
lization. Today, when such idealized representations of Soviet citizens appear false
or implausible, new questions arise regarding the interpretation of these figurative
compositions. Following the question raised by the 2024 Latvian National Museum of
Art exhibition I the Name of Desire concerning representations of sexuality in Latvian
art history, this article analyzes Iltners’s multi-figure compositions in the context of
gender studies, problematizing their expressions of homosociality and corporeality,
while also emphasizing the significant role of technology in his later works.

Keywords: Latvian art, Soviet Latvian culture, masculinity, homosociality, Edgars lltners.

Introduction

Nowadays, the artistic and literary heritage of the Soviet era is undergoing critical
reassessment. This was a period when art was created under conditions of increased
ideological pressure; therefore, the legacy left by artists cannot be viewed solely as
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the product of their free creative expression but also as a response to the political and
institutional demands of their time. The art of this period also reflects contemporary
understandings of gender and sexuality — topics that were largely excluded from public
discourse. Our research was motivated by the need to critically examine representa-
tions of masculinity in Latvian art of the Soviet era. Addressing this issue requires
both respect for the artistic language and intentions of the period’s authors and an
awareness of the historical context in which their works emerged. At the same time,
it is essential to problematize the relevance and reception of this heritage today, in an
era when audiences are accustomed to different visual codes and cultural frameworks.

Our research focuses on Edgars Iltners (1925-1983), one of the most prominent
Latvian painters of the Soviet era, whose creative biography serves as a key testimony
to the development of Latvian art from the late 1950s to the early 1980s.! We concen-
trate particularly on his group portraits of working-class men, which once held great
ideological significance as visual embodiments of the Soviet worker engaged in the
construction of communism. Today, however, as the narrative of Soviet progress has
long become a legacy of the past, Iltners’s group portraits, like many other works
of art from that time, invite new readings and interpretations, including queering
that aspires to dismantle the canonized narratives of the artworks and looks for new
interpretations of their politics of sex and gender.? Their corporeality, expressive affects,
gender performance and compositional intensity call attention to the embodied presence
of male figures. This raises a key question: can the contemporary viewer abandon
the interpretative frameworks imposed by Soviet ideology and instead approach
these works through a subjective lens? Before turning to Iltners’s painting in detail,
it is useful to consider a recent exhibition held in 2024, whose curators re-examined
representations of masculinity in earlier Latvian art, introducing significant shifts
in interpretation.

1 Edgars lltners's work during the Soviet occupation period is well documented, yet following Latvia’s
restoration of independence, publications devoted to him have become noticeably fewer. Rasma Lace
wrote a full-length monograph on lltners, while Dzemma Skulme, Aleksis Osmanis, Aleksandrs Stankeviés,
Aija Braslina, Andris Teikmanis, and others, including Soviet Russian critics, have written shorter essays
and exhibition reviews. See also: Nefedova (1988).

2 As Janis Ozolins has pointed out, "A person perceives the world and communicates with it through
narratives, using a system of cognitive processes and the regularities corresponding to them.”

Ozoling, Janis (2020). Stastijuma jédziens un ta adepti latviesu literatlrzinatné. Letonica, No. 42, p. 9.
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Contemporary Interpretations Beyond Normativity

The exhibition /n the Name of Desire took place at the Latvian National Museum of
Art in Riga from 27 April to 28 July 2024. As stated in the curators’ press release,
the exhibition sought to expand and problematize the representation of sexuality in
Latvian art:

For the first time in Latvia, Baltic queer art is surveyed at such breadth,
demonstrating inclusive thinking and openness towards questions of
self-identity regarding awareness of one’s sexuality. [..] The exhibition
will celebrate sexual diversity at a time when authoritarian regimes right
next to us as well as in other parts of the world violently oppress and
persecute people who identify and desire differently.’

According to this concept, the exhibition juxtaposed newly commissioned
artworks on queer themes with selected historical works that, according to the
curatorial framework, could be reinterpreted as manifestations of queer desire.

The thematic section titled Queer Desire included, among others, two black-and-
white graphic works from the Soviet period by artists Rasin$ Rozite (1943-1978) and
losif Elgurt (1924-2007), both depicting working-class men in seemingly “innocent”
situations. Elgurt’s screen print Break (Partraukumad, 1975) portrays a group of workers,
some of them half-naked, spending their break gathered around a chess table. Nearby,
Rozite’s etching Fence Painters (Sétas krisotdji, 1966) shows two men at work: one,
bare-chested, seen from behind as he paints a fence; the other approaches with a
bucket in hand, wearing sunglasses. Both works provoked discussion about whether
such imagery might be reinterpreted as homoerotic* and therefore included within
an emerging canon of queer representations in Latvian art. This curatorial gesture
invites a broader reconsideration of the entire archive of Soviet Latvian art from the
perspective of a twenty-first-century viewer, whose gaze is no longer bound by the
ideals of innocence and puritanism characteristic of the socialist period.

Even before the /n the Name of Desire exhibition, Rozite’s artwork had already
been subjected to queer reading by art critic Vilnis Vgjs. In 2023, he published a
short essay dedicated to Fence Painters, in which he outlined several principles of
reinterpreting seemingly “innocent” works of Soviet-era art by acknowledging their
thematic and formal features that may evoke queer desire. As V&j$ observed:

3 The Latvian National Museum of Art (2024). The exhibition In the Name of Desire in the Great Hall of
the main building of the Latvian National Museum of Art. Ministry of Culture, Republic of Latvia, 23.04.
Available at: www.km.gov.lv/en/article/exhibition-name-desire-great-hall-main-building-latvian-national-
museum-art [accessed 23.11.2024.].

4 Homoeroticism is sexual attraction between members of the same sex.
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Rasing Rozite, Fence Painters,1966. Paper, etching, 43x51 cm. LNMM, VMM AO-3189
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Oh my, how these two men look! Just like Greek gods: [..] slender,
long-legged, elongated waist, broad shoulders, massive neck. The first
is half-naked in the sunlight, only in tight work trousers; the other, who
is carrying a bucket, has also put on a sweater and elegant sunglasses
and patent leather shoes. Nowadays, these gentlemen could certainly
be models. [..] Who were they when the drawing was made? [..] Rather,
they are the fruits of the author’s fantasy, idealized bodies, which are
characteristic of the time of the Severe Style, when human figures became
more stylized. [..] The first similarity that comes to mind is Edgars Iltners’s
Masters of the Land, and this is no coincidence, because Iltners, as the
exhibition annotation says, was Rozite’s teacher. The second similarity
is Ojars Abols, who also often depicted idealized male figures at the
beginning of his career. Perhaps all three were inspired by Aleksandr
Deineka, an unparalleled Soviet Russian painter of male bodies, whose
reproductions now circulate on homoerotic websites.”

Several vital points in this passage need closer attention. First, V&j$ practi-
cally equalizes idealization and typification, as though the unified features in the
representations of working-class male bodies were the reason for their appeal to
contemporary viewers. While this might be the case in some instances, typification
can also function as a source of anonymity — erasing individual identity rather than
enhancing it. Thys dynamic is clearly evident in a number of Iltners’s group portraits
of working-class men and Latvian riflemen, including his celebrated Masters of the
Land. Critics have long questioned whether the erasure of individuality in Iltners’s
typified portrayals of workers and peasants served to strengthen or, on the contrary,
to weaken their expressive power.®

Secondly, the reference to Aleksandr Deineka is especially significant, particularly
in light of Christina Kiaer’s recent monograph, which focuses on the representations
of the collective body in Deineka’s painting.” As Kiaer argues, Deineka’s — and indeed
much of Soviet art’s — imagery can also be read through the framework of the capizalist
commodity form, promising voyeuristic pleasure through the display of idealized,

5 Véjs, Vilnis (2023). Idealie viriesi. Rigas Laiks, No. 9, septembris, p. 75. [Hereinafter, the translation of
quotations is ours - K.V. and J.O.].

6 Such questions can be found in reviews in Iltners’s lifetime and the more recent writings: Lace, Rasma
(1992). Edgars lltners. Riga: Liesma; Braslina, Aija (2007). “...because | can’timagine anything more
beautiful...”. In: Braslina, Aija (Ed.). Edgars lltners: Gleznas / Paintings. Riga: Latvian National Museum of
Art/ Neputns, pp. 27-41.

7 Kiaer, Christina (2024). Collective Body: Aleksandr Deineka at the Limit of Socialist Realism. Chicago and
London: The University of Chicago Press.
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Aleksandr Deineka, Lunchbreak in the Donbas, 1935. Canvas, oil, 150x249.
LNMM, AMM GL-1361
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athletic bodies.® In paintings such as Lunchbreak in the Donbas (1935), Deineka presents
the well-built worker as both a role model and an object of desire: a figure meant to
provoke aspiration in the viewer, to inspire imitation through labor, discipline, and
participation in collective physical culture.’

However, contemporary audiences operate within entirely different visual
and ideological codes than Soviet-era viewers. It is therefore reasonable to ask why
present-day interpretations should confine themselves to readings permissible within
Soviet public discourse. As the biographies of Soviet Latvian artists reveal, politically
suspect themes and stylistic modernisms — dismissed under the pejorative label of
abstractionism in the early 1960s — were actively suppressed, as were explicit or implicit
representations of sexuality, especially homoeroticism."” Only with perestroika in the
late 1980s did Latvian art begin to adopt more provocative strategies, embracing
political subtext, thematic diversity, and a broader spectrum of corporeality, including
depictions of disability."

None of the artists mentioned in V&j§’s essay identified as queer, nor is there any
evidence to suggest that they maintained romantic or sexual relationships with men.
Nevertheless, as Brian James Baer argues in Queer(ing) Russian Art, certain works
can “produce queer imagery, that is, images that go against the grain of dominant or
official representations of gender and sexuality”."” In this sense, the artworks of Rozite,
Elgurts, Iltners, and other artists of the Soviet period can be seen by the audiences
of the 21st century as questioning the notions of masculinity and men’s homosocial
bonds in visual representation.

As this article argues, contemporary interpretations of such works should not be
regarded as deviations from the “authentic” principles of art appreciation established
in Soviet times. Rather, they represent an attempt to re-examine the visual culture of
a bygone era through a new affective lens — one, in which the influence of modernism
need not to be concealed, the primacy of the social over the individual is no longer
a requirement, and themes of corporeality, sensuality, and sexuality are freed from

8 On representations of masculinity in Latvian art in the 21st-century capitalism, see: Ozoling, Janis; Vérdins,
Karlis (2023). Urbanie muki: portretu konteksti Ata Jakobsona personalizstadé Padures muiza. Letonica,
Nr. 48, pp. 164-181.

9 On collectivist representations as occupying the central place in both socialism and nationalism, see:
Vérding, Karlis (2021). History, Trauma and Narrative Perspective in "A Woman in Amber” by Agate Nesaule.
Journal of Baltic Studies, 2021, 52:2, pp. 179-191. https://doi.org/10.1080/01629778.2020.1850486

10 On the non-conformist art of the Soviet Baltics, see: Svede, Mark Allen; Vérdins, Karlis (2024). Nearly
Underground in the Near-Abroad: Outliers in Soviet Baltic Culture. In: Lipovetsky, Mark; Kukuj, Ilja; Glanc,
Tomas; Engstrom, Maria; Smola, Klavdia (Eds.). The Oxford Handbook of Soviet Underground Culture.
New York; Oxford: Oxford University Press, pp. 303-331.

1 Zviedre, Agnese (2023). Social Critique of the Soviet Regime in Ivars Poikans’ Works from 1987 till 1990:
A Disability Aesthetics Perspective. Kunstiteaduslikke Uurimusi, Vol. 32, No. 1/2, pp. 152-168.

12 Baer, Brian James; Fiks, Yevgeniy (Eds.) (2023). Queer(ing) Russian Art: Realism, Revolution, Performance.
Boston: Academic Studies Press, p. 24.
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taboo.”” Within this framework, the analysis turns to the case of Iltners, whose
representations of male figures offer an especially revealing example of how gender
performance operated in Soviet art. This article focuses on the question of gender
performance in Iltners’s representations of male figures, exploring an additional layer
of meaning beyond anatomical sex and gender identity that the viewer can discern
in his paintings." In this context, the concept is understood as a set of deliberate
artistic choices through which Iltners constructs images of working-class men that
conform to the norms of the Soviet art scene and are intended to evoke positive affect
in viewers by depicting the attractive bodies of the builders of communism.

Working-Class Men of Edgars Iltners

The reminder of the article focuses on Edgars Iltners (1925-1983), one of the most
prominent painters of Soviet Latvia, whose oeuvre contains numerous representations
of working-class men. Although his work was not included in the exhibition /n the
Name of Desire, the representation of masculinity in his art offers a fascinating case
study of the period.

Iltners’s biography was not the most convenient for a Soviet Latvian artist.
He was born on March 3, 1925, in a wealthy farming family in the Aizpute district in
western Latvia. After the Second World War, his family voluntarily handed over their
property to the Soviet authorities to merge it with a nearby collective farm, thereby
avoiding the Stalinist repressions that targeted wealthier farmers during the mass
deportations to Siberia in 1949. As a young man, Iltners came of the age during the
Nazi occupation of Latvia. In October 1944, to avoid conscription into the German
army, he went into hiding in the forests and, as he later emphasized, maintained
contact with the Red partisans. In 1945, between March and May, he was imprisoned
in Liepaja for living without official documents. After the war, Iltners moved to Riga

and, in 1949, graduated with honors from the Rozentals Riga Secondary School of

13 On the emancipation of homoeroticism in Latvian post-soviet literature, see: Vérdins, Karlis; Ozolins,
Janis (2019). Queer Narratives in Contemporary Latvian Short Fiction. In: Anna Pilinska; Harmony
Siganporia (Eds.). All Equally Real: Femininities and Masculinities Today. 2nd edition. Leiden: Brill, pp. 79-87;
Verdins, Karlis; Ozoling, Janis (2025). Melancholic Sons and Dying Mothers: Queerness in (Post)Soviet Baltic
Fiction. Journal of Baltic Studies, Vol. 56, No. 2, pp. 385-400.
https://doi.org/10.1080/01629778.2024.2424257.
On the life stories of Soviet Latvian queer men, see: Ozoling, Janis (2024). Accumulating Negative Affects:
The Diary of the Soviet Latvian Film Director Gunars Piesis. Latvijas Véstures Institata Zurnals, No. 120,
pp. 81-102. doi.org/10.22364/Iviz.120.05; Vérdins, Karlis (2024). Two Peters: Queer Domestic Space and
Artist’s Sensibility in Soviet Latvia. Latvijas Véstures Institata Zurnals, No. 120, pp. 103-121.
https://doi.org/10.22364/Iviz.120.06.

14 As Judith Butler points out, “we are actually in the presence of three contingent dimensions of significant
corporeality: anatomical sex, gender identity, and gender performance.” Butler, Judith (1990).
Gender Trouble: Feminism and the Subversion of Identity. New York; London: Routledge, p. 187.
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Art. Due to his family background and ambiguous wartime position, some of his
contemporaries regarded him with suspicion during the Stalin era, which made his
position within Riga’s artistic circles precarious.

On January 7, 1950, he married Erika Kunstberga; they had three daughters,
all of whom later became artists. In 1956, Iltners graduated with distinction from
the Art Academy of Latvia, and shortly afterward, his figural composition 7he Men
Are Coming attracted attention of Soviet cultural authorities as an early example of
the so-called Severe Style — a movement that emerged during the Thaw and sought
to renew socialist realism through austere and monumental depictions of everyday
life. Throughout the late 1950s and 1960s, Iltners produced several large-scale figural
paintings depicting groups of factory workers, fishermen, and farmers that followed
the principles of the Severe Style: rough, monumental human images portrayed in
their working environments — fields, factories, or along the seaside. In 1959, Iltners
received the USSR Artists’ Union Prize; in 1960, he became a professor at the Art
Academy of Latvia; and in 1968, he was appointed chairman of the Artists’ Union of
Soviet Latvia. Awards, positions, and participation in exhibitions both in the USSR
and abroad continued until Iltners’s untimely death on February 9, 1983.5

Iltners’s breakthrough in art was secured by his timely adoption of the features
later labeled as the Severe Style. This style can be characterized as an acceptable
compromise between socialist realism and modernism, allowing artists a degree of
formal experimentation while maintaining content aligned with Soviet culture and
history, the lives of workers and peasants, and the vision of building a communist
future. In the late 1950s and early 1960s, it became a significant trend in Soviet art,
linking contemporary subjects with the legacy of early Soviet Russian artists such as
Aleksandr Deineka and Yuri Pimenov. In Soviet Latvian art, Iltners’s contemporaries —
including Indulis Zarin$, Gunars Mitrevics, Valdis Dislers, DZemma Skulme, and
Ojars Abols — created large-scale paintings depicting robust figures of construction
workers, farmers, fishermen, or soldiers."® In those monumental paintings, people
were often represented at work, on their way to work, or during moments of rest
after work, emphasizing collective identity and dedication to hard work. Within this
circle, Iltners occupies a distinct place through his carefully balanced compositions
and his ambition to convey meaningful messages to Soviet audiences.

As his publications and archival materials reveal, Iltners’s ambition was to create
multi-layered compositions that functioned simultaneously as realistic portrayals of
his working-class models, as typological group portraits capturing the Soviet ideal

15  Biographical information is based on: Lace, Rasma (1992). Edgars lltners. Riga: Liesma, pp. 7-91.

16 Forarecent overview of the Severe Style in Latvian painting, see: Valda Knavina (2019). The Severe Style.
Manifestations of Socialist Modernism in Latvian Painting during the 1950s-60s. In: Elita Ansone (Ed.).
Ten Episodes in Art of the Second Half of the 20th Century in Latvia. Riga: Latvian National Museum of Art,
2019, pp. 51-89.
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of laboring men deeply rooted in their environment, and as symbolical depictions
of class consciousness and devotion to collective labor for the multinational state.
His painting Masters of the Land (1960) stands as a paradigmatic example of this
approach. Widely reproduced in Soviet periodicals, art catalogues, and postcards,
and frequently exhibited, it epitomized the visual rhetoric of its time."”

As was characteristic of the period, the representation of masculinity in such
works was never publicly problematized. Iltners’s robust, monumental male figures
adhered to contemporary standards, and the themes of his paintings conveyed
clear, ideologically approved messages — often reinforced by explanatory articles in
newspapers and magazines documenting his working process and contextualizing
each new work. Contemporary Latvian artists and art historians tend to view these
paintings with skepticism, interpreting them primarily as compliant responses to
official Soviet cultural directives.'®

Our interest, however, lies in the paradoxical tension between the ideological
dimension of these paintings and the physical manifestations of the men depicted.
In what follows, we focus on two of Iltners’s large-scale portrayals of working-class
men, conceived and received in their time as statements on how the Soviet man
should look, behave, and think.”

Soon after completing the canonical Masters of the Land, Iltners began work
on another large-scale figurative painting depicting working-class men. Hard Hands
(1962) was based on his observations of workers in the open-hearth furnace workshop
of the Sarkanais metalurgs factory in Liepaja, from which he ultimately selected four
men as models. Readers of Latvian newspapers and magazines could follow the pain-
ting’s development for almost two years: several publications described the painting

17  Detailed exhibition and reproduction history of the painting can be found in: Braslina, Aija (Ed.) (2007).
Edgars lltners: Gleznas / Paintings. Riga: Latvian National Museum of Art / Neputns, pp. 147-148.
On The Men Are Coming and Masters of the Land in the context of the Severe Style, see: Reid, Susan E.
(1999). ‘Masters of the Earth”: Gender and Destalinisation in Soviet Reformist Painting of the Khrushchev
Thaw. Gender & History, Vol. 11, No. 2, July, pp. 276-312.
For the context of Soviet Baltic art, see: Talvoja, K&di (2018). The official art of the Khrushchev Thaw: The
Severe Style as an ambassador of the Estonian national school at Baltic art exhibitions in Moscow. Journal
of Baltic Studies, Vol. 49, No. 3, pp. 333-350.
On the taxonomy of postcards as memory objects, see: Goldberga, Liga (2022). Postcards in the National
Library of Latvia: Options for the Interpretation of Photographic Materials. Letonica, No. 46, pp. 186-208.

18  Braslina, Aija. “...because | can'timagine anything more beautiful...” Braslina, Aija (Ed.) (2007). Edgars
Iltners: Gleznas / Paintings. Riga: Latvian National Museum of Art/ Neputns, pp. 27-41.

19 Cf. the argument of Claire McCallum: "Because the heroes of lltners’s canvas are all discrete characters,
differently dressed with differently directed gazes, their diverse appearances allowed them to act as
a universal standard for all Soviet workers - or at least all the male ones - as no one occupation was
privileged over another. Yet, all this individuality was just on the surface, as the workers’ synchronized
striding and forward momentum unified the group, giving their progress a common objective - they
are a collective.” McCallum, Claire (2018). The Fate of the New Man: Representing & Reconstructing
Masculinity in Soviet Visual Culture, 1945-1965. DeKalb, IL: Northern Illinois University Press, p. 55.
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Edgars lltners, Hard Hands, 1962. Canvas, oil, 184x174.
LNMM, VMM AG-2877. Photo: Normunds Brasling
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process, composition, and the ideas it sought to convey.?” Subsequent reports covered
the completion and exhibition of the painting, as well as its first critical reviews.
The concept behind Hard Hands was outlined by artist Aleksandrs Stankevi¢s in
a 1961 newspaper article, where he explained what Iltners himself regarded as the
central message of the work in progress:

A group of workers reflects on the newspaper article they had just read
about humanity’s first journey into space. At the center of the compo-
sition are the figures of four workers, imaginatively illuminated by two
sources of light — the red glow of the open-hearth furnace and the blue
of the starry night sky visible through the workshop’s huge window.
A pictorial expression of thought has been achieved here — a part of these
strong, simple people can be found there, in space. Their hard hands
accomplish the work without which the genius of Soviet science could
not have reached such miraculous distances.”

Now, more than sixty years after this artwork was painted, contemporary
audiences are unlikely to share the sense of joy once felt by the depicted workers.
This and other similar paintings have recently been interpreted as collaborative efforts
by artists from the occupied Baltic States to navigate between their personal artistic
aspirations and the need to conform to Soviet ideological demands.?* Iltners tried to
convince viewers that workers, reading a Soviet newspaper and overwhelmed with
admiration for the first man in space, could appear both “real” and “symbolic.” It was
only after Iltners’s death that Dzemma Skulme (1925-2019), another prominent artist
of his generation, offered a different interpretation, grounded in the physicality of
the male body: “In the painting Hard Hands, the play of the workers’ back muscles
is significant. He equates it with the play of firepower, with the twisting of pipes in
modern industry; he connects it with the play of stars. In general, it is a poem about
men and fire.”?

20 Komunists, 1961, 05.02., p. 5; Literatdra un Maksla, 1961, 12.08.; Literatdra un Maksla, 1962, 02.06. Color
and black-and-white reproductions of the painting appeared in Literatdra un Maksla and the magazines
Maksla, Karogs, and Bérniba.

21 Stankevi¢s, Aleksandrs (1961). “Cietas rokas” sta zvaigznu kugus ["Hard Hands” Send Spaceships].
Literatdra un Maksla, 12.08. A similar interpretation was offered by Romis Béms in his introduction
to the catalogue of lltners’s work: BEms, Romis (sast.) (1964). Edgars lltners: reprodukciju albums
[Album of Reproductions]. Riga: Latvijas Valsts izdevnieciba, p. 6.

22 Teikmanis, Andris (2003). Edgara lltnera gleznas “Pavasaris (V. |. Lenins)” (1973) retoriskas uzbaves analize.
No: Kristiana Abele (sast.). Latvijas maksla tuvplanos. Riga: Neputns, pp. 136-143.

Braslina, Aija (2007). “...because | can’t imagine anything more beautiful...” In: Braslina, Aija (Ed.). Edgars
Iltners: Gleznas / Paintings. Riga: Latvian National Museum of Art/ Neputns, pp. 27-41.
23 Skulme, Dzemma (1985). Noslépums, ko vina maksla glaba [The Secret His Art Hides]. Maksla, No. 3, p. 10.



PERFORMING WORKING-CLASS MASCULINITY IN SOVIET LATVIAN PAINTING: THE CASE OF EDGARS ILTNERS

As more years have passed, the physicality of the male body in this painting
has become increasingly open to reinterpretation through contemporary visual codes.
If we deliberately ignore Iltners’s projection of the communist agenda onto working-
class men, the painting emerges as a manifestation of close homosociality?* among
factory workers spending their breaks together in intimate proximity. The workers’
personalities are practically erased, as the typicality Iltners sought has transformed
into anonymity. Their partially clothed, muscular bodies are fused tonally into the
glowing red of the furnace hall, unified by the heat and light. The blaze becomes a
metaphor for their shared labor and collective fervor. However, if we can no longer
accept that their excitement stems solely from reading about the first man in space,
the painting invites us to consider alternative sources of that excitement.

Five years later, Iltners completed another large-scale painting inspired by the
same group of factory workers. New Year’s Eve (1967) depicts even closer emotional
ties among six men spending the celebration in their workplace. They mark the arrival
of the new year with food and drink, holding hands and embracing with visible
affection.” The figures are arranged in three color-coded groups: four blue-toned
men on the left and two beige figures locked in a tight embrace on the right. The
source of excitement in this painting is no longer the celebration of Soviet achieve-
ments in space exploration but rather the shared joy of an all-male gathering — an
intimate, alcohol-fueled moment in which physical closeness and camaraderie blur
the boundaries between friendship, sensuality, and desire.

In the following years, Iltners drastically changed his approach to depicting
groups of working-class men. The robust, geometric figures of middle-aged workers
disappeared, replaced by much younger and more slender male bodies. His large-scale
painting Latvian Countryside, exhibited at the annual Autumn 75 exhibition,
surprised viewers with its departure from previous models. It showed thirteen young
men — repair workers and mechanics — whose appearance seemed entirely incom-
patible with the realities of rural labor, gathered around vividly painted agricultural
machinery. Art historian Rasma Lace, in her biography of Iltners, described this
scene as “a challenge to the patriarchal rural poetics in art.”*® Most critics at the
time highlighted the “advent of technology” in Iltners’s painting. Yet it is not only
the machinery that seems unprecedented and confusing, but the depiction of the

24 Homosociality is a term popularized by American scholar Eve Kosofsky Sedgwick, referring to same-sex
relationships that are not romantic or sexual in nature, such as friendship and mentorship. Homosociality
is interpreted as a form of male bonding that sustains men’s social dominance and often carries a
homophobic dimension. See: Sedgwick, Eve Kosofsky (1985). Between Men: English Literature and Male
Homosocial Desire. New York: Columbia University Press, pp. 1-5.

25  Asanewspaper article explained in 1967, “New Year'’s Eve will not feature a lavish still life with champagne
glasses and toasts. It will see the turn of the year in a steel mill; the workshops and workers of Sarkanais
Metalurgs served as models. [Anon.] (1967). Edgara lltnera darbnica. Dzimtenes Balss, Nr. 12 (marts), p. 3.

26 Lace, Rasma (1992). Edgars lltners. Riga: Liesma, p. 63.
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Edgars lltners, New Year's Eve, 1967. Canvas, oil, 150x195. State Russian Museum
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Edgars lltners, Latvian Countryside, 1975. Canvas, oil, 175x275.
LNMM, VMM AG-935. Photo: Normunds Brasling
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young men themselves: slender figures dressed in modern, tight-fitting clothes, their
bodies revealing the musculature of their arms and legs. The poses — many of them
captured from behind — render these figures subtly erotic, even if the artist’s original
intention may have differed. Sketches from the period show that Iltners meticulously
planned the composition, including precise studies of the agricultural machinery. As
his daughter, painter leva Iltnere, later acknowledged, he often asked his daughters
to pose for him, even for the portrayals of young farmers” — perhaps explaining the
androgynous grace and mannered appearance of the figures. Furthermore, in the
mid-1970s, younger Latvian artists increasingly adopted hyperrealist aesthetics, which
also began to influence Iltners’s own style. His travels to Western countries, including
North America, allowed him to acquaint himself with contemporary Western art
trends, further informing this stylistic transformation.*®

The tight trousers, knee-high boots (seen already in Iltners’s Severe Style
paintings), fashionable shirts, and vests led critics to speculate that the artist was
increasingly interested in youth — a theme he could observe both as a father and as a
professor at the Art Academy. The style and the model of masculinity introduced in
Latvian Countryside mark a turning point in Iltners’s oeuvre, continued in works such
as Homeward (1975), Montage (1977), and Plowmen (1977). The young men painted in
Plowmen are shown in close-up, dressed in tight jeans, disco trousers, and fashionable,
colorful shirts, with one wearing a wide-brimmed hat. The youthful mechanics of
Latvian Countryside and the plowmen beside the machinery appear more like urbanites
than rugged rural laborers. Their clothing gestures toward broader social changes of
the time, such as the migration of youth from the countryside to the city and, more
importantly, the growing influence of Western consumer culture. Even within the
Soviet republics, Western goods were in high demand, fueling an active black market.
These paintings were produced during the period of the so-called “stagnation”, when
the aging of population and labor shortages became increasingly evident.

Iltners’s portrayal of young men undeniably unsettled and confused the viewers,
especially given the broader Soviet concern with the “masculinization” of women,
which, paradoxically, was believed to render men effeminate.”” Most likely, the painter
sought contemporary modes of expression by depicting the youth of his time. Yet,
the result is far more powerful, highlighting a range of issues that can be labeled as

27 lltnere, leva (2025). Interview with the artist by Janis Ozoling and Karlis Vérdins. Audio recording in
authors' archive, 09.01.

28  AsRasma Lace points out, from the late 1960s to mid-1970s, Iltners visited Norway, Italy, Switzerland,
Sweden, West Germany, the Netherlands, France, Canada among other countries.See: Lace, Rasma
(1992). Edgars lltners, pp. 53-54.

29  Onrepresentations of masculinity in Soviet Latvian art, see: Buholcs, Janis (2005). Virie$a dzimtes
konstrukcija Zurnala “Padomju Latvijas Sieviete” (1952-1968). Latvijas Universitates Raksti. Vol. 683:
Komunikacija. Riga: LU Akadémiskais apgads, pp. 97-126; Krilova, M. (2005). Maskulinitates un feminitates
diskurss Rigas kinostudijas kara tematikas filmas. Latvijas Universitates Raksti. Vol. 683: Komunikacija.
Riga: LU Akadémiskais apgads, pp. 173-191.
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part of an ongoing “crisis of masculinity.” As one of the pioneers of the Severe Style,
who had earlier painted peasants, fishermen, and factory workers, Iltners now offered
a markedly different perspective — a queer reimagining of masculinity embodied by
the figure of the szilyaga, standing as an antithesis to Soviet greyness, austerity, and
the archetype of the war veteran or socialist labor hero.

During this period, public discussions on Soviet masculinity and gender
relations intensified. In 1970, a widely debated article by Soviet demographer Boris
Urlanis, published in Literaturnaia Gazeta, offered a new perspective on Soviet
masculinity, contributing directly to the emerging narrative of male victimization.
Men were portrayed as an “endangered species”, their social and emotional struggles
attributed either to their “biological nature” or to “structural-cultural circumstances.”
While Iltners’s group portraits of men may not appear overtly socially charged, such
contextualization becomes essential when examining the depiction of working-class
masculinity. The young men in his paintings — ephebes, dandies, “jeansters” — signal
the artist’s search for new modes of expression, distancing himself from the Severe
Style that had once enabled a degree of separation from socialist realism.

Conclusion

The evolution of Edgars Iltners’s large-scale figural compositions of working-class
men traces his development trajectories from the monumental Severe Style paintings
to more casual, even flamboyant, depictions of contemporary youth. Whereas the
mature male figures in his Severe Style period were meant to radiate noble heroism, the
stylish ephebes of his later works projected far more ambiguous ideological messages.
Soviet audiences were once instructed in the “correct” readings of such paintings —
seeing groups of men united by collective labor, pride in Soviet industrial progress,
or admiration for the USSR’s space triumphs. Today, when the social function of art
no longer dominates over the personal, these narratives have become increasingly
open to reinterpretation.

The groups of workers and peasants in Iltners’s paintings, typified through visual
unification, celebrate life and belonging within all-male work collectives, expressing
affective bonds that, as Iltners himself emphasized, extended beyond the workplace —
into breaks, leisure time, and festivities. The hypermasculinity (or, in V&j$’s terms,
idealization) evident in Iltners’s Severe Style period, as well as in the works of other
Soviet Latvian artists, now appears closely aligned with Western twentieth-century
traditions of erotic representation — including the homoerotic aesthetics of Tom of

30 Zdravomyslova, Elena; Temkina, Anna (2012). The Crisis of Masculinity in Late Soviet Discourse.
Russian Studies in History, Vol. 51, No. 2, pp. 16-17.
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Finland, Paul Cadmus, and others. As we suggest, what once signified true or arti-
ficial enthusiasm for Soviet progress can now be read as an ambiguous portrayal of
homosociality, whose affinities with Western Cold War-era art also open space for a
queering. Soviet art also produced portraits of idealized groups of men united by close
homosocial bonds, in which traces of desire can sometimes be discerned — paralleling
developments in queer art in the West. While Soviet art criticism neither could nor
wished to acknowledge the eroticism in these images, the modern viewer has reason
to reintroduce this missing dimension into the history of twentieth-century art.

From 1975 onward, Iltners’s group portraits increasingly incorporated machines,
mechanisms, and technological systems that, through the industrialization of Soviet
agriculture and industry, reduced the need for physical strength. This mechanization
subtly “feminized” the male figure, presenting him as a desirable subject defined as
much as by intellect as by physicality. A queer reading from the vantage point of the
twenty-first century makes it possible to unpack the latent homoeroticism of these
works and to reframe the visual codes embedded in Iltners’s archive. The question
thus emerges: might Iltners’s oeuvre merit inclusion in future retrospectives of
queer-related Latvian art?
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Stradnieku skiras viriskibas performativie aspekti
padomju Latvijas gleznieciba: Edgara Iltnera piemérs

Kopsavilkums

Raksta aplakotas maskulinitates konstrukcijas Edgara Iltnera (1925-1983) stradnieku
skiras virie$u grupu portretos 20. gadsimta 60.—70. gados. Iltners 20. gadsimta
50. gadu beigas tika atzits par vienu no ta saucama “skarba stila” aizsacéjiem Padomju
Savienibas maksla, kas sekméja socialistiska realisma makslas atbrivosanu no Stalina
laika stingrajiem ierobezojumiem, radidams modernu, tipizétu un heroizétu sava
laikabiedra télu. 20. gadsimta 60.—70. gados Iltners virie$u grupu portretos parasti
attéloja stradnieku $kiras parstavjus (rapnicu stradniekus, zemniekus, zvejniekus, ari
karavirus), kuri emocionali apliecina padomju progresa un industrializacijas stastijumu
nozimibu. Musdienas, kad $ada izskaistinata padomju pilsonu reprezentacija skiet
meliga un neticama, izvirzas jautajums par So figuralo kompoziciju interpretacijam.
Sekojot 2024. gada Latvijas Nacionala makslas muzeja sarikotas izstades “Iekares
varda” izvirzitajam jautdgjumam par seksualitates reprezentacijam latviesu makslas
vésturé, raksta Iltnera daudzfigaru kompozicijas analizétas dzimtes studiju konteksta,
problematizéjot to homosocialitates izpausmes, kermeniskumu, ka ari akcentéjot
tehnologiju nozimigo lomu Iltnera vélina perioda darbos.

Atslégvardi: Latvijas maksla, padomju Latvijas kultara, viriskiba, homosocialitate,
Edgars lltners.

Raksts sagatavots, istenojot valsts pétijumu programmas “Latvijas kultdra - resurss valsts attistibai” (2023-2026)
projektu “Latvijas kultlras ekosistéma ka resurss valsts izturétspéjai un ilgtspé&jai” / CERS (Nr. VPP-MM-
LKRVA-2023/1-0001).
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Rituals of Kinship: Ancestors,
Memory, and More-Than-Human
Relations in Anna Maskava’s Work

Summary

This article examines the artistic practice of Latvian artist Anna Maskava (b. 1990),
integrating autobiographical, genealogical, and interspecies dimensions of kinship.
Drawing on studies of autobiography, memory, and ritual, as well as posthumanist
theory, the article explores how Maskava transforms personal experience, generational
inheritance, and relationships into performative rituals of kinship. Through analyses of
works such as 1997, Milk and Vodka, Expelled from the Kin, Ancestral Body, Animacy,
Bare Life, and Ancestor I/ 65 kg of the Past, the author demonstrates how the concept
of kinship emerges as a dynamic, relational network of memory. In Maskava’s
autobiographical works, memories of childhood and adolescence come to the fore;
in works engaging with family history, generational memory is activated through
the method of fabulation; meanwhile, her interspecies performances are grounded
in modes of co-existence characterized by vulnerability, attentiveness, and material
agency. Situating Maskava’s practice within the broader context of contemporary art
in Latvia and acknowledging the author’s curatorial and pedagogical engagement
in the artist’s professional development, the article argues that Maskava’s works
reconceptualize kinship as an embodied, material, and more-than-human relational
practice, revealing a close affinity with posthumanist ideas.

Keywords: autobiographical performance, kinship, interspecies relations,
posthumanism, fabulation, intermediality, Latvian contemporary art, feminist aesthetics.
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Introduction

Among contemporary women artists in Latvia, ritual, ancestral narratives, and
ecological entanglements have become key points of departure for critically revisiting
questions of identity and belonging. This broader cultural orientation toward ritual,
kinship, and embodied memory becomes especially visible when examining the work
of a constellation of contemporary women artists such as Katrina Gelze (b. 1991),
Vika Eksta (b. 1987), Ance Vilnite (b. 1995), Iveta Gabalina (b. 1979), Ieva Epnere (b.
1977) and Katrina Neiburga (b. 1978). Though varied in medium, these artists have
engaged questions of domestic memory, lineage, and intergenerational transmission
through painting, photography, video, and installation. Such practices mark a broader
cultural shift in which the family archive, articulated through material, affective, and
mythic dimensions, becomes a key locus for reimagining relationality across human,
ancestral, and more-than-human domains.

It is within this expanding field that the work of Anna Maskava (b. 1990)"
has gained resonance. Spanning performance, photography, video, and ritual-based
installation, Maskava’s practice probes the porous boundaries between autobiogra-
phy, matrilineal memory, and ecological embodiment. Her works Ancestral Body
(2024-2025), Animacy (2022), Ancestor II: 65 kg of the Past (2022), Expelled from the
Kin (2023), 1997 (2023), Milk and Vodka (2025), and Bare Life (2025), reconfigure the
artist’s personal history into a series of embodied rituals that expand kinship beyond
biological lineage to include animals, plants, fungi, and geological matter. These
works perform the ancestral memory through the body, through shared substances
like soil, milk, and honey, and through intimate encounters with more-than-human
organisms. In doing so, Maskava proposes an alternative ethics of relation grounded
in vulnerability, care, and interdependence, in contrast to anthropocentric, instru-
mental, and hierarchical models that position the human subject as autonomous and
dominant. This article, ultimately, argues that kinship in Maskava’s work functions
as an ecology of memory, enacted through ritualized autobiographical, genealogical,
and interspecies practices.

To develop this argument, the article situates Maskava’s oeuvre within a
conceptual triad of ritual, autobiography, and ecological kinship, which functions as
the article’s analytical framework. The study is guided by three interrelated research
questions: (1) How does Maskava construct embodied rituals of kinship through
autobiography and oral history? (2) How do these rituals extend kinship beyond
the human by linking ancestral, material, and interspecies relations? (3) How does
posthuman ecological thought help theorize memory as a distributed, relational
process in her work?

1 Anna Maskava's website: www.annamaskava.com/works [17.11.2025.].


https://www.annamaskava.com/works

[..] ANCESTORS, MEMORY, AND MORE-THAN-HUMAN RELATIONS IN ANNA MASKAVA'S WORK

In terms of methodology, the article draws on qualitative, practice-based
approaches grounded in performance studies, cultural-memory theory, and feminist
posthumanism.* Alongside visual and performative analysis, it incorporates inter-
views with the artist as well as texts authored and read aloud by Maskava within
her performances, treating these as integral components of her ritual language.
Attention is also given to the intermedial® character of her work, particularly the role
of photography and video in extending performance into a performative archive that
circulates memory across bodies, media, and environments.

Context: Contemporary Latvian
Women Artists and the Turn Toward
Autobiographical and Ancestral Aesthetics

While Maskava’s practice forms the focal point of this study, her engagement with
autobiography, kinship, and embodied memory resonates with a wider tendency among
contemporary Latvian women artists who draw on familial histories and intimate
geographies as critical frameworks. Over the past decade, a growing number of artists
have revisited personal archives, ancestral landscapes, and domestic material cultures
to address the shifting conditions of identity, care, and belonging in post-Soviet
Latvia. Their work functions as a mode of cultural inquiry through which private
experience becomes entangled with collective memory and social transformation.
Situating Maskava within this artistic constellation clarifies the cultural impulses
that shape her engagements with ritual, ancestry, and more-than-human relations.

Across the Latvian contemporary art scene, autobiographical material and
intergenerational memory have become central methods of inquiry for many women
artists working today. Although their practices span different media — painting,
photography, installation, video — they share a conceptual orientation toward the lived
body, the family archive, and the affective labor of remembering. Three interconnected
tendencies structure this wider cultural field and form the backdrop against which
Maskava’s work takes shape: (1) autobiographical rupture, (2) matrilineal return and
disappearing places, and (3) the reconstruction of domestic archives.

2 Feminist posthumanism is understood here as a theoretical orientation that extends feminist concerns
with embodiment, care, reproduction, and relationality into more-than-human contexts. It emphasizes
distributed agency, material entanglements, and interspecies ethics, while remaining attentive to
gendered histories of vulnerability, labor, and care (see, for example, Rosi Braidotti; Donna Haraway;
Karen Barad).

3 The intermedial character of Maskava's work refers to the way live performance, photography, video, and
textual narration function together as mutually constitutive elements, rather than as separate media or as
documentation secondary to the live event.
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A first tendency concerns the use of autobiographical rupture — moments of
crisis, trauma, and bodily extremity — as catalysts for artistic form. These works
foreground the body as a site of knowledge and expose the fragile textures of intimate
relationships. Katrina Gelze’s 2024 exhibition Atrs un bez zélastibas (Fast and Furious)*
translated the emotional shock of her father’s’ severe car accident into artwork, revealing
how trauma reverberates across family structures and psychic space. Vika Eksta’s
The Encounter (2022)° documents the birth of her first child through self-directed
video and photography, reclaiming childbirth as an act of authorship and corporeal
endurance. Similarly, in Dievs Tévs Debesis (God the Father in Heaven, 2021-2022),
Ance Vilnite’ interweaves documentary family photographs, found objects, and
painting to confront her father’s struggle with alcoholism, transforming private pain
into a shared social narrative about intergenerational wounds in post-Soviet Latvia.® In
each of these practices, vulnerability becomes a critical method: an aesthetic strategy
that renders visible the tensions between love and damage, intimacy and exposure,
rupture and resilience.

A second tendency involves a return to maternal lineage and the landscapes
of ancestry — geographies marked by disappearance, migration, and fragmentary
remembering. These works reconstruct inherited stories from partial archives,
sensory impressions, and embodied encounters with place. In Somewhere on a
Disappearing Path (2012),° Iveta Gabalina retraces the village of her grandmother
Antonina, meeting elderly residents whose recollections evoke echoes of her own
family’s past. The resulting images capture a rural world on the brink of vanishing,
turning the act of looking back into an attentive and affective method. Likewise, leva
Epnere’s [ Was Almost There (2012)'° stages an initiatory journey toward her Russian
great-grandmother’s origins. Working with incomplete information, Epnere travels to
uncertain locations — unsure whether she inhabits the exact spaces her ancestor once
traversed — yet experiencing a powerful sense of proximity. In both projects, ancestry
emerges as a spatial and emotional search rather than a fixed genealogy: a movement
toward the past that recognizes loss but also refuses erasure.

4 Katrina Gelze on her exhibition Atrs un bez #élastibas (Fast and Furious). Available at:
www.makslaxogalerija.lv/news/614/53/19-12-2024-25-01-2025-KATRINA-gELZE-atrs-un-bez-zelastibas
[17.11.2025.].

5 Artist Kristaps Gelzis (b. 1962).

6 Vika Eksta’s website: www.vikaeksta.com/encounter [17.11.2025.].

7 Married name Ance Eikena.

8 Lina Birzaka-Priekule on the nominations of the Purvitis Award: www.km.gov.Iv/Iv/jaunums/2021-gada-
ceturtaja-ceturksni-purvisa-balvai-2023-nominetas-ance-vilnite-sabine-vernere-un-ieva-kraule-kuna
[17.11.2025.].

9 Iveta Gabalina's website: https://ivetagabalina.com/earlier-works [17.11.2025.]; also see Kristberga Laine

(2015). Ainava ka (pa$)portrets Ivetas Vaivodes fotoeseja “Klépis” (2011-2014). No: Alnis Stakle (sast.).
Latvijas ainava. Jelgavas tipografija, pp. 113-117.
10 leva Epnere’s website: https://ievaepnere.com/works [17.11.2025.].
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A third tendency concerns the rediscovery of domestic objects and everyday
artefacts as carriers of intergenerational memory. Here, artists treat the home as a
repository of affective histories embedded in material things. Katrina Neiburga’s exhi-
bition 7he Memory of Things (2012) at Kim? Contemporary Art Centre'' exemplifies
this turn toward the domestic archive. Integrating inherited belongings, furniture
fragments, tools, and recorded narratives into multisensory installations, she reveals
how intimate objects mediate between personal recollection and broader cultural
histories. Similar impulses run through Vilnite’s and Gabalina’s practices, where
household items — milk pails, family photographs, clothing, mundane remnants —
become mnemonic interfaces that activate forgotten stories and emotional traces.
These engagements highlight the material dimension of memory: objects as active
participants in the ongoing processes of remembering, grieving, and reconstructing
kinship.

As a result, these tendencies articulate a broader cultural shift in contemporary
Latvian art: a turn toward autobiographical inquiry, embodied memory, and the
relational dynamics of family, place, and material inheritance. In this sense, these
works resonate strongly with what Michael Renov'? has termed “domestic ethnogra-
phy”"? — a mode of creative practice in which artists turn the analytical gaze toward
their own familial environments and “family members, or less literally, people with
whom the maker has maintained long-standing everyday relations and has thus
achieved a level of casual intimacy”."* According to Renov:

Domestic ethnography is more than simply another variant of auto-
biographical discourse, given its explicitly outward gaze; nominally,
at least, this mode of documentation takes as its object the father,
mother, grandparent, child, or sibling who is genetically linked to the
authorial subject. [..] Domestic ethnographies tend to be highly charged
investigations brimming with a curious brand of epistephilia, a brew of
affection, resentment, even self-loathing. The point to stress is that for
this mode of ethnography, the desire for the other is, at every moment,

1" About Katrina Neiburga's exhibition The Memory of Things (2012): https://kim.lv/en/katrina-neiburgas-
exhibition-memory-things [17.11.2025.]; also see Kristberga, Laine (2018). Femina estétika Katrinas
Neiburgas videografija un kinematografija. No: Janis Ozolin§ (sast.). Andra Neiburga: valoda, dzimte,
stastijums, attéls. Latvijas Universitates Literatdras, folkloras un makslas institats, pp. 172-182.

12 While Michael Renov’s concept of “domestic ethnography” provides a useful analytical lens for
understanding artistic engagements with family, intimacy, and everyday life, itis important to situate
this approach within a longer feminist tradition. Since the 1960s, feminist theory and art history have
foregrounded domesticity as a politically charged site shaped by gendered labor, reproductive work,
and affective economies.

13 Renov, Michael (2004). Domestic Ethnography and the Construction of the Self. In: Michael Renov
The Subject of Documentary. Minneapolis: University of Minnesota Press, pp. 216-229.

14 Renov, 2004, p. 218
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embroiled with the question of self-knowledge; it is the all too familiar
rather than the exotic that holds sway.”

This conceptual lens illuminates how Latvian women artists use bodily testi-
mony, ancestral geography, and domestic objects to negotiate wider cultural histories
and collective emotions.

Their practices show that autobiography can be treated as a methodological
pathway for rethinking identity and belonging in contemporary Latvia. Consequently,
the body becomes testimony, the landscape becomes mnemonic terrain, and everyday
objects become active participants in the work of remembering.

This constellation of concerns forms the cultural environment within which
Maskava’s practice emerges, echoing these tendencies while extending them into
ecological and posthuman dimensions. Understanding this broader context allows
us to see Maskava as a central participant in a significant shift within Latvian
contemporary art — from autobiography to relational ecology, from domestic archive
to embodied ritual.

Theoretical Framework

This article approaches Anna Maskava’s work through a triadic conceptual framework
that brings together ritual, autobiographical and postmemorial performance, as well
as posthuman theory. These three strands are proposed as mutually reinforcing
perspectives that illuminate how Maskava constructs kinship through embodied
action, storytelling, and interspecies encounter.

Ritual serves as the first conceptual anchor. Following Victor Turner, ritual is
understood as a liminal process, a threshold condition in which relationships, identities,
and cosmological orientations are reconfigured.'® Turner’s emphasis on liminality
as “betwixt and between” frames Maskava’s use of ritual gestures — pouring milk,
brewing chaga tea,' sharing space with snails — as transformative techniques for

15 Renov, 2004, p. 218

16 Turner, Victor (1969). The Ritual Process: Structure and Anti-Structure. Chicago: Aldine Publishing, 1969,
p. 94.

17 Renov, 2004, p. 218

18  Chaga tea refers to black birch chaga (Inonotus obliquus). In her Master’s thesis Maskava explains:
"My intention is to create a performance space in which all the senses are activated, and in this case,
the preparation of the tea made from this fungus - chaga - produces a warm, steamy atmosphere,
generating a kind of sensorial environment that feels like being ‘in a mother’'s womb."” At the same time,
as the black birch chaga boils, it releases a distinct, pleasant, sweet aroma that stimulates the sense of
smell. The tea is also consumed, thus activating the sense of taste. In this performance, black birch chaga
is used as a ‘medium’ to facilitate interaction and collaboration among the spectators while also engaging
their sense of taste.” Maskava, 2025, p. 28.
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reimagining the self in relation to ancestors, audiences, and nonhuman beings. Richard
Schechner’s notion of restored behavior also provides a useful lens for understanding
how inherited gestures, domestic tasks, and healing motifs reappear in her work as
recomposed and reactivated practices:

Restored behavior is used in all kinds of performances from shamanism
and exorcism to trance, from ritual to aesthetic dance and theater, from
initiation rites to social dramas, from psychoanalysis to psychodrama and
transactional analysis. [..] Because the behavior is separate from those
who are behaving, the behavior can be stored, transmitted, manipulated,
transformed.”

Furthermore, Catherine Bell’s emphasis on ritualization as strategic, embodied
differentiation is especially relevant here. As Bell writes, ritualization is “a strategic
way of acting [that] differentiates itself from other practices, [producing] particular
social effects [through] the interplay of a socialized body and the environment it
structures”.”” This understanding is crucial for interpreting Maskava’s performances,
especially in terms of how Maskava ritualizes everyday gestures as forms of embodied
knowledge® that reorganize relations among humans, ancestors, and nonhuman agents.

The second analytical strand concerns autobiography and postmemory.
Analyzing autobiographical performance, Deirdre Heddon emphasizes the complex
and palimpsestic relationship between individual experience and its public articulation.
For her, autobiographical performance merges personal and collective dimensions,
refusing any simple or transparent correspondence with “real life.” Autobiography
is therefore not a straightforward reflection of subjective experience but a crafted
construction shaped by multiple creative strategies — strategies that draw not only
on the performer’s perspective but also on external conditions, cultural narratives,
and interactions with others.*

Marianne Hirsch’s notion of postmemory* — the transmission of ancestral
experience across generational distance — provides another key framework for examining
how Maskava’s work mediates between her own biography and matrilineal histories,

19 Schechner, Richard (1985). Between Theater and Anthropology. University of Pennsylvania Press. Retrieved
October 4, 2025, pp. 35-36. Available at: www.jstor.org/stable/j.ctt3fhjzs [17.11.2025.].

20 Bell, Catherine (1992). Ritual Theory, Ritual Practice. Oxford University Press, pp. 6-7.

21 AsDwight Conquergood argues, performance generates “embodied knowledge,” a mode of
understanding that emerges through corporeal action and relational engagement, transforming
how participants negotiate and reorganize relations with others. In: Conquergood, Dwight (2002).
Performance Studies: Interventions and Radical Research. The Drama Review, 46(2), pp. 145-156.

22  Heddon, Deirdre (2008). Autobiography and Performance. Basingstoke: Palgrave Macmillan, p. 9

23 Hirsch, Marianne (2012). The Generation of Postmemory: Writing and Visual Culture After the Holocaust.
New York: Columbia University Press.
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such as the story of her healer great-great-grandmother or her childhood memories
of rural Latvia.** Maskava’s interweaving of family stories, oral histories, and bodily
testimony exemplifies this dynamic, particularly in works like 7997 (2023) and Expelled
from the Kin (2023), where remembrance unfolds through ritualized performance.
Diana Taylor’s distinction between the archive and the repertoire further enriches
this frame. Taylor emphasizes that the enactment of embodied memory, comprising
“performances, gestures, orality, movement, dancing, singing”? constitute a repertoire
through which cultural memory is enacted rather than stored. Maskava’s performances,
documented but also lived in and through the body, operate at this interface: her
photographic images extend and transform the repertoires enacted in performance.
The third strand introduces posthumanist and ecological thought, which
provides essential tools for interpreting how Maskava expands kinship beyond

human lineage. Donna Haraway’s call to “make kin, not babies™

¢ situates kinship
as a practice of care, cohabitation, and multispecies world order,”’” rather than a
biological or heteronormative category. In works like Animacy (2022) and Bare Life
(2025), Maskava enacts this principle literally, sharing intimate physical space with
snails, soil, fungi, and other living materials.

Rosi Braidotti’s posthuman theory (2019)* similarly foregrounds relationality,

vulnerability, and affirmative ethics as core modalities of subjectivity:

For Braidotti (2019) the posthumanities compose a new posthuman subject,
immanently and materially grounded in a position of relationship amid
the convergence of zoe-bio-technos to reveal a distributed consciousness and
a radical equality between all entities. posthumanism therefore exposes
the hierarchies of power that have traditionally sexualized, racialized and
naturalized others, composing a new collective subject, a “We’ ‘who-are-
not-one-and-the-same-but-are-in-this-convergence-together’.”

24 This approach also aligns with the previously mentioned Michael Renov’s theory of domestic
ethnography, which identifies a mode of creative practice in which artists turn ethnographic attention
toward their own familial environments.

25  Taylor, Diane (2003). The Archive and the Repertoire: Performing Cultural Memory in the Americas.
Durham, NC: Duke University Press, p. 20.

26  Haraway, Donna (2016). Staying with the Trouble: Making Kin in the Chthulucene. Durham: Duke University
Press.

27  Latvian terminology for many concepts used in environmental humanities and posthumanist theory
has been significantly advanced by Dace Bula, who has systematically localised terms such as “agence,”
“tap$ana,” "koptapsana,” “tiklojums,” “dabkultdra,” “citbatnes,” and others in her recent work on literary
naturecultures (Bula 2024). Her contributions offer a consistent, contextually grounded vocabulary that
enables the translation and application of multispecies and more-than-human concepts within Latvian
scholarship. See for more information: Bula, Dace (2024). Literaras dabkultiras: Reginas Ezeras zooproza
ekokritiska lasijuma. LU LFMI.

28 Braidotti, Rosi (2019). Posthuman Knowledge. Cambridge and Oxford: Polity.

29  Cull O Maoilearca, Laura; Fitzgerald-Allsopp, Florence (2024). An Introduction to Interspecies
Performance. In: Laura Cull O Maoilearca; Florence Fitzgerald-Allsopp (Eds.). Interspecies Performance.
Wales: Performance Research books, p. 21

"
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Maskava’s exposure of the body to nonhuman agents — its permeability, risk,
and receptivity — echoes Braidotti’s insistence that the human subject is always situated
within a web of “trans-species interdependence”.?® In this context, objects and subs-
tances such as milk, soil, stone, and glass can be understood as agential participants
in the performance. Maskava’s use of such materials, for example, dragging a 65-kg
stone, lying naked inside a glass container, pouring milk over the body, foregrounds
the agency of matter and its capacity to shape relations.”

Consequently, in Maskava’s performances, interspecies contact (snails, ants,
hornets, fungi, etc.) becomes a form of interspecies ritual, challenging anthropocentric
hierarchies and situating the human body within broader ecological networks. This
resonates with the concept of more-than-human geography. As Lorimer and Hodgetts
note, more-than-human materialisms insist that humans are “entangled parts of the
world,” embedded within a “meshwork of beings in constant processes of becoming
otherwise”.*> Moreover, more-than-human thinking widens the category of agency
beyond intentional human action. Agency becomes “distributed across humans and
nonhumans,” expressed through the varied capacities of organisms, materials, and
ecologies to affect situations. Her rituals thus operate as situated experiments in what
Lorimer and Hodgetts call “multinatural worlds,”** where multiple organisms enact
different versions of what a place, body, or relation can be. Within this framework,
Maskava’s interactions with nonhuman beings and substances are situational encounters
that reconfigure the boundaries of subjecthood and relationality.”

Methodology

This study employs a qualitative, practice-led methodology grounded in performance
studies,’ feminist research ethics, and posthumanist approaches to embodied
knowledge. Because Maskava’s works unfold across live performance, photography,
video, and text, the methodology is designed to account for their intermedial and

30 Braidotti, Rosi (2013). The Posthuman. Cambridge: Polity Press, p. 92

31 Likewise, Maskava's work with photography, particularly her use of self-photography, positions the
camera as a nonhuman agent that participates in the performative process. Alongside the artist’s body,
natural environments, and organic materials, the camera contributes to a distributed field of agency in
which memory is produced through human-nonhuman collaboration.

32 Lorimer, Jamie; Hodgetts, Timothy (2024). More-Than-Human. New York: Routledge, p. 3.

33 Lorimer; Hodgetts, 2024, p. 9.

34 Ibid, p. 13.

35  AsKaren Barad argues in her theory of agential realism, subjectivity does not pre-exist relations but
emerges through “intra-actions” - the dynamic entanglements of beings, materials, and environments that
constitute both matter and meaning. In: Barad, Karen. Meeting the Universe Halfway: Quantum Physics
and the Entanglement of Matter and Meaning. Durham, NC: Duke University Press, 2007.

36 Kershaw, Baz & Nicholson, H. (Eds.) (2011). Research Methods in Theatre and Performance. Edinburgh
University Press.
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multisensory character, as well as the relational dynamics that emerge between
performer, materials, and audience.

The primary sources include live performances,” photographic and video
documentation, artist interviews, and texts authored and read aloud by Maskava as
part of her performance practice. Following Philip Auslander,*® Rebecca Schneider,”
and Laine Kristberga,* performance documentation is understood as a performative
extension of the work: images and videos are treated as sites where gesture, affect, and
material agency persist and acquire new meanings. This is particularly important for
Maskava, whose still images often function as autonomous artworks.

The research adopts a triangulated analytical process. First, each performance
is approached through close visual and textual analysis, attending to gesture, spatial
composition, material interactions, and sensory modalities. Second, interviews with
the artist provide insights into the conceptual motivations behind specific works, the
significance of inherited family narratives, and her evolving relationship with ritual
and more-than-human ecology. These interviews illuminate how the artist frames and
reframes her own practice. Third, textual analysis is carried out. Maskava’s written
and spoken texts delivered during performances or presented alongside exhibitions
are treated as integral components of her aesthetic language. These texts operate
as ritual utterances, autobiographical fabulations, and postmemorial linkages that
guide spectators through the performance’s emotional and narrative terrain. They
are analyzed in relation to the gestures and materials of each work, as well as in light
of critical fabulation and speculative storytelling.

Case studies are selected according to three modalities central to Maskava’s
practice: (1) autobiographical rituals (1997 (2023), Milk and Vodka (2025)); (2) genea-
logical and ancestral rituals (Expelled from the Kin (2023), Ancestral Body (2024-2025)),
and (3) ecological and posthuman rituals (Animacy (2022), Bare Life (2025), Ancestor
11/65 kg of the Past (2022)). This thematic clustering reflects the triadic conceptual
framework developed eatlier — ritual, autobiography/postmemory, and posthuman
ecology — and enables a structured comparison across works.

The methodology is grounded in feminist and posthuman ethics that fore-
ground vulnerability, embodiment, and relationality.” This involves recognizing
nonhuman beings, asuch as snails, insects, fungi, soil, stone, as active participants in

37  Allseen by the author of the article, except Bare Life (2025).

38  Auslander, Philip (2006). The Performativity of Performance Documentation. PAJ: A Journal of
Performance and Art, 28(3), pp. 1-10.

39 Schneider, Rebecca (2011). Performing Remains: Art and War in Times of Theatrical Reenactment. London:
Routledge.

40 Kristberga, Laine (2025). Convergence of Performance Art, Photography, and Archival Practices. Culture
Crossroads, No. 20, pp. 87-108.

41 JanaKukaine's work on viscerality and affect in feminist art offers a parallel perspective on how embodied
states - sensory, affective, and material - shape artistic meaning and relationality (Kukaine 2024).
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Anna Maskava, 1997, 2023. Performance presented at the Riga Performance Festival Starptelpa.
Photo by Beatrise Anna Ozolina
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the performance situation and attending to the precarious conditions under which

such encounters occur. It also demands reflexive awareness of the researcher’s own

position when interpreting affective, intimate, or exposed bodily states. Ultimately,

this approach keeps the analysis attuned to the embodied, intermedial, and interspecies

dimensions of Maskava’s practice, mirroring the performances themselves, where
g

knowledge emerges through ritualised gesture, narrative reactivation, and entangled

human—nonhuman relations.?

Autobiographical Rituals: 7997 (2023)
and Milk and Vodka (2025)

Maskava engages with autobiography through a ritualized method to re-enter, rework,
and redistribute personal memory. In line with Deirdre Heddon’s argument that
autobiographical performance constitutes a relational, multi-layered process rather
than a transparent account of lived experience,”” Maskava often uses childhood
memory as material for embodied inquiry. Unfolding through gesture, repetition,
humor, and the sensory textures of everyday life, in both 1997 and Milk and Vodka,
autobiography becomes a technique for unsettling the boundaries between private
memory and public ritual, individual experience and shared cultural history.

1997: Re-enacting the Textures of Childhood Memory

In 1997 Maskava returns to the sensory, emotional, and social textures of her
childhood in post-Soviet Latvia. Her narration opens with a vivid evocation of a
family gathering in a cramped Khrushchev-era apartment: “Despite the small size
of the apartment, there was always a place for everyone. There was also a table with
the party food and a corner for dancing. My grandmother loved celebrations.”* This
setting functions as a ritual microcosm, where domestic gestures — singing, dancing,

42 It must be also mentioned that the author has had a long-term professional relationship with Anna
Maskava, having supervised her Bachelor’s and Master's theses and collaborated with her as curator
and mentor in several artistic projects, for example, www.performanceartlatvia.org/projects/fresh-start-
nordicbaltic-development-programme-for-emerging-performance-artists [19.11.2025.]. This proximity
has provided in-depth insight into the development of the artist’s practice and working processes. At the
same time, it requires ongoing critical self-awareness regarding the author’s positionality in relation to the
material discussed.

43  Heddon, 2008.

44 www.annamaskava.com/works/1997 [17.11.2025.].

45  Here and further all quotes are provided from Maskava’s texts used in her performances. Available at
Anna Maskava's request. Stored at the digital archive of the author.
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eating, telling stories — become repertoires in Diana Taylor’s sense: embodied practices
that transmit cultural memory.*

The performance situates childhood within a liminal environment: a moment
suspended between the Soviet past and the newly restored Latvian state. Maskava
says: “I was born in a space between, on a borderline between two countries — in a
country that existed and didn’t exist at the same time.” This in-betweenness is not
only historical but corporeal, shaping the child-body as both witness and emblem
of a transitioning nation.

Crucially, 71997 does not unfold as nostalgic recollection. The narrative introduces
elements of disruption and dissonance. The figure of Gunars — the quiet relative who
suddenly explodes into song, then mimics shooting a gun — embodies the unspoken
trauma of war: “When he drinks too much, he starts singing some soldier songs [..]
He was in Afghanistan.” Here autobiographical memory intersects with Hirsch’s
postmemory,” revealing how unarticulated histories of violence permeate domestic
ritual and the development of the child’s worldview.

Moments of humor and absurdity — the sausage with the nail inside, the
grandmother washing and returning it to the table — transform the everyday into a
ritual of resilience. Maskava recalls: “It was truly a miraculous sausage [..] Grandma
picked up the sausage from the floor, washed it, and put it back on the table.” These
micro-stories form what Michael Renov terms “domestic ethnography”: intimate
accounts that reveal the social, political, and emotional textures of family life.*s

1997 thus mobilizes autobiography as a sensory and relational practice. Embodied
gestures, narrative fragments, and material textures (food, textiles, the smell of alcohol,
the sound of singing) are woven together to construct a performative ethnography
of post-Soviet family life.

The performance becomes a time capsule made present — a ritual of remembering
that blurs private and communal memory, past and present, childhood perception
and adult re-activation.

Milk and Vodka: Shame, Desire,
and the Socialization of the Adolescent Body

If 1997 explores childhood through humor and social ritual, Milk and Vodka® turns
to adolescence as a site of embodied contradiction — fear, desire, shame, curiosity, and
transgression. The work belongs unmistakably to the coming-of-age genre, though

46  Taylor, 2003.

47 Hirsch, Marianne (2008). The Generation of Postmemory. Poetics Today 29, No. 1, pp. 103-128.
48 Renov, 2004, p. 218

49  www.annamaskava.com/works/milk-and-vodka [17.11.2025.].
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Anna Maskava, Milk and Vodka, 2025. Performance presented at the New Turku Biennale, Finland.
Photo by Jussi Virkkumaa
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reimagined through a feminist and performative lens. The performance opens with
an encounter that is both shocking and clinically observed: “A huge erect penis is
forced into a woman’s mouth [..] Her eyes have been gouged out [..] tears are visible
in them.” This confrontation with graphic imagery in a porn magazine that Maskava
found as a child is a catalyst for adolescent confusion and fascination — an initiation
into the adult world that arrives prematurely and violently.

The autobiographical voice, however, remains analytical, even humorous:
“We simply called them the sex magazines.” The performance contrasts Maskava’s
childhood friend Ramona’s Catholic guilt, repeated time after time “Jesus, Jesus...
this is a sin”, with Maskava’s pragmatic curiosity: “This is their sin, not ours. We are
just... looking at their sin.” This dynamic establishes the adolescent self as a shifting
and unstable subject, oscillating between moral tension and exploratory agency.

As Heddon suggests, autobiographical performance produces an “I” that is
often exaggerated, destabilized, or multiplied.*® Maskava’s adolescent self is perfor-
med in this instability — a subject caught between fear, desire, humor, and defiance.
Her account of being pushed into the bushes by an older boy becomes a moment
of embodied revelation: “It [the boy’s penis] was reddish, pulsing... like something
that didn’t belong to his body. [..] It reminded of featherless baby birds — transparent,
small... their veins visible”.

The performance also situates sexuality within the socio-economic context of
1990s Latvia. Illegal trades, moonshine distilleries, and informal economies form
the backdrop against which the girls — Maskava and her friend Ramona — decide
to sell the “sex magazines™ “Most people were selling something illegally [..] It was
quite normal.” Here, sexuality, morality, and capitalism become intertwined: the
magazines circulate as commodities in a precarious post-Soviet economy, revealing
how adolescence is shaped by social structures far beyond the individual body.

The title Milk and Vodka itself foregrounds the contradictions that structure
the coming-of-age experience: purity and corruption, childhood and adulthood,
nourishment and intoxication. Vodka appears not only as an emblem of the adult
world but also in a childhood memory in which Maskava’s grandmother treats a
dog bite by rubbing vodka into the wound and over the child’s head. Remembered
as her first encounter with alcohol, this moment sits alongside other formative “first
times” — the discovery of the pornographic magazines and the older boy’s unsolicited
display of nudity — marking points at which innocence is punctured by abrupt
initiations into adult knowledge.

The performance culminates in a small yet potent ritual of defiance: eating
chocolates one after another, a gesture of excess and reclaiming bodily agency:
“I was already opening the box of chocolates and stuffing those candies into my

50 Heddon, pp. 8-10.
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mouth. One after another. One after another...” This act — indulgent, mischievous,
defiant — becomes a small but potent ritual of reclaiming agency within a childhood
world saturated by moral tension, secrecy, and contradiction.

Genealogical and Ancestral Rituals:
Expelled from the Kin (2023) and
Ancestral Body (2024-2025)

Maskava’s genealogical works deepen her autobiographical method by shifting from
childhood memory to the long durée of matrilineal inheritance. If 7997 and Milk
and Vodka examine the early formation of subjectivity, then Expelled from the Kin
and Ancestral Body’' turn to the entangled histories of mothers, grandmothers, and
great-grandmothers whose lives were shaped by precarity, gendered labor, vernacular
healing, and embodied resilience. These works activate what Hirsch calls postmemory,
a mode of affiliation that emerges through affective and imaginative re-engagement
with inherited stories.”

Expelled from the Kin: Rupture, Lineage,
and the Aesthetics of Survival

Expelled from the Kin offers a stark, poetic meditation on the story of Maskava’s
great-great-grandmother — a rural healer whose life was marked by poverty, social
exclusion, reproductive violence, and embodied resilience. The performance text
opens with an image of matrilineal simultaneity — women across generations moving,
murmuring, invoking:

“Kamer veca // While the old woman

Sezot pie ugunskura murmindja senus buramvardus // Sitting by the fire
murmured ancient incantations

Vinas meita leca // Her daughter jumped

51 Visual and dramaturgical qualities are examined in: Kristberga, Laine (2025). Folklore in Contemporary
Performance: Intertextual and Intermedial Negotiations in the Baltic-Nordic Context. Letonica, No. 58,
pp. 118-144, https://doi.org/10.35539/LTNC.2025.0058.06

52 Hirsch defines postmemory as: “The relationship that the ‘generation after’ bears to the personal,
collective, and cultural trauma of those who came before - to experiences they remember only by
means of the stories, images, and behaviors among which they grew up.” In: Hirsch, Marianne (2008).
The Generation of Postmemory. Poetics Today 29, No. 1, p. 106.

53  www.annamaskava.com/works/expelled-from-the-kin [17.11.2025.].
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Paceélusi // Lifting
Pukainos svirkus gaisi // Her flowered skirt into the air.”*

This scene, where the ancestor murmurs incantations while her daughter attempts
to abort by leaping from the hayloft, stages ritual, desperation, and embodied agency
in a single compressed tableau. As Bell argues, ritualization is a strategic way of acting
that differentiates certain gestures from ordinary behavior;” here, the daughter’s leap
becomes both an act of refusal and a form of embodied insurgency. The daughter
“leca no kiutsaugsas uz védera [..] lai vinas auglis izputétu” (leapt from the loft so that
the fetus might scatter) — a visceral counter-ritual against forced maternity. Yet, as
the poem repeats with inexorable force:

“Bet /| But

Vina piedzima // She was born

Un tad vinai piedzima // And then she gave birth
Un tad tu piedzimi // And then you were born
Un izdzimi /| And were born out.”

This refrain collapses generations into a single line of embodied survival.
The unborn child survives the attempted abortion; another daughter is born; and
finally the performer herself “was born out” —a pun on izdzimt (to be born strangely,
anomalously) and 7zdzivor (to survive). Lineage becomes not a triumphant genealo-
gical continuity but a series of ruptures, accidental survivals, and counter-forces that
nonetheless produce a chain of female descendants.’

The text functions as what Schechner calls restored behavior — a cultural fragment
transmitted, altered, and reactivated in a new setting.”” Maskava does not reenact the
ancestor’s gesture; she ritualizes its energy, giving form to a transgenerational wound
that still shapes embodied life. The work’s interpretive power lies in this articulation

54  Translation provided by the author of the article.
55  Bell, 1992, pp. 6-7.

56  Maskava’'s own writing expands this genealogy and gives voice to the ancestral wound that the
performance reanimates. On her website she describes how an old woman once told her: “Tas tev iz
dzimtas. Tu esi izdzimta.” (“That comes to you from the lineage. You are the outborn one.”)

The encounter prompted a deeper investigation into her family line, leading to the discovery that her
great-great-great-grandmother had been a healer - a “white witch” who treated both people and animals
with incantations. As Maskava writes, this ancestor’s fate “had, in a strange way, been born outin me and
woven into my dreams”. Her history inspired the artist to explore what the figure of the woman-witch truly
contains, and Expelled from the Kin became a performance that examines the witch archetype through
the personal experiences and stories of the women in her lineage. Available in: www.annamaskava.com/
works/expelled-from-the-kin [19.11.2025.].

57  Schechner, 1985, pp. 35-36.
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Anna Maskava, Expelled from the Kin, 2023. Performance presented at the opening of the exhibition Tikai neraudi!
Feministiskie skatijumi Latvijas maksla: 1965-2023, Latvian National Museum of Art. Photo by Elina Lieltiruma
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of postmemorial affect: the daughter’s pain becomes part of the performer’s sensorium,
not as trauma inherited intact but as a resonant field of gesture, breath, and voice.

At the same time, Expelled from the Kin signals Maskava’s broader inquiry into
the status of women who sit at the margins of kinship — healers, outcasts, women whose
reproductive choices were constrained by violence and historical catastrophe. This
figure’s ostracism anticipates the social position of many Baltic rural women whose
knowledge systems (healing, herbalism, ritual labor) were simultaneously needed and
stigmatized. Maskava reframes this exclusion as a site of generative reconfiguration:
a space from which alternative forms of knowledge and resilience emerge. Through
poetic condensation and ritualization, the performance reclaims the ancestor’s story
as part of a living, embodied inheritance.

Ancestral Body: Matrilineal Knowledge, Interspecies
Intimacy, and the Ecology of Memory

If Expelled from the Kin is marked by rupture, Ancestral Body foregrounds continuity,
care, and ecological entanglement within the maternal line. The central figure —
Maskava’s great-grandmother Anna levina, known in the village as Medpu Maite
(Mother of the Black Grouse) — appears as a nexus of human and more-than-human
worlds. The opening image of the text is fabulatory: “Sometimes I truly imagine
that at night all of us, her descendants, turn into dark black-grouse chicks, and she
spreads her black wings over us.”

This metaphor of turning into black grouse chicks situates the matrilineal
relation within a interspecies ontology, aligning directly with Haraway’s call to
“make kin™® across species lines. Kinship here is not only biological but atmospheric,
gestural, nocturnal. The grandmother’s sheltering wings evoke a lineage of care that
exceeds the human domain.

The text continues with rich ethnographic detail: dialect words, vernacular
healing practices, the modest wooden house, the outdoor pirts (sauna), and the
sensorial environment of boiled potatoes, smoke, and bark. This is the “ecological
archive” through which Maskava inherits her matrilineal identity. The grandmother’s
body, habits, and rituals transmit cultural knowledge as vividly as any document.
One passage stands out for its revelation of bodily lineage: “And then I noticed that
she had the same birthmark on her back, in exactly the same place as I do. In that
moment, I felt how my own body was revealed to me through hers.” This moment

58  Haraway articulates becoming-with as an ethical and ontological practice of cohabitation, grounded
in multispecies relationality, particularly in Chapter 1 (Playing String Figures with Companion Species,
pp. 9-29) and Chapter 2 (Tentacular Thinking, pp. 30-57). In: Haraway, Donna J. (2016). Staying with the
Trouble: Making Kin in the Chthulucene. Durham, NC: Duke University Press.

255



256 LAINE KRISTBERGA

Anna Maskava, Ancestral Body Il, 2025. Performance presented at the Riga Performance Festival Starptelpa.
Photo by Dace Kundrate
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epitomizes Maskava’s understanding of the body as a site of ancestral inscription —
a place where memory is not symbolic but physiological. The body becomes a site of
memory, in Hirsch’s sense, “a generational structure of transmission”.”’

Medpu Mate’s vernacular cosmology also blurs species boundaries. She calls
cattle, pigs, and chickens kukaini (insects): “Medpu Mite called all the livestock as
kukaini (insects). “Time to feed the kukaini!’ she would say.” Her language reflects
a worldview in which human—animal distinctions emerge from everyday relations
of labour, care, and proximity rather than formal taxonomy. This linguistic detail
resonates with Lorimer and Hodgetts’ notion that more-than-human worlds emerge
through practical entanglement, not abstract theory.®°

The grandmother’s self-made coffin, stored in the attic for twenty-six years
and periodically loaned out to neighbors — returned always with planks from her
own forest — stands as a ritual object that encapsulates autonomy, resilience, and
communal reciprocity. It also prefigures Maskava’s own use of found materials, wood,
bones, and feathers in Ancestral Body II, which she describes in her Master’s thesis
as a system of “objects-as-relational-agents™' (e.g., chaga, smoke, feathers, skulls),
mediating contact between performer, audience, and ancestral presences.

Crucially, Maskava writes that the performance is built around storytelling as
ritual practice, where the audience also becomes coauthors of the event.®* This aligns
with the communal dimension of Medpu Mite’s life, where care, healing, and labor
were inherently distributed across human and nonhuman actors.®

59  Hirsch emphasizes that the past is inherited as embodied, affective traces: “Postmemory is not an identity
position but a generational structure of transmission deeply embedded in such forms of mediation”

(p. 114). In: Hirsch, Marianne (2008). The Generation of Postmemory. Poetics Today 29, No. 1, pp. 103-128.

60  Lorimer; Hodgetts (2024), p. 3; 8; 13.

61 Maskava, Anna (2025). Master's thesis Performance ‘Ancestral Body II’, pp. 26-29. Supervised by Laine
Kristberga. Defended at the Art Academy of Latvia in May 2025. Stored digitally at the author’s archive.

62 Maskava, 2025, pp. 22-23.

63  Atthe opening of the exhibition Ancestral Body at the ISSP Gallery, Maskava said: “This work is also a kind
of dedication to the women in my lineage, who never had the opportunity to engage in art because they
always had to do something else. Without a doubt, itis also a privilege to photograph myself - and to
photograph myself naked - because there are so many places in the world where this is impossible, where
such an exhibition could never take place. These places are not far away; one does not have to look for
them - they are right here. Just as the forest is not merely a symbol, these places too are not allegories but
real and concrete. As real as war. As real as stories of lived experience.” See for more: https://issp.lv/en/
gallery/anna-maskava-ancestral-body-sencu-kermenis-1[17.11.2025.].
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Ecological and Posthuman Rituals:
Animacy (2022), Bare Life (2025), and
Ancestor 11/ 65 kg of the Past (2022)

While Maskava’s autobiographical and genealogical works investigate memory and
kinship across human generations, several performances in her oeuvre broaden these
relations to include nonhuman beings, materials, and environments. In Animacy
(2022),%4 Bare Life (2025),% and Ancestor I / 65 kg of the Past (2022),° she builds ritual
structures that position the human body in symbiotic, vulnerable, and sometimes
precarious proximity to other species and materialities. These works reveal kinship
as an interspecies field of encounter, aligning closely with posthumanist theories
that reject anthropocentric subjecthood and instead emphasize distributed agency,
interspecies ethics, and ecological co-presence.

Snail Intimacies: Interspecies Touch and
Cohabitation in Animacy and Bare Life

Across Animacy (2022) and Bare Life (2025), snails emerge as central interspecies
collaborators through which Maskava develops an ethics of vulnerability, contact,
and ecological entanglement. Both works pursue the question she asks:

What if there is no ‘it’ in nature surrounding us? What if everything
around us is alive and pulsating? What if personhood is extended beyond
all who breathe? How would you communicate with the surrounding
world and the seemingly ‘other’?¢’

Snails — slow, moist, sensitive to micro-atmospheres — become the primary agents
through which these questions are enacted, not symbolically but through direct tactile
exchange. Both performances exist as a durational ecology in which the artist’s body
becomes a habitat: a warm, breathing surface on which snail movements form the
core (eco)dramaturgy. Refusing mastery or control, the works enact Haraway’s call to
become-with® — kin-making through shared spatial, tactile, and temporal conditions.

64 www.annamaskava.com/works/animacy [19.11.2025.].
65 www.annamaskava.com/works/bare-life [19.11.2021.].
66 www.annamaskava.com/works/ancestor-2 [19.11.2025.].
67 www.annamaskava.com/works/animacy [19.11.2025.].
68 Harraway, 2016.
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Anna Maskava, Animacy, 2022. Performance presented at the Riga Performance Festival
Starptelpa. Photo by Ri¢ards Za|mezs
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In Animacy, Maskava describes how she interacted with spectators one by one,

inviting them into intimate encounters involving gaze, touch, and direct contact with
nonhuman beings. Speaking in an invented language, she guided each participant
through sensory acts such as holding the snails, touching soil, and washing hands in
milk. Her aim, as she explains, was to explore “intimacy, personal connection, and
sexuality as fundamental aspects of communication and life force,” destabilizing the
conventional performance—audience divide and transforming viewers into co-authors
of the event.

The slow, unhurried movement of the snails introduces what Anna Tsing terms

“contaminated diversity”:

We are contaminated by our encounters; they change who we are as
we make way for others. As contamination changes world-making
projects, mutual worlds — and new directions — may emerge. Everyone
carries a history of contamination; purity is not an option. [..] Staying
alive — for every species — requires livable collaborations. Collaboration
means working across difference, which leads to contamination. Without
collaborations, we all die.”®

Their tactile presence and moist trajectories draw attention to the subtle agencies

of nonhuman beings, resonating with Jane Bennett’s notion of vibrant matter,”" in
which organisms and substances possess affective capacities that shape events as
powerfully as human intention:

By ‘vitality’ I mean the capacity of things edibles, commodities, storms,
metals-not only to impede or block the will and designs of humans but
also to act as quasi agents or forces with trajectories, propensities, or
tendencies of their own.”

Bare Life (2025)” extends and intensifies these concerns, staging the body in

a more exposed and precarious configuration. The performance unfolded within

69
70

71

72
73

www.annamaskava.com/works/animacy [19.11.2025.].

Tsing, Anna Lowenhaupt (2015). The Mushroom at the End of the World: On the Possibility of Life in
Capitalist Ruins. Princeton: Princeton University Press, p. 27

Bennet writes: “In a world of vibrant matter, it is thus not enough to say that we are ‘embodied. We are,
rather, an array of bodies, many different kinds of them in a nested set of microbiomes” (pp. 112-113).

In: Bennett, Jane (2010). Vibrant Matter: A Political Ecology of Things. Durham, NC: Duke University Press.
Bennet, 2010, p. viii

The title Bare Life (Latvian: Kaila dziviba) is shared with the larger exhibition of the same name, presented
at the Césis Art Festival in 2025. Curators: Igors Gubenko and Makslas birojs.
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Anna Maskava, Bare Life, 2025. Performance presented at the Césis Art Festival. Photo by Janis Porietis
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a human-sized glass aquarium. Inside this transparent enclosure, Maskava’s naked
body, covered in snails, became an object for the viewer’s gaze, yet simultaneously
retained its vital reality — affirmed by the subtle rise and fall of her breath and by the
snails’ continuous movements. This living exhibit, created in interspecies communion,
ambivalently embodied Giorgio Agamben’s notion of bare life (nuda vita)’* while
exposing the impossibility of observing such “bare” existence without the mediation
of social conventions, cultural expectations, and the viewer’s own embodied presence.

Here the environment, too, becomes a volatile partner. Snails traverse both
skin and glass, making perceptible what Lorimer and Hodgetts describe as humans’
embeddedness in “meshwork of beings in constant processes of becoming otherwi-
se.””” The container amplifies rather than resolves this entanglement: the humidity,
temperature, and density of breath create a microclimate in which species cohabit
under precarious conditions. Maskava’s body becomes a membrane between worlds,
vulnerable not to domination but to interspecies proximity.

Across both Animacy and Bare Life, endurance is reframed as attunement to the
rhythms of other beings. Vulnerability becomes a method — an opening through which
the possibility of meaningful encounter with the “other/stranger” emerges. Maskava’s
guiding question — “What if everything around us is alive and pulsating?” — is answered
through the slow, moist, rhythmic agency of snails. In both these works Maskava
presents a radical rethinking of intimacy, communication, and kinship grounded in
slowness, receptivity, and the delicate negotiations of interspecies coexistence.

Ancestor 11/ 65 kg of the Past: Weight,
Geopolitics, and Transhistorical Kinship

Ancestor 11 / 65 kg of the Past shifts from biological organisms to geological matter.
Performed on Freedom Boulevard in Riga in August 2022, the work involves
Maskava dragging a 65-kilogram concrete block — symbolically loaded with Soviet
and post-Soviet histories — from the former Lenin Monument site toward the Freedom
Monument. This durational act transforms stone into a geopolitical ancestor, a
material witness whose weight embodies the sedimented traumas of occupation,
violence, and resistance.

The stone’s density and friction choreograph the performance: the pace slows,
the body strains, breath and muscle adapt. As Maskava notes, this act “echoed Russia’s
ongoing aggression and warfare in Ukraine.” 7 The red rope tying her to the block

74 Agamben, Giorgio (1998). Homo Sacer: Sovereign Power and Bare Life. Translated by Daniel Heller-
Roazen. Stanford: Stanford University Press.

75 Lorimer; Hodgetts, 2024, p. 3.

76  www.annamaskava.com/works/ancestor-2 [19.11.2025.].
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Anna Maskava, Ancestor Il / 65 kg of the Past, 2022. Performance presented at the public
art exhibition Tavu roku siltums man nesap (2022). Photo by Beatrise Anda Ozolina



264

LAINE KRISTBERGA

becomes a visual umbilicus linking personal endurance, historical burden, and the
geopolitics of Eastern Europe. The temporality of stone is inseparable from the lived
histories of occupation, resistance, and remembrance.

Dragging the stone across public ground becomes a ritual of acknowledging
both deep time and historical violence. The friction between the concrete and asphalt,
the pull of the red rope, and the strain on the artist’s body enact a choreography
of endurance shaped by more-than-human forces. The terrain with its textures,
irregularities, and public visibility functions as a co-choreographer, determining
pace and posture.

In posthuman terms, the work aligns with Braidotti’s zoe—geo—techno conver-
gence:”’ the posthuman subject is shaped through interrelations with living organisms
(the spectators whose gazes and presences form an affective environment), geological
bodies (the concrete block), and technological apparatuses (the cameras documenting
the action). Maskava’s own body becomes a transmitting device for deep time and
collective trauma, carrying the “past” not metaphorically but as literal weight that
alters breath, stance, and endurance.

The red rope further activates the symbolic register: visually evoking umbilical
connection, lifeline, and political tethering, it binds artist and object in a relation of
mutual dependence. Through their reciprocal abrasion — her skin and muscles bearing
the strain, the stone carving a temporary path across the pavement — Maskava stages
a form of geological kinship. The stone, like an ancestor or like history itself, leaves
marks on the body; and the body leaves marks on the stone’s trajectory.

This intermaterial labor reframes ancestry as a network of human and nonhuman
temporalities, geopolitical legacies, and material witnesses. In pulling the stone across
a symbolic urban axis — from Lenin to Freedom — Maskava synthesizes personal,
geological, and political kinship into a single ritual of remembrance. The performance
insists that histories of violence remain embedded in bodies, infrastructures, and
landscapes, and that to acknowledge them requires sustained, embodied labor.

77  Braidotti discusses the convergence of zoe (life), geo (earth), and techno (technology) as the foundation
of posthuman subjectivity and relational ontology. In: Braidotti, Rosi (2019). Posthuman Knowledge.
Cambridge: Polity Press (esp. Chapter 1 and pp. 33-39). Also see: Susen, Simon (2022). Reflections on the
(Post-) Human Condition: Towards New Forms of Engagement with the World? Social Epistemology 36,
No. 1, pp. 63-94. https://doi.org/10.1080/02691728.2021.1893859
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Performative Autobiography and Fabulation:
The Synergy Between Text and Performance

A defining feature of Maskava’s practice is the interweaving of written text and live
performance, a dialogue that not only supports the narrative content of her works but
actively structures their relational and affective dynamics. Her texts inhabit a space
between autobiography and fiction — a zone Heddon describes as the constructed
selfhood, where the self emerges through exaggeration, distortion, and imaginative
elaboration.”® Part memoir, part poetic fabulation, the texts function as ritual scripts,
affective triggers, and performative agents that co-produce the aesthetic and emotio-
nal field of the work. The synergy between text and embodiment forms a crucial
methodological and conceptual through-line across 1997, Milk and Vodka, Expelled
[from the Kin, and Ancestral Body.

Central to this textual dimension is Maskava’s use of fabulation. While rooted
in personal and ancestral memory, her texts do not remain bound to empirical
accuracy. Instead, they move into the realm of creative reimagining. This approach
is illuminated by Saidiya Hartman’s notion of critical fabulation (2008)”°, which
challenges the authority of archival evidence by proposing storytelling as a method
for reconstructing erased histories. For Hartman, fabulation becomes a method for
ethically reanimating erased or partial histories; in Maskava’s case, fabulation allows
her to activate ancestral memory that can only be accessed through affective and
imaginative re-engagement.

Simultaneously, Maskava’s writing echoes Donna Haraway’s concept of specu-
lative fabulation (2016),*° which proposes storytelling as a means of “making-with”
others — creating interspecies and transgenerational kinships through imaginative
narrative experimentation. When Maskava speaks of descendants transforming
into black-grouse chicks under the grandmother’s wings, channels ancestral voices
in rhythmic refrains, or adorns herself with a necklace of bird feathers, she expands
autobiography into an interspecies cosmology. Her imagery does not simply illustrate

78 Heddon, 2008, pp. 8-10.

79  Hartman defines “critical fabulation” as a narrative strategy: “The intention here isn't anything as
miraculous as recovering the lives of the enslaved or redeeming the dead, but rather laboring to paint as
full a picture of the lives of the captives as possible. This double gesture can be described as straining
against the limits of the archive to write a cultural history of the captive, and, at the same time, enacting
the impossibility of representing the lives of the captives precisely through the process of narration.

The method guiding this writing practice is best described as critical fabulation” (p. 11). In: Hartman,
Saidiya (2008). Venus in Two Acts. Small Axe 12, No. 2, pp. 1-14. https://doi.org/10.1215/-12-2-1

80 Donna Haraway develops the notion of “speculative fabulation” across several works, most explicitly in
Staying with the Trouble: Making Kin in the Chthulucene (2016), where she frames it as a world-making
practice that unsettles fixed narratives of identity, species, and history. Elements of speculative fabulation
also appear in earlier texts, including The Companion Species Manifesto (2003) and When Species Meet
(2008), where she explores relational storytelling and cross-species kinship as critical methods.
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Anna Maskava, Ancestral Body I, 2025. Performance presented at Anna Maskava's
exhibition Ancestral Body at the ISSP Gallery. Photo by Dace Kundrate
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the text, nor do the texts fictionalize the past. Instead, Maskava opens the genealogical
frame to other-than-human forms of relation, protection, and memory, thereby
broadening its ontological horizon.

The synergy between text and performance also operates through audience
co-authorship.®’ Maskava frequently constructs performances in which spectators
become implicated in the narrative, addressed as descendants, witnesses, or participants.
Her texts guide them into states of listening, remembering, or sensing; the audience
does not consume the narrative but becomes folded into it. According to Maskava,
storytelling creates a trance-like relational space in which performer and audience
co-produce meaning.®* Because her texts are delivered in the first person but oscillate
across generations, the boundaries of subjecthood become porous. The “I” shades into
the “we,” and audience members find themselves addressed as potential descendants,
witnesses, or kin.* The performance-text thus becomes a ritual of collective witnessing,
dissolving distinctions between autobiographer, ancestor, and listener.

Finally, the textual component of Maskava’s practice persists beyond the live
moment. Once printed, displayed, or recorded, the texts continue to function as
independent performatives — traces that invite renewed engagement. In this sense,
they share the status of her photographs: not documentation of performance, but
continuations or extensions of it. They carry memory forward, allowing ancestral
and autobiographical gestures to circulate across time, medium, and environment.

Through the interplay of spoken word, poetic fabulation, and embodied
action, Maskava constructs a performative ecology of memory.** Her texts create the
conceptual and emotional scaffolding through which autobiographical, ancestral,
and interspecies relations are enacted. Fabulation becomes not only a narrative device
but a ritual technology, ultimately reconfiguring kinship as a field of imaginative,
affective, and ecological possibility.

81  Also see: Kristberga, Laine (2023). Participatory Arts: Cases of Collaborative Authorship in Latvian Art and
the Culture Environment of the 1970s-80s. Letonica, No. 48, pp. 116-141.

82  The author's interview with Anna Maskava on 10.05.2024.

83  Forexample, during Ancestral Body, Maskava approached audience members individually and invited
them to introduce themselves by naming their mother, grandmother, great-grandmother, and other
matrilineal ancestors. This intimate gesture positioned spectators within an expanded kinship network
and reinforced the relational blurring between performer and audience.

84  The phrase “performative ecology of memory” draws on Astrid Erll's conception of cultural memory as
a dynamic “media ecology”, in which narratives, images, embodied practices, and material forms interact
across time and space to generate and sustain remembrance. In: Erll, Astrid (2011). Memory in Culture.
Palgrave Macmillan.
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Synthesis and Conclusion: Three
Modalities of Kinship-Making

Across the works examined in this study, Anna Maskava develops a distinctive artistic
grammar in which kinship emerges as an embodied, relational, and interspecies
practice. By bringing together autobiography, matrilineal memory, and ecological
attunement, her performances articulate what may be called a three-modal ecology
of kinship — a framework that challenges human-centered narratives and reimagines
belonging as an ongoing process of ritual, imagination, and interdependence. This
concluding section synthesizes these modalities, showing how they collectively
reconfigure the boundaries of subjecthood, inheritance, and ecological relation.

Maskava’s autobiographical works — 1997 and Milk and Vodka — demonstrate
how childhood and adolescence can be revisited as ritualized spaces of embodied
reconstruction. These performances show autobiography functioning as a dynamic
process shaped by humor, shame, vulnerability, and social conditions. Following
Heddon, Maskava’s “constructed I” emerges not through confession but through
sensory reactivation, atmospheric storytelling, and audience participation. Private
memory becomes a shared affective field, revealing how subjectivity is shaped through
relational forces — family, culture, and environment. Autobiography thus becomes
a modality of kinship that binds the performer and spectators through collective
remembering and embodied empathy.

The genealogical works — Expelled from the Kin and Ancestral Body — extend the
autobiographical into ancestral and intergenerational registers. Drawing on Hirsch’s
postmemory, Maskava activates inherited stories through ritual gesture, poetic text,
and sensory invocation rather than archival reconstruction. Here lineage is not a
linear genealogy but a set of affective, embodied, and ecological relations transmitted
across generations. Fabulation becomes a crucial method: through Hartman’s critical
fabulation and Haraway’s speculative fabulation, Maskava reimagines matrilineal
histories marked by silence, trauma, or fragmentarity. These works frame the ancestral
body as a relational node where humans, animals, substances, and landscapes converge
within a fluid, interspecies cosmology.

The works Animacy, Bare Life, and Ancestor I/ 65 kg of the Past push kinship
beyond the human altogether. Snails, chaga, soil, stones, humidity, and atmospheric
conditions become co-performers whose agencies shape the rhythm and ontology of
the work. Maskava stages vulnerability as a method of ecological attunement: the
slow trajectories of snails across skin, the warmth and scent of boiling chaga, or the
bodily drag of a 65-kilogram concrete block enact forms of relation grounded in
care, cohabitation, friction, and endurance. Through Haraway’s “becoming-with,”
Braidotti’s zoe—geo—techno convergence, and more-than-human geography, Maskava
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redefines kinship as a multinatural ecology, distributed across organisms, materials,
and temporalities. These works demonstrate that memory and meaning circulate across
fungi, animals, substances, and landscapes, extending far beyond the human body.

When viewed together, these three modalities reveal a broader conceptual
project: Maskava reimagines kinship as a ritual ecology of relation, where autobio-
graphy, ancestry, and interspecies entanglement are interwoven. Her art demonstrates
that kinship is not something defined by biological inheritance but performed, not
given but made and remade through sensory experience, narrative reactivation, and
ecological co-presence.

This framework offers significant contributions to contemporary Latvian art
and to feminist and posthumanist aesthetics more broadly. Maskava’s works resonate
with the autobiographical and intergenerational tendencies prominent among Latvian
women artists, yet they extend these concerns into ecological and posthuman territories.
Her art challenges anthropocentric and patriarchal genealogies, proposing instead a
model of belonging grounded in vulnerability, relational creativity, and interspecies
ethics. Maskava’s practice demonstrates that feminist concerns — sexuality, reproductive
autonomy, marginalization, and female genealogies — actively generate more-than-
human ethics. Her posthuman kinship emerges from feminist memory work.

In an era marked by ecological crisis, social fragmentation, and persistent
historical trauma, Maskava’s rituals of kinship propose a powerful alternative: a vision
of continuity shaped through ritualized care, creative co-presence, and interspecies
world-building, extending beyond biological descent and inherited stories. Her
practice suggests that to live, remember, and relate differently requires expanding
the horizons of kinship itself — beyond the human, beyond the family archive, and
into the wider ecologies we inhabit and co-create.
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Radniecibas rituali: sen¢i, atmina un vairak-neka-
cilvéka attiecibas Annas Maskavas makslas darbos

Kopsavilkums

Raksts analizé Latvijas makslinieces Annas Maskavas (dz. 1990) rado$o darbi-
bu, integréjot autobiografiskos, genealogiskos un starpsugu radniecibas aspektus.
Balstoties autobiografijas, atminas un rituala studijas, ka ari posthumanisma teorija,
pétijums apluko, ka Maskava transformé personisko pieredzi, paaudZu mantojumu
un attiecibas performativos radniecibas ritualos. Analizéjot tadus darbus ka 7997,
Milk and Vodka, Expelled from the Kin, Ancestral Body, Animacy, Bare Life un Ancestor
11/ 65 kg of the Past, autore atklaj, ka radniecibas jédziens izgaismojas ka dinamisks,
attiecibas balstits atminas tiklojums. Maskavas autobiografiskajos darbos figuré
atminas par bérnibu un pusaudza gadiem, dzimtas véstures darbos paaudzu atmina
tiek aktivizéta, izmantojot fabulacijas metodi, savukart starpsugu performances
ir balstitas lidzaspastavésanas modelos, ko raksturo ievainojamiba, vérigums un
materiala agence. Aplukojot Maskavas radoso darbibu plasaka laikmetigas makslas
konteksta Latvija un apzinoties raksta autores kuratorisko un pedagogisko iesaisti
mikslinieces profesionalaja izaugsmé, raksts argumenté, ka Maskavas darbi parrada
radniecibu ka iemiesotu, materialu un vairak-neka-cilvéka attiecibu praksi, atklajot
ciesu saikni ar posthumanisma idejam.

Atslégvardi: autobiografiska performance, radnieciba, starpsugu attiecibas,
posthumanisms, fabulacija, starpmedialitate, Latvijas laikmetiga maksla,
feminisma estétika.
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Ingridas Pi¢ukanes zimé&umi:

feministiskas makslas manifests Latvija
Kopsavilkums

Pédéja desmitgadé Latvijas vizualaja maksla vérojams feministiskas intereses kapi-
najums. Raksta pievérSamies makslinieces Ingridas Picukanes zimé&jumu sérijai no
grupas izstades “Pretrunu pilns ziméjums ar gaiSredzibas iezimém”, kas 2023. gada
norisinajis Valmieras pilsétvidé. Ipasi izcelam tris Picukanes ziméjumus, kuros
saskatam feministiskas makslas manifesta iezimes. Raksta pamatojam savu viedokli,
vispirms sniedzot isu ieskatu manifestu tradicija avangarda kultaras konteksta, tad
aplukojot feministiskas makslas manifestus ka lidzigu, tomér atskirigu kultaras
paradibu. Raksta otraja dala izcelam Pi¢ukanes zim&umu feministiskas intervences,
makslas aktivisma, definétas politiskas programmas un utopiskas ievirzes aspektus,
kas veido to manifestéjoso raksturu. Pievérsamies ari iespéjamajiem iebildumiem
par $ada manifesta “novélotibu” un taja iek]auto binaro dihotomiju, ka ari cerigajam
pesimismam ka $o darbu afektivajam horizontam.

Atslégvardi: manifesti, laikmetigad maksla, feministiska intervence, makslas vésture,
cerigais pesimisms.

Ievads

Makslas manifesti to klasiskaja nozimé vésturiski saistiti ar modernitati un inovativam

kultiiras formam, kas definé avangardu. 2021. gada Latvija izdevniecibas “Neputns”
& &

pasparné iznakusi apjomiga antologija “Manifests. No futarisma lidz masdienam”,

kas apkopo 20. un 21. gadsimta spilgtakos manifestus, savukart gramatas ievada tas

sastaditajs Artis Ostups iezimé arl pretrunas, kas masdienas nosaka manifestu uztveri.

No vienas puses, pastav uzskats, ka manifests ir novecojis medijs, “kura agresivajai
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retorikai ir maz kopiga ar $odienas skumjam un $aubam™

, No otras puses, manifesta
formas potencials vél nav izsmelts.

Divas batiskas manifestu iezimes ir parlieciba, ka maksla spéj parveidot
pasauli, ka ari ilgas péc makslas saplasanas ar dzivi.> Sis idejas ir ipa$i nozimigas
feministiskaja maksla, kas lauj apgalvot, ka §1 maksla ir manifestéjosa péc savas
batibas. Ta ari atradusi veidu, ka manifestiem raksturigo utopisko ievirzi organiski
sintezét ar skumjam un $aubam, agresivas retorikas vieta izmantojot atskirigus
izteiksmes lidzeklus. Tie saistas ar feminisma kustibai piemito$o visparéjo kritisko
attieksmi pret 20. gadsimta avangarda virzieniem. Feminisms biezi vien noraida to
izmantotos panémienus, kritizéjot gan politiskas pretosanas organizésanas veidus,
gan izmantotos télveides principus.’ Tatad feministiska maksla, lai arT daléji parklajas
ar avangarda manifestu kultaru, tomér veido tai spécigu opoziciju jeb pretstraumi.
Tas nozimé, ka feministiskie manifesti gan ierakstas avangarda maksla jeb ir lidzigi
tai, gan parsniedz avangarda makslu jeb atskiras no tas un ar to saistito diskursu
iezimétas laika linijas, vértibu skalas un geografijas.

Saja “lidzigs, bet atskirigs” nojéguma paveras iespéja pievérsties ari feministiskajai
makslai Latvija. Lai arT pédéjo desmit gadu laika Latvijas kult@ira vérojams feministiskas
intereses kapinajums, kas izpauzas ari vizualaja maksla, $aja raksta vélamies izcelt
Ingridas Picukanes darbus ka ipasi nozimigus $is makslas politiskas programmas
un utopiskas ievirzes definésana. Raksta sakuma sniegsim isu ieskatu manifestu
tradicija, tad pievérsisimies feministiskas makslas manifestiem un to attiecibam ar
avangarda kustibam. Raksta otraja dala aplakosim Ingridas Picukanes ziméumu
sériju, kas tapusi 2024. gada, un pamatosim, ka taja izpauzas feministiskas makslas
manifesta iezimes. Sada noteiktu vizuilas makslas darbu ka manifestu interpretacija
lauj uzsvert Pi¢ukanes darbu politiski programmatisko lomu un precizak iezimét to
vietu Latvijas feministiskas makslas kopaina.

Raksta izmantosim primaro un sekundaro avotu analizi, ka ari sekosim
feministiskas estétikas un filozofijas teorétiskajam vadlinijam. Analizéjot manifestus
ka sazarotu kultaras paradibu, izmantosim ari ir Ludviga Vitgensteina (Ludwig
Wittgenstein) gimenes lidzibu jédzienu, kas plasak pazistams no vina piezimju pécnaves
publikacijas gramata “Filosofiskie pétijumi” (Philosophische Untersuchungen, 1953).
20. un 21. gadsimta humanitarajas un socialajas zinatnés $is domasanas instruments
tiek izmantots, lai interpretétu paradibas, kas nepaklaujas tradicionaliem klasifikacijas
mehanismiem. Gimenes lidzibu jédziens ir piemérots manifestiem, jo lauj konstatét, ka
nav vienas ipasibas, kas piemistu tiem visiem. Ari pats nosaukums “manifests” vai ta

1 Ostups, Artis (2021). levads. Nepacietiga poétika. No: Ostups, Artis (sast.). Manifests. No futarisma lidz
mdasdienam. Riga: Neputns, 8. Ipp.
Turpat, 9.-10. lpp.
Deepwell, Katy (2022). Negotiations: Feminist Art Manifestos. In: Deepwell, Katy (Ed.). 50 Feminist Art
Manifestos. London: KT Press, p. iv.
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autoru iecere var nebut noteico$a, ka to rada antologijas, kuras péc sastaditaju izvéles
ieklauti visdazadakie darbi. Parfrazéjot Vitgensteina sniegto valodas raksturojumu
un vardu “valoda” nomainot ar “manifests”, varam apgalvot:

Ta vieta, lai uzraditu to, kas kopigs visam, ko saucam par manifestu, més
sakam [Vitgen$teinam ir pirmas personas vietniekvards — /. K. un /. 77,
ka nav tadas vienas lietas, kas batu kopiga $im paradibam, kuras dé]
tam piemérojams viens vards, — bet gan ka tas ir sava starpa radniecigas
daudzos dazados veidos. Un $is radniecibas vai $o radniecibu dél més
tas visas saucam par “manifestu”.

Lidz ar to $aja raksta citétie apgalvojumi par manifestu ipasibam, ka ari masu
teiktais par feminisma manifestiem vispar un Ingridas Picukanes makslu konkréti
jasaprot ka gimenes lidzibu apstiprinajums. Masu motivaciju rakstit par Picukanes
darbiem uzsver vél viens Vitgensteina gimenes lidzibu raksturojums: “Un més paplasi-
nam savu jédzienu par manifestu [“skaitli” Vitgensteinam — /. K. un /. 7] gluzi tapat
ka, vérpjot pavedienu, savijam $kiedru ar skiedru. Un pavediena stiprums nav atkarigs
no ta, ka viena skiedra stieptos visa ta garuma, bet gan no ta, ka daudzas skiedras cita
ar citu parklajas.” Savijuma un $kiedru metafora ilustré manifestu dazadibu, bet ari
norada uz feministiskas makslas iezimém un kontinuitati, piesakot tadus feminisma
filozofija un makslas teorija svarigu aspektus ka solidaritate, daudzbalsiba un kopiena.

Maikslas manifesti: récoss automobilis
un Samotrakes Nike

Kultaras un tikumu vésturé nav daudz notikumu, kuriem ir precizs datéjums. Ta 1494.
gada Francijas karalis Sarls VIII Iralija ierodas ar lielgabaliem, kas uzlikti uz spécigu
zirgu vilktam lafetém un $auj cuguna lodes, spéjigas sagraut jebkuras pilsétas marus.
Ka raksta vésturnieks Fernans Brodéls (Fernand Braudel), tad tris gadu desmitus
nocietinatu pilsétu muri bruka ka teatra dekoracijas.® Ar lidzigu precizitati makslas
manifestu plejadi iesak — vismaz vairakas manifestiem veltitas antologijas — Filipo
Tommazo Marineti (Filippo Tommaso Marinetti) “Futirisma manifests”, kas italu

4 Pirmas dalas 65. paragrafs. No: Vitgensteins, Ludvigs (1997). Filosofiskie pétijumi. Riga: Minerva,
38.-39. lpp.

5 I dala, 67. §8. No: Vitgensteins, Ludvigs (1997). Filosofiskie pétijumi, 39. lpp.

6 Braudel, Fernand (1985). Civilization and the Capitalism: 15th-18th Century. Vol. |. The Structures of
Everyday Life: The Limits of the Possible. Translation from the French. Revised by Sian Reynolds. London:
William Collins Sons & Co., p. 388.
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valoda atklatiba nak 1909. gada, bet slavu iegtist no publikacijas franc¢u avizé
Le Figaro taja pasa gada.” Nelielais Marineti teksts ar politiskas cinas kaismi — ne
velti ki modernisma manifestu paraugs, pat pirmforma (#r-manifesto) tiek minéts
Karla Marksa (Karl Marx) un Fridriha Engelsa (Friedrich Engels) “Komunistiskas
partijas manifests” (1948)® — izvirzija vecas kulttras noliegumu, sajasmu par tehnisko
civilizaciju un kara glorifikaciju: “[..] récoss automobilis, kurs skrien pa prieksu
lozmetéja kartai, ir skaistaks par Samotrakes Niki.”

Makslas manifestiem var uzradit visdazadakas ipasibas: “apzinata sabiedribas
viedokla manipulacija”, “tas ir savdabigs un dusmigs, divains vai pilnigi traks”, “tas
pozicioné kadus meés, pretstatot tos kadiem citiem vipiem”, “tas sevi un savu parodiju
uztver nopietni”, “ta forma un funkcija biezi balstas uz kadu centralu télu, kas —
lidzigi vulkanam — satur kopa paréjo”, “tas neprasa citu tekstu ka vien pats sevi”."”
Tomér manifesta paradigmu, par kadu var uzskatit Marineti publikaciju, vispirms
jau raksturo teatralisms un apséstiba ar progresu, un katram no jédzieniem ir ari savs
turpinajums 20. un 21. gadsimta makslas vésturé.

Teatralisms, kas liela méra piemita jau futtristu vakariem jeb seraza, kluva
par amerikanu formalisma uzbrukumu meérki, it ipasi Maikla Frida (Michael Fried)
raksta “Maksla un priek$metiskums” (1967), kas vérsas pret jauno 60. gadu makslu.
Bet 21. gadsimta Kléras Bisopas (Claire Bishop) darba “Maksligas elles” (2012) tas
jau ir pamats atskirigai laikmetigas makslas genealogijai, kas balstita nevis Marsela
Disana (Marcel Duchamp) redimeidos, bet ar teatraliem eksperimentiem saistitas
norisés."" Savukart progresa jédziens izvérties formas attistibas izcel$ana, saturu un
izteiksmi padarot par nenozimigiem “Istai makslai” jeb, ka to 80. gadu feminisma

7 Teksta pilns nosaukums ir “Futdrisma dibina$ana un manifests”, sk. Danchev, Alex (Ed.) (2011). 700 Artists’
Manifestos: From the Futurists to the Stuckists. London: Penguin Books; Ostups, Artis (sast.) (2021).
Manifests. No futarisma lidz masdienam. Lai arT Mérija Anna Kosa savu manifestu antologiju sak ar
simbolistu tekstiem (sastaditajai svarigi ir “ismi”), proti, Dzeimsa Ebota Maknila Vistlera (James Abbott
McNeill Whistler) "Pulksten desmitos”, tomér ari vina Marineti publikaciju dévé par “sakotné&jo gadijumu”
(ur-case). Caws, Mary Ann (2001). The Poetics of the Manifesto: Nowness and Newness. In: Caws,

Mary Ann (Ed.). Manifesto: A Century of Isms. Lincoln, Nebraska: University of Nebraska Press, pp. xxv.

8 Danchev, Alex (2011a). Introduction: Manifesto, Manifestoed, Manifestoing. In: Danchev, Alex (Ed.).
100 Artists’ Manifestos: From the Futurists to the Stuckists, pp. xx.

9 Marineti, Filipo Tommazo (2021). Futarisma dibinasana un manifests. No: Ostups, Artis (sast.). Manifests.
No futdrisma lidz masdienam, 22. lpp.

10  Caws, Mary Ann (2001). The Poetics of the Manifesto: Nowness and Newness, pp. xix-xxv. Seitun turpmak,
ja nav noradits citadi, citatu tulkojums masu - J. K. un J. T.

1 Taurens, Janis (2020). No objekta uz notikumu un darbibu: politiska teatra piemérs. Acta Academiae
Artium lll. Riga: Latvijas Makslas akadémija, 227. Ipp. Kléra BiSopa raksta: “[..] makslinieks netiek uztverts
ka atsevisku priek§metu individuals raditajs, bet ka sadarbibas un situaciju raditajs; makslas darbs ieprieks
definéts ka galigs, parvietojams, pardodams produkts tiek pardefinéts par ilgtermina vai beztermina
projektu ar nekonkretizétu sakumu un beigam; savukart auditorija, kas ieprieks tika definéta ka “skatitaji”
tagad ir parpozicionéti ka lidzraditaji vai dalibnieki.” BiSopa, Kléra. Maksligas elles. Lidzdalibas maksla un
skatitaju pieredzes politika. levads. No: Garamantas.lv. Latviesu folkloras kratuves digitalais arhivs. Pieejams:
https://garamantas.lv/Iv/work/1888514/Maksligas-elles-Lidzdalibas-maksla-un-skatitaju-pieredzes-politika-
levads [28.01.2025.]. Tulkojuma nav saglabats originala terminu slipraksts, sk. Bishop, Claire (2012). Artificial
Hells: Participatory Art and the Politics of Spectatorship. London; New York: Verso, p. 2.
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makslas konteksta trapigi raksturojusi makslas vésturniece Grizelda Polloka (Griselda
Pollock): “[..] toposie feminisma darbi bieZi vien tika vienkar$oti nostaditi satura un
izteiksmibas pusé; skiet, ka tiem nebija nekadu pienacigu formalu iezimju, tapéc tos
varéja viegli izslégt no “makslas” un, protams, ari no modernisma izpratnes par savu
vésturi.”'> Sads progresa jédziens savienojas ar nelabojamu optimismu," kas gan
20. gadsimta otraja pusé klast par “pasironisku zestu”, nespéjot nopietni atkartot
modernisma utopiskos mérkus.'* Optimisms var bt ari nezéligs — ka apgalvo afektu
teorétike Lorena Berlanta (Lauren Berlani), tas biezi vien balstas nosacijuma “saglabat
piekersanos kadam bitiski problematiskam objektam™”. Sodienas situacija, skatot
optimisma un pesimisma jédzienus ka orientétus uz nakotni, piemérotaks ir “ceriga
pesimisma” jédziens. Teorétike Mara van der Lugta (Mara van der Lugr) to skaidro
ka politisku un moralu poziciju, kas parvar noskirumu starp aktivismu un bédam,
ceribu un izmisumu. Tas pamata ir gan drosme un ilgas péc labakas nakotnes, gan
ari skaidrs un skaudrs situacijas vértéjums, kas palidz sakopot spékus talakai ricibai.'®
Vai cerigais pesimisms ir savienojams ar manifesta Zanru, vai ari manifests ir sevi
izsmélis un palicis vien par apziméjumu, ko lietot vésturisku tekstu antologijas vai
post-postmodernas spélés intertekstualu atsaucu tiklojuma? Un vai pats apziméjums
“manifests”, kura skaidri nolasams latinu vards manus (‘roka’), kas lidz ar visu kermeni
ir svarigs un neatsve$inams makslinieciskas prakses nosacijums, butu attiecinams
tikai uz tekstiem?

Feministiskas makslas manifesti:
“baudkare ir to puke”

Makslas teorétike Ketija Dipvela (Katy Deepwell) ievadu feminisma manifestu
antologijai iesak ar jautajumu: “Kas ir manifests?” Un atbild: “Politiska programma,
deklaracija, parliecibas pilnigs apliecinajums. [..] manifesti vispirms jau deklaré, par
un pret ko iestajas to autori, un aicina cilvékus, kuri tos lasa, tiem pievienoties, tos
saprast un dalities ar tajos paustajam idejam.”"” Ka atzist Dipvela, feminisma makslas
manifestiem, pétot sieviesu maksliniecu darbu kultaras sféra, piemit visas minétas
iezimes." Un tomér manifestu antologijas, kuras ietver simt un vairak tekstu, autoru

12 Pollock, Griselda (2013). After-affects / After-images: Trauma and Aesthetic Transformation in the Virtual
Feminist Museum. Manchester, New York: Manchester University Press, p. 98.

13 Danchev, Alex (2011a). Introduction: Manifesto, Manifestoed, Manifestoing, p. xviii.

14 Ostups, Artis. (2021). levads. Nepacietiga poétika, 15. Ipp.

15 Berlant, Lauren (2011). Cruel Optimism. Durham: Duke University Press, p. 24.

16 Lugt, Mara van der (2025). Hopeful Pessimism. Princeton: Princeton University Press, pp. 10-11.

17 Deepwell, Katy (2022). Negotiations: Feminist Art Manifestos, p. i.

18  Turpat.
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sievie$u ir maz — tikai aptuveni desmita dala no kopéja skaita. Tas nav skaidrojams
ar materiala trakumu — Dipvelas sastaditaja krajuma ieklauti piecdesmit manifesti
un minéti vél trisdesmit divi, kas taja nav iekluvusi. Uz spriedzi, kas veidojas starp
feminismu un makslas avangarda kustibam, norada Marineti agresivie, karu slavinosie
un pret “augsto” kultaru vérstie saukli, kas ietver arl “nicinajumu pret sievietém” un
vélmi “cinities pret [..] feminismu un visam oportanistu un utilitaristu glévulibam”.”
Tomér futtrisma daudzo manifestu klasta ir ari francu makslinieces un rakstnieces
Valentinas de Senpuanas (Valentine de Saint-Point) “Sievietes futtiristes manifests”
(Manifeste de la femme futuriste, 1912) un “Futarisma baudkares manifests” (Manifeste
futuriste de la luxure, 1913). Si skietama pretruna prasa tuvaku aplakojumu.

Lidzigi ka Marineti teksts liela méra nosaka nakamo manifestu ievirzi un
stilistiskas ipatnibas, ta abi minétie Senpuanas darbi var bat pamats feminisma
manifestu raksturojumam. Japiekrit, ka vina raksta, iebilstot Marineti un vérsoties
pret dalfjumu sievietés un virieSos (netiesi arl pret no ta izrietoso sievietes nicinajumu),
tacu reizé vardos noliedz feminismu un, turpinot futirisma bellicistiskas pasazas,
pieprasa sievietém viriskibu, nezélibu un cildeno netaisnibu.*® Otraja manifesta
Senpuana futarisma makslas un kara viri$ko pasauli papildina ar baudu: “Maksla
un kars ir juteklibas lielas manifestacijas; baudkare ir to puke.”” Sis pretrunas var
uzlukot ari citadi — ka linearas virzibas uz arvien lielaku progresu noliegumu. Ja
sievietém ari piedien viriskie atribati — kars, nezéliba vai netaisniba —, tas nozimé,
ka tiek apvérsta ierasta (patriarhala) kartiba.? Lai to paveiktu, jaizmanto skietami
vienkarsa feminisma stratégija — jamaina vietam dzimuma lomas, ko Senpuanas
apgalvojumi isteno netiesa veida.

Lai ari daudzi feminisma manifesti uzrada kopigas iezimes jeb gimenes
lidzibas — skaidri izteiktu “status quo, to, ka domajam par patriarhatu/kapitalismu/
kolonialismu, un sobrid sabiedribi noteikto viriesa un sievietes lomu kritiku™?? —,
tomér reizé katrs manifests ir ipa$s, ari ta rasanas laika, pieejas, satura poétikas vai
ideju izteiksmes nozimé?**. Tas var biit radies ari ki makslas notikuma rezultats — un
Seit Senpuana atkal iezimé noteiktas genealogijas sakumu, jo viscerals uzsvars uz
juteklibu un baudu teksta ir tiesi saistits ar vinas gaisto$ajam multimedialajam dejas
performancém, kas, pieméram, 1913. gada 20. decembra izradé Parizes Elizejas lauku

19 Marineti, Filipo Tommazo (2021). Futlrisma dibinasana un manifests, 22. lpp.

20  Senpuana, Valentina de (2021a). Sievietes-futaristes manifests. No: Ostups, Artis (sast.). Manifests.
No futdrisma lidz masdienam, 43.-44. lpp.

21 Senpuana, Valentina de (2021b). Futdrisma baudkares manifests. No: Ostups, Artis (sast.). Manifests.
No futdarisma lidz masdienam, 59. Ipp.

22 Tasvar paskaidrot, kapéc, neskatoties uz atklati pazinoto feminisma noliegumu, Ketija Dipvela ieklauj $os
Senpuédnas tekstus pasas sastaditas antologijas feminisma makslas manifestu saraksta, kas “nav ietverti

. Deepwell, Katy (2022). Negotiations. Feminist Art Manifestos, p. xi.

Saja gramata”
23 Turpat, p. iii.
24 Turpat, pp. i, iii.
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teatr] ietvéra Senpuanas dzeju — milas, kara un atmosféras poémas —, ko pavadija
Erika Sati (Erik Satie) un Kloda Debisi (Claude Debussy) muzika, smarzas un gaismas
projekcijas.” Reizé manifests pats ari var bat makslas darbs, vispirms jau ta grafiskaja
izteiksmé, ko apliecina ievérojama grafisko simbolu, $riftu, to izméru un salikumu
dazadiba, kuru sniedz Dipvelas sastadita antologija. Ka liecina 20. gadsimta 60. un
70. gadu konceptualas makslas vésture, atskiriba starp tekstu un vizualas makslas
darbu ir plastosa, grati nosakama un var but pat pretéja makslinieka nodomam vai
pasa teksta pazinojumam.? Lidz ar to par vél vienu feminisma makslas manifesta
ipasibu var uzskatit ta maksliniecisko raksturu, kas batu plasaks jédziens par radosu
pieeju teksta veidosanai.

Vél viena manifestu iezime ir makslinieciskas izteiksmes deklarativa, biezi pat
saukliem tuva forma. Jau pirmais darbs, ko feminisma makslas manifestu antologija
ievieto Ketija Dipvela, — Ivonnas Reineres (Yvonne Rainer) “Né manifests” (1965) —
sastav tikai no divdesmit trim noliegumiem: “né izradei, né virtuozitatei, [..]”.*” Lai
arT Reineres noliegumi izkartoti stabina bez pieturzimém un visi rakstiti ar mazajiem
burtiem, tajos skaidri saklausama pavéles forma un tai piedieniga izsaukuma zime.
Tacu (verbala) valoda nav tikai noteikta lingvistiska forma, bet ari darbiba?, lidzigi
ka vizualajai makslai nav tikai reprezentéjosa funkcija — tai piemit ari socials un
politisks spéks jeb ietekme. No $ada viedokla raugoties, teksts, ziméjums un teksts,
vai tikai zimé&jums bez skaidri (lingvistiski) izteikta deklaracijas, lozunga vai politiska
saukla rakstura veic to pasu sabiedribas kritiski transforméjoso darbu.

Ingrida Picukane: “Maksliniece, modelis un oliva”

Ingrida Pi¢ukane ir viena no redzamakajam maksliniecém Latvija, kuras darbus iezimé
feministiska intonacija un ievirze. Ka feministiskas makslas manifestu esam izvéléjusies
vinas 2024. gada tapusos zimé&umus. Darbu radiSanas gads var radit prieksstatu
par asinhronitati: makslas manifesti ierasti piesaka jaunu domasanas veidu — ko uz

25 Goldberg, RoselLee (1999). Performance Art: From Futurism to the Present. Revised and enlarged edition.
London: Thames and Hudson, pp. 17-18; Dancheyv, Alex (2011). [Introduction to] M7. Valentine de Saint-
Point. In: Danchev, Alex (Ed.) (2011). 100 Artists’ Manifestos: From the Futurists to the Stuckists, p. 29.

26  Neskatoties uz Sola Levita (Sol LeWitt) "Teikumu par konceptualo makslu” noslédzos$o, 35. apgalvojumu:
“Sie teikumi ir komentari par makslu, bet tie nav maksla”, Piters Osborns (Peter Osborne) tomér
argumenté, ka “Sie teikumi ir komentari par makslu, un ir ari maksla [originala izcélums - J. K. un J. T.]".
Levits, Sols (2010). Teikumi par konceptualo makslu. No: Paragrafi par konceptualo makslu. Teikumi par
konceptualo makslu. Riga: kim?, 12. Ipp.; Osborne, Peter (2013). Anywhere or Not At All: Philosophy of
Contemporary Art. London; New York: Verso, p. 69.

27  Rainer, Yvonne (2022). No Manifesto (1965). In: Deepwell, Katy (Ed.). 50 Feminist Art Manifestos, p. 1.

28  Tairveélviena atzina, ko sniedz ikdienas valodfilozofija, it ipasi Dzona Lang$ova Ostina (John Langshaw
Austin) lekciju pécnaves publikacija 1962. gada - sk.: Ostins, Dzons Lang$ovs (2011). K3 ar vardiem darit
lietas. Riga: Liepnieks un Ritups. Ostina runas darbibu teorija bijusi nozimiga vizualas makslas, ipasi
performandu, attistibas vésturé un méginajumos konceptualizét makslas socialo un politisko iedarbibu.
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feminismu Latvijas maksla attiecinat nevar. Feministiskas makslas pavedieni pédéjo
desmit gadu laika Latvija kluvusi arvien pamanamaki un izvérstaki. Tie ieteicas ari
pagatné, aptverot pirmas atjaunotas neatkaribas desmitgades, retrospektivi apliecinot
feministiskas intereses klatbatni un feministisku lasijumu iespéjas dazadu periodu
makslas praksés.”’

Tomeér tie$i Ingridas Picukanes ziméjumi pilda klasisko makslas manifesta
funkciju, sintez&jot vairakas manifestu iezimes. Pirmkart, tajos saskatama skaidra
vizija — maksliniece deklaré, par un pret ko vina iestajas. Otrkart, sie darbi dazadu
apstaklu sakritibas dé] ieguva lielu publisku redzamibu, kas tiem pieskira sabiedribu
satricino$o un konfrontéjoso funkciju, kura ir manifestu neatnemama dala. Visbeidzot,
feministiskaja maksla — it ipasi, ja raugamies no Centralas un Austrumeiropas
perspektivas, — ierasts noraidit ideju par temporali linearu virzibu uz arvien lielaku
progresu. Pédéjas desmitgadés tiek pamatots, kapéc feministiskas makslas historiografija
nepiecie$ama brivaka pieeja, kas vienvirziena kustibas un mérktiecigas attistibas vieta
paredz klainosanu, izplasanu, rinkosanu, ciklisku atkarto$anos, parravumus u. tml.
Sadas ievirzes pamata ir tas atvértiba daudzveidigiem feminismiem, kas rodas dazadas
pasaules malas un biezi vien ir tikai attali saistiti ar lielajiem feminisma centriem.*
Tatad atkap$anas no linearas laika izpratnes feminisma maksla noveér§ bazas par
Picukanes manifesta iespéjamo novélotibu — ta vieta tiek uzsvérts, ka vinas maksla
rodas istaja vieta un laika, jutigi reaggjot uz apkart notiekoso, tatad ir organiski
ieausta laikmeta pladuma un ir saistita ar socialam aktualitatém.

Seit izceltie Ingridas Pi¢ukanes zimé&jumi ir dala no plasakas sérijas, kas
2023. gada rudeni bija skatama izstadé “Pretrunu pilns ziméjums ar gaisredzibas
iezimém” Valmieras pilsétvidé.”" Izstade bija ieceréta ka astonu makslinieku dialogs
ar Latvijas karikataras klasiki Mari Bisofu. Makslinieka rokrakstu iezimé lakonisms,
precizitate, ironija un paradoksi, vinam veltitas vairakas publikacijas, tostarp 2021. gada
izdevniecibas “Valters Daksa” pasparné iznacis apjomigakais vina darbu apkopojums
“444 Mara Bisofa ideju ilustracijas”, kura ievada makslas kritike Ieva Lejasmeijere izce]
BiSofa ziméjumu stastniecisko aspektu un aicina tos uztvert ka dzeju.” Pateicoties
starptautiskai redzamibai un ilgsto$ajam darbam Latvijas medijos, BiSofa vards ir
ierakstits Latvijas ilustracijas un karikataras vésturé, tomér lidz §im vina dailrade
lielakoties aplakota bez kritiskas iztaujasanas.

29  Feministisko skatijumu fiksé3ana dazadas desmitgadés, pieméram: Pukite, Selda; Grigors, Indreks (sast.)
(2020). Sudrabmeitenes. Fotografijas retuséta vésture: [katalogs]. Tartu, Riga: Tartu Kunstimuuseum, Blind
Carbon Copy; Jansone, Rasa (2024). Starp Jaunavu Mariju un Médeju. Matbasanas reprezentacija Latvijas
laikmetigaja maksla. Profesionalas doktora studiju programmas Méakslas teorétiskais pétijums; Riga: LMA;
Kukaine, Jana (2024). Viscerala estétika: afekti un feministiska maksla postsocialisma. Riga: LU LFMI, RSU.

30 Kukaine, Jana (2023a). Intimacy and Darkness: Feminist Sensibility in (Post)socialist Art. Arts, 12 (1).
Available: https://doi.org/10.3390/arts12010024 [15.04.2025.].

31  Izstadi organizéja Latvijas Laikmetigas makslas centrs, kuratores: Solvita Krese un Mara Zeikare.

32 Lejasmeijere, leva (2021). [levadteksts]. No: Bisofs, Maris. 444 Mara Bisofa ideju ilustracijas. Saldus: Valters
Daksa, [b. p.].
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Izstadé “Pretrunu pilns zimé&jums ar gaisredzibas iezimém” Picukane bija
viena no uzaicinatajam maksliniecém, kura savu ieguldijumu veidoja sadarbiba ar
Valmieras Dizaina un makslas vidusskolas audzékniem. Vigu kopdarbs “Maksliniece,
modelis un oliva” bija skatams makslas galerija “Ledus pagrabs”. Sadarbibas pamata
bija pievérSanas acgarnibas principam — feministiskaja maksla izplatitai stratégijai,
kas dekonstrué ikoniskus attélus un situacijas, apvérsot vietim dzimumu lomas. So
metodi maksliniece kopa ar skolas audzékniem izmantoja, lai izgaismotu seksisma
logiku un dzimtes stereotipus, kas ir daudzu BiSofa karikatGru pamata. Lidz ar to
Pi¢ukanes dalibai izstadé piemit ari pedagogisks aspekts — vinas izmantotie darba
instrumenti veicina kritisku attieksmi pret makslu un izce] dzimtes aspektu.

“Ledus pagraba” un stendos Valmieras pilsétvidé — sérija “Dizgares, meistares un
génijas” — bija izstaditi vairaki Picukanes ziméjumi, tomér $aja raksta ka nozimigakos
izcelam tris. lesaistoties dialoga ar konkrétiem Mara BiSofa ziméjumiem, tie veido
vinas feministiska manifesta idejisko rami. Sie tris ziméjumi ir “Sangrila”, “DiZgares”
un “Laba maksliniece”, kas visi tapusi 2023. gada (1.-3. att.). To konceptualie pari-
nieki ir Bisofa Shangrilld, “Dizgari” un “Labs makslinieks” (2023). Diemzél $os
ziméjumus raksta iek|aut nevaram, jo makslinieks nav devis atlauju tos publicét.>*
Lidzigu atteikumu sanéma ari Picukane — sakotnéji bija planots “Ledus pagraba”
izstadit abu autoru darbus kopa, ta¢u pédgja bridi Bisofs no $is ieceres atteicas, un vina
zimé&jumi izstadé bija pieejami tikai ka QR kodi.”> Atteik$anas sadarboties, kopigo
planu atcel$ana pédéja bridi un atkapsanas no iepriek$éjam norunam ir ne tikai
feministiskajai, bet ari makslinieku profesionalajai solidaritatei pretéjas darbibas — tas,
atsaucoties uz Vitgensteina metaforu, nevis stiprina, bet arda kopigo pavedienu jeb,
ka varam novérot $aja gadijuma, tiecas atskelt noteikreas skiedras.

Lai ari laikmetigas makslas darbi nereti top ka reakcija vai komentars par kadu
notikumu, repliku vai personibu, $is ir pirmais mums zinamais gadijums Latvija,
kad saikne tiek ieziméta tik tiesa un skaidra veida, turklat vienas izstades ietvaros,
kas paredz teju visceralu konfrontaciju, kas vélak turpinajas gan zinu sizetos, gan
socialajos tiklos.>® Uz zinu sizeta paustajiem makslinieces komentariem par saviem
darbiem un to tap$anas motiviem tika sanemta nesamériga komentaru lavina, kas
pielidzinama naida runai. Spriezot péc ierakstiem BiSofa privataja feisbuka lapa, autors
bija neapmierinats ar savu darbu interpretaciju, ka ari izteica negativus vértéjumus

33 Kalielaka dala Bisofa darbu vina ziméjumu gramatas ari Sie divi ir bez datéjuma.

34 Janas Kukaines e-pasta sarakste ar Mari Bisofu 2025. gada 14. februari. Shangrillé un “Labs makslinieks”
attélus var aplukot recenzija par Valmieras izstadi: Kukaine, Jana (2023b). Brokastis zaJumos ar odzinu.
Arterritory, 24.10. Pieejams: https://arterritory.com/lv/vizuala_maksla/recenzijas/26930-brokastis_
zalumos_ar_odzinu [16.02.2025.].

35  No Janas Kukaines privatas sarunas ar Maru Zeikari izstades atklasana.

36  Spriezot pécierakstiem BiSofa privataja feisbuka lapa, autors bija neapmierinats ar savu darbu
interpretaciju, tostarp izteica vértéjumu par Pi¢ukanes profesionalitati. Tomér $aja raksta atturésimies
komentét Bisofa reakcijas étiskos un kolegialos aspektus.
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par Pi¢ukanes profesionalitati vispar, tadéjadi uzbrikot ari vinas personai. Lai ari
atturésimies iedzilinaties maksliniecei raidito apvainojumu straumé, jaatzist, ka BiSofa
reakcijas étiskie un kolegialie aspekti raisa pardomas. Sis negativas publicitates dél
Pi¢ukanes zimé&jumi piesaistija plasu sabiedribas uzmanibu, tostarp polarizéjosa veida,
rosinot dazadas atbildes reakcijas. Notikusais Picukanes makslas praksei pieskira
papildu vizuala aktivisma aspektu® — ziméjumi uzskatami pieteica parravumu ieras-
taja domasanas veida, piedavajot Latvijas sabiedribai jaunu, lai ari Rietumu domas
konteksta jau aprobétu paveérsienu.

Feministiskas manifestacijas

Zimé&uma “Sangrila” (2024) Ingrida Picukane ieskicé sieviskas subjektivitates perspek-
tivu, to pretstatot Mara BiSofa zim&uma ieckodétajam maksulinajam standartam.
Abi ziméjumi ataino rado$o procesu, uzsverot makslas radisanas psihologisko, pat
psihoanalitisko dimensiju — makslinieki makslas darba parada pasauli, taja ietverot
savas intereses, vélmju un baudas objektus, ka ari atsauces uz ikdienas dzivi, dzivoto
pieredzi. Ja BiSofa ziméjuma makslinieks uzzimé virie$a portretu, tad Picukanes darba
maksliniecei preti veras sieviete. Saikni starp raditaju un radito pastiprina acu kontakta
linija. Atskiriba tiek pieteikta ari ziméjuma krasu paleté — Picukanes ziméjumi ir
krasainaki, ar domingjosiem roza un oranziem toniem, kas pieskir darbiem siltumu.
Japiebilst, ka sieviete ar oranziem matiem ir téls, kas makslinieces darbos paradas
vairakkart un ko var uzskatit par vinas a/ter ego.

Lidzas portretam ierakstiti vairaki vardi, kas konceptuali uzskano ziméjuma
intelektualo ainavu. Blakus BiSofa zimétajam viriesa portretam lasami tadi vardi
ka Ford, Coca, Pepsi, Goodyear, kli'to:ris, Shangrilld. BiSofa ieziméta utopija — uz to
norada anglu romanista Dzeimsa Hiltona (James Hilton) izgudrotas mitiskas vietas
Shangri-La nosaukums — ietver atsauces uz automobiliem, gazétajiem dzérieniem un
riepu razotaju, kas ir saistitas ar amerikanu patérniecibas kultaru, savukart “klizoris”
nolasams ka heteroseksualas intereses apliecinajums. Pi¢ukanes versija lasami vardi
Mercedes, “Paketes”, “Ziedi”, “Klitors”, “Sangrilé”. Uzskaitijuma vérojama gan ironija,
gan plasaka interpretacija par sievietes makslinieces dzivi. Lai ari Mercedes veido
analogija balstitu atsauci uz masinu razotaja zimolu, tas reizé ir ari sievieSu vards,
kura izcelsme saistama ar Dievmati katolu baznicas tradicija. Paketes ir ierasts sieviesu
ikdienas dzives atribats, bet, lai ari menstruaciju cikls ir sievietes veselibas normala
sastavdala, to arvien apnem dazadi aizspriedumi un kauns. Latvijas maksla atsauces

37  Parvizualo aktivismu muasdienas ka ideologisku konstrukciju drupinasanu sk.: Kukaine, Jana (2025).
My First Year Too: Obstetric Violence and Maternal Subjectivity. In: Sliwinska, Basia (Ed.). Transnational
Visual Activism for Women'’s Reproductive Rights: My Body, My Choice. New York; London: Routledge,
pp. 49-62.
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uz ménesreizém ir loti retas, un to piesauksana arvien, skiet, lickas neérta. Ziedi ir
klasisks sieviskibas simbols, ari feministiskaja maksla to forma biezi izmantota, lai
veidotu asociacijas ar sievietes dzimumorganiem. Lidz ar to klitora pieminé$ana makslas
darba lasama ka atsauce uz sievisko seksualitati un baudu — tému, kas Rietumu kultara
kopuma nav pietieckami redzama, jo priek$plana tradicionali izvirzita fallocentriska
erotikas izpratne. Ari $aja zina Picukanes agrakos gados tapusie darbi nodrosina
témas kontinuitati, pieméram, 2017. gada Tartu makslinieku maja bija skatams
performativais sienas gleznojums “Jutiga plava”, kas attélo masturbéjosu sievieti.*

Ziméjuma “Dizgares” redzam Rietumu kultaras koku, ko parasti izmanto ari
gimenes lidzibu fiksésanai un péctecibas uzradisanai. Ja Bisofa versija redzam zinamus
virie$u vardus — Goethe, Picasso, Freud, Bach, Plato, Balzac u. tml., tad Picukane piedava
versiju, kura Rietumu kult@iras vésturi varam izstastit tikai ar sievie$u rakstniecu,
muziku un maksliniecu, tostarp latvie$u, vardiem, pieméram, — “H. fon Bingena”,
“T. Jansone”, “F. Kalo”, “A. Freida”, “Dz. Skulme”, “V. Belsevica”. Darba provokativais
véstljums ir skaidra norade, ka vado$aja kultiiras paradigma tiek izlaists ievérojams
kultaras segments, priek$roku dodot viena dzimuma parstavjiem. Dzimumdiference
tiek ienesta ari vizualas izteiksmes lidzeklos — dazi BiSofa kulttiras koka zari ir apcirsti:
tie vairak lidzinas caurulitém — grafiskajam elementam, kas BiSofa zimé&jumos ir biezi
sastopams. Pagarinatajos izvirzijumos ir viegli saskatit ari vizualu lidzibu ar viriesu
dzimumlocekliem, lidz ar to Rietumu kultara BiSofa vizualizacija ir nolasama ka
pimpju savijums. Savukart Picukanes veidota struktiira vairak atgadina botanisku
koku — mazas figtirinas uz tiem ir ka putni vai lapas. Dazas pirmatnéjas skulptaras
atgadinosas figarinas ir bez vardiem, kada ir nokritusi, noradot uz kultaru veidojoso
sievie$u likteniem — aizmirstibu un izslégsanu no kultaras kanona.

Ziméjums saista uzmanibu ari ar savu lingvistisko formu, pieskaroties vienai
no feministiskas makslas teorijas pamatatzinam: sievie$u izstums$ana no makslas
kanona izpauzas ari lingvistiski. Latvie$u valoda to redzam ipasi skaidri, jo vardi izcilu
panakumu apzimésanai — “vecmeistars”, “génijs”, “dizgars” — sastopami tikai virie$u
dzimtes gramatiskajas formas. Makslas vésturnieces Grizelda Polloka un Rozsika
Parkere (Rozsika Parker) klasiskaja darba “Vecas milakas” (1981) apspélé varda master
un mistress at$kirigas nozimes, kas signalizé par sievieSu un viriesu atskirigo novie-
tojumu makslas pasaulé un ar to saistitajos diskursos, kur sievietes ir drizak muzas,
modeles un “vecas milakas”, nevis raditajas, autores, jaunatklajéjas.”” Mums neskiet,
ka méginajumi atsketinat $adas situacijas rasanas iemeslus ir primari svarigi. Protams,
varam apgalvot, ka valodas seksisms atspogulo ari faktu, ka vésturiski sievietém bija
jasaskaras ar ierobezojumiem, kas virieSiem maksliniekiem nepastavéja, tapéc makslas

38  Gleznojums tapa grupas izstades Godess Ex-Machina ietvaros, izstades kuratores bija Jana Kukaine un
Selda Pukite.

39 Parker, Rozsik; Pollock, Griselda (1981). Old Mistresses: Women, Art and Ideology. London; Henley:
Routledge & Kegan Paul.
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vésturé sievie$u vardu ir mazak. Tomeér ari pasu ierobezojumu pastavésana, kas
sievietes kavéja vai atturéja no makslas radisanas, ir dala no seksistiskas sabiedribas
uzbaives. No musdienu skatpunkta raugoties, ir svarigi jautat, ko més varam ar to visu
iesakt tagad. Ingrida Picukane piedava vairakus risinajumus. Pirmkart, vina aicina
pamanit un problematizét ar dzimtes stereotipiem saistito nevienlidzibu — tam labi
kalpo jau minéta apvérsanas stratégija. Otrkart, maksliniece norada uz pietickami
plaso sieviesu klatbtutni maksla — lai iepazitos ar vinu veikumu, nav nepiecieSama
pardabiska piepale: lai arT klasiskajas makslas véstures gramatas un augstskolu lekciju
kursos bieZi vien turpina dominét uz virieSsiem centréta pieeja, tomér kops 60. gadiem,
kad saka veidoties feministiska makslas vésture, sieviesu ieguldijums ir gana labi
dokumentéts. Treskart, ierakstot sieviesu vardus makslas vésturé, tieck maniti ari daudzi
$is véstures rakstiSanas principi. Nereti tie prasa atjautibu, radosumu un elastibu, jo
var bat nepiecie$ams darinat jaunu vardnicu, kura ietverts ari jédziens “dizgare”.
Picukanes ziméjumi ieklaujas feministiskajos centienos parrakstit, papildinat un
dazadot Rietumu makslas vésturi, ka ari kultivét vérigumu pret dzimtes klatbatni
vado$ajos makslas narativos.

Klasiskajai manifesta formai tuvakais ir pédéjais Seit aplukojamais darbs “Laba
miksliniece”. Tas veidots ka teksts, kas uzrakstits uzskaitijuma veida, stabina uz leju.
Spogulojot Mara Bisofa apgalvojumus par labu makslinieku virieti, Ingrida Picukane
teksta izmaina tikai vienu niansi: varda “makslinieks” vieta vina lieto “maksliniece”,
atbilstosi koriggjot ari paréjo teikumu dalu gramatiku. Savukart otras rindkopas sakuma
Picukane atkarto aizvieto$anas stratégiju, virieSu makslinieku vardu vieta ierakstot
sievie$u maksliniecu vardus, turklat viens no tiem ir ciesi saistits ar Latvijas kultaras
vésturi: “Dzoto, Velaskézs, Breigels. Malévics, Pikasso un Dzaspers Dzons” vieta
lasams “Dzentileski, Kaufmane, Sirani. Muhina, O’Kifa un Niki de Senfala”. Abos
uzskaitijumos aptverts plass makslas véstures posms — no renesanses lidz masdienam.

Makslas radisanas salidzinajums ar biskopibu, adu apstradi un kurpju darinasanu
uzsver tas saikni ar amatniecibu, proti, noteiktu iegitu un izkoptu prasmju kopumu,
ko var pilnveidot nepartraukta praksé. Sada interpretacija liela mér atspéko ierasto
skatfjumu uz makslas radiSanu ka génija izpausmi vai dabas davanu, kas vienkarsi
kadam piemit. Tomér $is aspekts daudz skaidrak paradas tad, kad tekstu lasam sieviesu
gramatiskaja dzimté un sadzirdam, cik neierasti ausij skan $o profesiju uzskaitjjums.

Vérojot Pi¢ukanes un BiSofa polemiku, var rasties iespaids, ka makslinieces
stratégijas pamata ir binaro opoziciju iedzivinasana. Sieviskais tiek pretstatits viris-
kajam, taisnas linijas — izliektajam, masinas — ziediem, tos ieslédzot tradicionala
dihotomija. Masdienu feminisma teorijas parskata $adus krasus pretnostatijumus,
piedavajot dazadiba balstitu izpratni par virisko, sievi$ko un nebinaro. Tomér parmest
makslinieces darbiem tiSu turé$anos pie dzimtes stereotipiem batu nevieta. Picukanes
zimé&jumos binarisms ir stratégisks — tas ir acgarnibas principa lietojuma pamata,
kas lauj apvérst attélojuma vai domasanas veidu. Ja maksliniece batu pievérsusies
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sievietém un virieSiem intersekcionala aspekta, proti, uzsverot dazadus faktorus,
kas 1idz ar dzimti veido cilvéka identitati, tas biitu cits makslas darbs. Lidz ar to
palik$ana divu dzim$u robezas ir zimé&umiem piemitosa nosacitiba, kas izriet no to
makslinieciskia uzdevuma.

Secinajumi

Izstadé ietvertie Ingridas Pi¢ukanes ziméjumi ir trapigi komentari, kas iezimé plasaku
problému loku, pievérSoties sievietes un viriesa tradicionalajam lomam, kuras no
ikdienas dzives tiek parnestas un iekapsulétas makslas vésturé un kanona. Maksliniece
izcel dzimumu stereotipu un strukturalas nevienlidzibas caurausto makslas vésturi,
kur sievietes tradicionali tiek reducétas uz mazu, modeli vai iekares objektu, nevis
uzrunatas par dizgarém, meistarém un génijam. Muasdienu pasaulé situacija ir
uzlabojusies, tomér nevienlidziba starp sievietém un viriesiem maksla pastav. Tapat
ierobezojosa ir valoda, ko lietojam, lai runatu par makslu, ka ari patriarhali principi
sastopami makslas véstures macisanas un rakstiSanas metodés, lai ari Rietumu
feminisma vésturé par $iem jautajumiem diskuté jau kops 20. gadsimta otras puses.
Ceriba un ilgas péc parmainam iet roku roka ar skumjam un $aubam, vai iespéjamas
visaptverosas strukturalas parmainas, vai ari tikai nelielas feministiskas intereses salas
kulttiras pamatstraumé.

Ingridas Picukanes ziméjumiem piemit vairakas feministiskas makslas mani-
festu iezimes. To iedarbibas spéks pielidzinams makslas aktivisma veidam — makslas
darbi izraisija plasu rezonansi medijos un sabiedriba, satricinot ierastas hierarhijas.
Makslinieces istenota iejauks$anas makslas véstures rakstisanas stastos un makslinieka
identitates konstruésanas principos ir feministiskas intervences piemérs. Ziméjumiem
piemit gan komiskas, gan ironiskas iezimes — makslinieces rotaliga intonacija krasi
atskiras, pieméram, no Senpuanas “makslas un kara”. Picukanes manifestu afektivais
horizonts drizak ir cerigais pesimisms — izgasanas, parpratumi un izskanéjusas apsi-
dzibas neprofesionalitaté, tapat ka Latvijas sabiedribas un makslas vides polarizéjosa
reakcija uz feminisma idejam pastiprina skumju un $aubu klatbatni. Tomér ziméjumi
sniedz ari skaudru situacijas $kérsgriezumu, manifestéjot ilgas péc nakotnes, kura
sievietes bus pilntiesigas kultaras veidotajas.

Jana Taurena darbs pie pétijuma veikts, istenojot valsts pétijumu programmas “Latvijas kultdra - resurss valsts
attistibai” (2023-2026) projektu “Latvijas kultiras ekosistéma ka resurss valsts izturétspéjai un ilgtspéjai” /
CERS (Nr. VPP-MM-LKRVA-2023/1-0001).



10.

11.

INGRIDAS PICUKANES ZIMEJUMI: FEMINISTISKAS MAKSLAS MANIFESTS LATVIJA 289

Literattira

Berlant, Lauren (2011). Cruel Optimism. Durham:
Duke University Press.

Bishop, Claire (2012). Artificial Hells: Participatory
Art and the Politics of Spectatorship. London;
New York: Verso.

Bisopa, Kléra. Maksligas elles. Lidzdalibas
maksla un skatitaju pieredzes politika. levads.
Garamantas.Iv. Latviesu folkloras kratuves
digitalais arhivs. Pieejams: https://garamantas.
Iv/Iv/work/1888514/Maksligas-elles-Lidzdalibas-
maksla-un-skatitaju-pieredzes-politika-levads
[28.01.2025.].

Braudel, Fernand (1985). Civilization and

the Capitalism: 15th-18th Century. Vol. I.

The Structures of Everyday Life: The Limits of the
Possible. Translation from the French. Revised
by Sidn Reynolds. London: William Collins

Sons & Co.

Caws, Mary Ann (2001). The Poetics of the
Manifesto: Nowness and Newness. In: Caws,
Mary Ann (Ed.). Manifesto: A Century of Isms.
Lincoln, Nebraska: University of Nebraska Press,
PP. XiX-XxXXi.

Danchey, Alex (2011a). Introduction: Manifesto,
Manifestoed, Manifestoing. In: Danchev, Alex
(Ed.). 100 Artists’ Manifestos: From the Futurists
to the Stuckists. London: Penguin Books, pp. xix-
XXX,

Danchey, Alex (2011b). [Introduction to] M7.
Valentine de Saint-Point. In: Dancheyv, Alex (Ed.).
100 Artists’ Manifestos: From the Futurists to the
Stuckists. London: Penguin Books, pp. 29-30.

Danchey, Alex (Ed.) (2011). 100 Artists’
Manifestos: From the Futurists to the Stuckists.
London: Penguin Books.

Deepwell, Katy (2022). Negotiations: Feminist Art
Manifestos. In: Deepwell, Katy (Ed.). 50 Feminist
Art Manifestos. London: KT press, pp. i-xii.

Goldberg, Roselee (1999). Performance Art:
From Futurism to the Present. Revised and
enlarged edition. London: Thames and Hudson.

Jansone, Rasa (2024). Starp Jaunavu Mariju un
Médeju. Matbasanas reprezentacija Latvijas
laikmetigaja maksla. Profesionalas doktora
studiju programmas Makslas teorétiskais
pétijums. Riga: Latvijas Makslas akadémija.

12.

20.

21.

22.

23.

24.

Kukaine, Jana (2025). My First Year Too:
Obstetric Violence and Maternal Subjectivity.
In: Sliwinska, Basia (Ed.). Transnational Visual
Activism for Women's Reproductive Rights:
My Body, My Choice. New York; London:
Routledge, pp. 49-62.

Kukaine, Jana (2024). Viscerala estétika: afekti
un feministiska maksla postsocialisma. Riga:
LU LFMI, RSU.

Kukaine, Jana (2023a). Intimacy and Darkness:
Feminist Sensibility in (Post)socialist Art.

Arts, 12 (1), pp. 1-12. Available: https://doi.
org/10.3390/arts12010024 [15.04.2025.].

Kukaine, Jana (2023b). Brokastis zalumos

ar odzinu. Arterritory, 24.10. Pieejams:
https://arterritory.com/Iv/vizuala_maksla/
recenzijas/26930-brokastis_zalumos_ar_odzinu
[16.02.2025.].

Lejasmeijere, leva (2021). [levadteksts]. No:
Bisofs, Maris. 444 Mara Bisofa ideju ilustracijas.
Saldus: Valters Daksa, [b. p.]

Levits, Sols (2010). Teikumi par konceptualo
makslu. No: Paragréafi par konceptuédlo makslu.
Teikumi par konceptualo makslu. Riga: kim?,
10.-12. Ipp.

Lugt, Mara van der (2025). Hopeful Pessimism.
Princeton: Princeton University Press.

Marineti, Filipo Tommazo (2021). Futarisma
dibinasana un manifests. No: Ostups, Artis (sast.).
Manifests. No futdrisma lidz masdienam. Riga:
Neputns, 21.-23. Ipp.

Osborne, Peter (2013). Anywhere or Not At All:
Philosophy of Contemporary Art. London;
New York: Verso.

Ostins, Dzons LangSovs (2011). K& ar vardiem
darit lietas. Riga: Liepnieks un Ritups.

Ostups, Artis. (2021). levads. Nepacietiga
poétika. No: Ostups, Artis (sast.). Manifests.
No futdrisma lidz masdienam. Riga: Neputns,
8.-17. Ipp.

Ostups, Artis (sast.) (2021). Manifests. No
futdrisma lidz masdienam. Riga: Neputns.

Parker, Rozsik; Pollock, Griselda (1981).
Old Mistresses: Women, Art and Ideology.
London; Henley: Routledge & Kegan Paul.


https://garamantas.lv/lv/work/1888514/Maksligas-elles-Lidzdalibas-maksla-un-skatitaju-pieredzes-politika-Ievads
https://garamantas.lv/lv/work/1888514/Maksligas-elles-Lidzdalibas-maksla-un-skatitaju-pieredzes-politika-Ievads
https://garamantas.lv/lv/work/1888514/Maksligas-elles-Lidzdalibas-maksla-un-skatitaju-pieredzes-politika-Ievads

290

25.

26.

27.

JANA KUKAINE, JANIS TAURENS

Pollock, Griselda (2013). After-affects /
After-images: Trauma and Aesthetic

Transformation in the Virtual Feminist Museum.

Manchester, New York: Manchester University
Press.

Pukite, Selda; Grigors, Indreks (sast.) (2020).
Sudrabmeitenes. Fotogréfijas retuséta vésture
[katalogs]. Tartu, Riga: Tartu Kunstimuuseum,
Blind Carbon Copy.

Rainer, Yvonne (2022). No Manifesto (1965).
In: Deepwell, Katy (Ed.). 50 Feminist Art
Manifestos. London: KT press, p. 1.

28.

29.

30.

31.

Senpuéna, Valentina de (2021a). Sievietes-
futdristes manifests. No: Ostups, Artis (sast.).
Manifests. No futarisma lidz masdienam. Riga:
Neputns, 41.-45. Ipp.

Senpuana, Valentina de (2021b). Futdrisma
baudkares manifests. No: Ostups, Artis (sast.).
Manifests. No futarisma lidz masdienam. Riga:
Neputns, 57.-60. Ipp.

Taurens, Janis (2020). No objekta uz notikumu
un darbibu: politiska teatra piemérs. Acta
Academiae Artium lll. Riga: Latvijas Makslas
akadémija, 224.-233. Ipp.

Vitgensteins, Ludvigs (1997).
Filosofiskie pétijumi. Riga: Minerva.



EN

JANA KUKAINE, JANIS TAURENS

Ingrida Picukane’s Drawings: A Manifesto
of Feminist Art in Latvia

Summary

In the past decade, feminist perspectives have gained increasing prominence within
Latvian visual art. This article examines Ingrida Picukane’s drawing series from the
group exhibition A Visionary Drawing Riddle, held in Valmiera in 2023. We focus
on three of Picukane’s drawings that, in our view, may be regarded as a manifesto of
feminist art. Our argument begins with a brief overview of the manifesto tradition in
the context of avant-garde culture, followed by an exploration of feminist art manifestos
as a related yet distinct phenomenon. The second part of the article emphasizes the
manifesting nature of Picukane’s drawings through feminist intervention, artistic
activism, articulated political programs, and utopian tendencies. Finally, we address
potential objections concerning the “belatedness” of such a manifesto and the binary
structures it implies, proposing instead the concept of hopeful pessimism as the affective
framework of these works.

Keywords: manifestos, contemporary art, feminist intervention, art history,
hopeful pessimism.
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Tautasdziesmu vizuala interpretacija
erafikes Dzidras Ezergailes tusas

zimé&jumos: femins skatpunkts
Kopsavilkums

Si pétijuma uzmanibas centra ir 20. gadsimta otraja pusé stradajusas grafikes Dzidras
Ezergailes (1926-2013) tautasdziesmu vizuala interpretacija tu$as ziméuma tehni-
ka, un ta mérkis ir izzinat $is makslinieces lidz $im maz zinamo 80. gadu radosa
mantojuma $kautni. Sajos tusas ziméumos pausts sievietes makslinieces pasaules
skatijums, kas saknojas latvie$u tautasdziesmas uzkratajas étiskajas vértibas. Savukart
tautasdziesmas iekodétais feminais pasaules tvérums $aja pétijuma ieskicéts, ciktal
tas radis izpausmi Ezergailes tusas ziméjumos, bet arpus $i konteksta uzskatams par
atseviska pétijuma tému.

Pétijuma uzdevums ir ne vien ar konkrétu pieméru izlasi atklac grafikes
Ezergailes izvéléto cetrdesmit tautasdziesmu vizualajas interpretacijas ickodétas
vértibas, bet arl sniegt ieskatu makslinieces matricentriskaja pasaules uztveré, kas
izpauzas liela dala vinas veidoto grafikas darbu ar sauli ka matiskibas simbolu centra.
Ezergailes tu$as ziméjuma tehnika interpretéto tautasdziesmu krajumu pieejamiba
Latvijas Nacionalaja bibliotéka, ka ari privata kolekcija glabatas vienibas lauj izpétit
So grafikes dailrades skautni, tadéjadi papildinot vinas rado$a mantojuma kopainu.

Atslégvardi: latvie$u grafika, 20. gadsimta 70. un 80. gadi, latvie$u tautasdziesmas,
tuSas zZiméjums.

levads

Pétijuma uzdevums ir identificét vienu no batiskakajiem 20. gadsimta otraja pusé
stradajusas grafikes Dzidras Ezergailes (1926-2013) dailrades aspektiem, proti, matri-
centrisko pasaules uztveri, kas caurauz vinas maksliniecisko mantojumu. Sis skatpunkts



radis spilgtu izpausmi tiesi makslinieces veidotajas latviesu tautasdziesmu jeb dainu
vizualizacijas. Par §is vinas dailrades Skautnes izpétes impulsu kluva Latvijas Nacionalas
bibliotékas grafikas darbu kolekcija nonakusie tautasdziesmu vizualas interpretacijas
krajumi, kas sastav no se$u lidz astonu tautasdziesmu izlasém pasas autores originala
noforméjuma un izpilditi tusas zimé&juma tehnika. Lai iegtitu péc iespéjas pilnigaku
kopainu, tika izmantotas ari divas privata ipasuma glabatas tautasdziesmu izlases.

Latvie$u tautasdziesmas ir bijis neizsiksto$s pétniecibas un vizualas interpre-
tacijas avots gan akadémiskaja vidé, gan makslinieciskaja jaunradé. Nenovértéjams
pienesums latviesu tautasdziesmu izpété ir dainu pétnieces Vairas Vikes-Freibergas
monografija “Saules dainas”, kura skatita gan Saule ka Visuma iedalitaja (51 saule,
vina saule, pasaule), gan fiziska jeb konkréta saule, gan saule ka personifikacija un
dabas metafora.! Tapat ipasas uzmanibas vérts ir teologa un vésturnieka Haralda
Bieza (1909-1995) apceréjums “Seno latvieSu debesu dievu gimene” ar dainas
izdziedato Saules kultu? un Méness divéjadas dzimtes evolacijas analizi®. Savukart
no grafikiem — tautasdziesmu interpretiem izcelami Ezergailes laikabiedri Dainis
Rozkalns (1928-2018) un Zigurds Zuze (1929-2003), kas parstav 20. gadsimta otras
puses latviesu gramatu grafiku. Daina Rozkalna makslinieciski noforméto gramatu
skaita ir akadémiskais izdevums “Latvie$u tautasdziesmas”, kura 13 séjumos aptverts
viss cilveka dzives cikls.* Savukart Zigurds Zuze ir veidojis 50 patstavigas grafikas
lapas latvie$u tautasdziesmu virknei par darba tému’ — ta ir bijusi vina velte Krisjana
Barona (1835-1923) 150. jubilejas atcerei.®

Si pétijuma uzmanibas centra ir grafikes Dzidras Ezergailes izvélétas un
sakartotas tautasdziesmas ar vizualu ietérpu tusas zimé&uma tehnika autores origi-
nalnoforméjuma. Tiesi pateicoties folkloras lielajai daudzveidibai, makslinieces
dailradei ir raksturiga etnografisko atsaucu sapludinasana ar abstraktu izteiksmi.”
Apliecinajums tam ir arl vinas neatslabstosa interese par ornamentu, vizuali ietverot
taja laika dimensiju, proti, ilustréjot paejoso laiku — skatu $obrid un skatu nakotné péc
$1 briza.® Fokusa paturot sievietes makslinieces skatijumu uz tautasdziesmam, pétijuma
mérkis ir nevis identificét to ka feministisku paradibu maksla, jo par to feminisma
teoriju pétnieces Ph.D. Janas Kukaines ieskata masdienu Latvija ir jéga runat tikai
atseviskos gadijumos’, bet gan, aiznemoties minétas pétnieces formuléjumu, sava

1 Vike-Freiberga, Vaira; Freibergs, Imants (1988). Saules dainas. 2. izd. Riga: Gramata, 13. lpp.

2 Biezais, Haralds (1998). Seno latviesu debesu dievu gimene. Riga: Minerva, 187. lpp.

3 Turpat, 37. Ipp.

4 Latvie$u tautasdziesmas [1979-2024]. Makslinieks Dainis Rozkalns. Literataras, Folkloras un makslas
institats, latviesu folkloras kratuve. Riga: Zinatne.

5 Saitere, Tekla (1985). Zigurda Zuzes personalizstade. Skolotaju Avize, Nr. 35, 28.08., 8. lpp.

6 Bankovskis, Péteris (1985). Bridis makslas izstadé. Padomju Jaunatne, Nr. 163, 23.08., 4. Ipp.

7 Kencis, Toms (2024). Ethno-Graphics: Folklore and Baltic Printmaking in the Period of Late Socialism.
Folklore (Estonia), Vol 93, p. 216. Available: www.folklore.ee/folklore/vol93/kencis.pdf [26.09.2025.].

8 Peldekse, Ingrida (2023). Grafikes Dzidras Ezergailes ekslibri. Riga: LNB, 186.-187. Ipp.

9 Kukaine, Jana (2016). Dailas mates. Sieviete, kermenis, subjektivitate. Riga: Neputns, 64. lpp.
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zina kartografét So skatpunkreu ka feministiskas intereses salu jeb impulsu'®. Par tadu
intereses salu jeb impulsu uztverama Ezergailes izvéle paklaut vizualai interpretacijai
tie$i tas tautasdziesmas, kuras izpauzas sievietes pasaules uztvere.

Savukart terminu “femins”, “sieviskigs”, “sieviesu” lietojums $aja pétijuma atbilst
lidzsingjai tendencei lietot politiski mazak uzladétus jédzienus", jo Ezergaili primari
piesaistijusi latviesu tautasdziesmas ietverta dziveszina, kuras kodola ir matricentrisks,
proti, uz mati jeb sauli vérsts pasaules skatfjums. Savukart pirmmates termina lietojums
izce] sieviesu genealogiju un uzsver sieviesu radisanas spéka nozimi.'

Ezergailes tautasdziesmu izvéle liecina, ka no aug$minéta atvasinamais termins
“matiskiba” uztverams ne tikai biologiskas funkcijas limeni, ka sievietes auglibas
funkcijas godasana ta sauktajas primitivajas, agrarajas kultaras', bet gan paplasinams
lidz sarezgitai un daudzslanainai kultiiras praksei' un drizak attiecinams uz filozofisku
refleksiju.” Par to, ka makslinieces dziveszina saknojas latviesu tautasdziesmas, liecina
to cité$ana gan véstulés laikabiedriem, gan apceré par dainas ietvertajam vértibam'®.

Visi ¢etri lidz $im apzinatie un pétijuma ieklautie Ezergailes veidotie krajumi
tapusi laikposma no 1983. gada lidz 1989. gadam. Tiem raksturiga liela saturiska
dazadiba no tautasdziesmu izvéles viedokla, tac¢u tos vieno kopsaucéjs — tas visas
savulaik ir sievietes sacerétas un izdziedatas pirmaja persona.

Pétijums strukturali iedalits tris dalas: pirma ir veltita latviesu tautasdziesmu
femina aspekta ieskicé$anai un 20. gadsimta 70.—80. gados vérojama folklorisma
uzplaukuma raksturojumam; otraja dala uzmanibas centra ir ieskats sievietes maksli-
nieces Dzidras Ezergailes savpatiba Latvijas makslas kopaina, izcelot vinas rado$ajam
rokrakstam raksturigo saules tému; tresaja dala ir ieklauti sesi latviesu tautasdziesmu
vizualas interpretacijas pieméri Ezergailes izpildijuma.

Savpatibas mekléjumi latviesu tautasdziesmas
Piesakot grafikes Dzidras Ezergailes tusas ziméjuma tehnika darinatas tautasdziesmu

jeb dainu vizualas interpretacijas, prieksplana izvirzas jautajums, kapéc Sodien batu
jaaktualizé to saturiskas vértibas un pasaules skatijums no matricentriska skatpunkrta.

10 Kukaine, Jana (2024). Viscerala estétika: afekti un feministiskd maksla postsocialisma. Riga: LU Literataras,
folkloras un makslas institats, Rigas Stradina universitate, 210. Ipp.

I Turpat.

12 Kukaine, Jana (2024). Viscerala estétika: afekti un feministiska maksla postsocialisma, 32. lpp.

13 Kukaine, Jana (2016). Dailas mates. Sieviete, kermenis, subjektivitate, 28. Ipp.

14 Turpat, 25. Ipp.

15 Turpat, 28. Ipp.

16 Peldekse, Ingrida (2023). Poétiskas pasaules atspulgi makslinieces Dzidras Ezergailes grafika. No:
Dreimane, Jana; Mintaurs, Martins$ (atb. red.). Latvijas Nacionalas bibliotékas Zinatniskie raksti, 11. (XXXI) séj.:
Latviesu kultara rokrakstos un laikrakstos. Riga: Latvijas Nacionala bibliotéka, 346.-347. lpp.
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Konstatéjot “tagadnisma dominanci muasdienu kultara™, folkloras pétniece Janina
Kursite secinajusi, ka masdienas pastav tendence ilglaicigas un islaicigas vértibas
sapludinat viena kopéja lauka.” Ilglaicigo vértibu mekléjumos tiesi masdienas,
21. gadsimta otra desmitgade, ir piemérots laiks 20. gadsimta 70.—80. gadu makslas
stravojumu apzinasanai, jo pusgadsimts Jauj kontekstualizét atseviskas pagajuso laiku
norises un tendences plasaku makslas procesu ainava.

Latvie$iem tautasdziesmas aktualizéjas vértibu parskatiSanas brizos; nesena
vésturé ta tas notika 20. gadsimta 60. gados, kuriem bija raksturigs 50. gadu otraja
pusé uzsaktais liberalizacijas kurss, kas Padomju Socialistisko Republiku Savienibas
(PSRS) vaditaja Nikitas Hru$¢ova (amata 1953-1964) laika dévéts par atkusni. Tas
bija laiks, kuru makslas kritikis Janis Borgs raksturojis ka spriedzes zonu, pretrunu
un estétiska konflikta uzkrajumu, kas 60. gados deva energiju relativam kultaras
apvérsumam.” Savas identitates apzinasanas un stiprinasana notika, pievérSoties
folklorai, jo, Borga ieskata, latviesu etnografijas télainiba pauz attistitu intelektualo
potencialu, kas paradas racionalas, abstrahétas un universalas formas.?! Tas bija ari
laiks, kas lika aizdomaties, kadeé] folklora tiesi 60.—80. gados milziga parsvara tika
apdziedata un cildinata mate (pretstata tévam) un bija spécigi iesaknojies Mates
kults?, ka to akcentéjusi folkloriste Maija Ligere.

20. gadsimta 80. gadu otraja pusé PSRS vaditaja Mihaila Gorbac¢ova (amata
1985-1991) saktais “atklatibas un parbaves laiks” rezultéjas ar PSRS izir$anu 1991. gada,
un Latvija atguva neatkaribu. Radikali mijoties vésturiskas attistibas posmiem, no
jauna uzplaukusi interese par folkloru kartéjo reizi apliecinaja tas aktualitati. Sis péti-
jums, kura uzmanibas centra ir grafikes Dzidras Ezergailes piedavatais tautasdziesmu
vizualais ietérps, sava zina paver iesp&ju parbaudit, vai masdienu globalizétaja pasaulé
ir vérojama novirziSanas no nacionalas savpatibas vektora. Turklat makslinieces
pievérSanas tautasdziesmu interpretacijai 20. gadsimta 80. gados atsedz lidz $im maz
zinamu vinas radosas darbibas $kautni.

17 Seitun turpmak raksta autores izcélums, ja nav noradits citadi.

18 Kursite Janina (2024). Sakralitates jeb svétuma uztvere masdienas. No: Kursite, Janina. Kamolkoks.
Apcere par celiem uz latviskumu. Riga: LU Akadémiskais apgads, 24. Ipp.

19 Turpat, 25. Ipp.

20 Borgs, Janis (2016). Lizuma anatomija. No: Krastina, Sandra (sast.). Uz lielas dzives trases: 20. gadsimta
60. gadu grafiska valoda Latvija. [Rigal: Raktuve, 20. Ipp.

21 Borgs, Janis (1988). Pretspéku sprieguma diedzéta maksla. leskats avangardisma attistiba Latvija. No:
Riga: Lettische Avantgarde = LatvieSu avangards: [katalogs]. Neue Gesellschaft fur bildende Kunst (Hrsg.);
Indulis Bilzens, Maruta Schmidt, Barbara Straka (red.). Berlin: Elefanten Press, 76. Ipp.

22 Ligere, Maija (1983). Cela Gajéjs divu poétisko sistému saskarsmes zona. No: Cakl3, Inta (sast.).
Promatnakt, Surpaiziet. Raksti par Imantu Ziedoni. Riga: Liesma, 90. lpp.
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Folklorisma uzplaukums un feminais
skatpunkts tautasdziesmas

Tautasdziesmu interpretacija piesaistijusi daudzu makslas veidu parstavjus; it ipasi
tas attiecinams uz 20. gadsimta 70.—80. gadiem. So laika nogriezni nereti dévé par
folklorisma uzplaukuma periodu. Padomju varas gados 20. gadsimta otraja puseé tiesi
pievérsanas folklorai nostiprinaja saikni ar savu valodu un kultaru; $adu redzéjumu
apstiprina ari indie$u izcelsmes folkloras pétnieces Sadnas Naitani (Sadhana Naithani)
vérojumi. Pétot Baltijas valstu folkloru, vina nonakusi pie atzinas, ka folklora tolaik
kluva par zemudens straumi, kas virspusé plada rami un diendiena tika uzturéta,
neizaicinot un nekritizéjot pastavoso varu.” Tautasdziesmas ietverto pasaules uztveri
pauda Latvijas vidéjas paaudzes makslinieki, kas pieteica sevi makslas ainava 50. gadu
otraja pusé, biezi izmantojot makslas téla visparinajumu un tadéjadi panakot témas
alegorisku un simbolisku skanéjumu. Viena no viniem bija Dzidra Ezergaile.

Folkloras pétnieces Janinas Kursites uz latviesu literattiru attiecinatais iedalijums
periodos zinama méra atspogulo arl procesus vizualaja maksla: 1) 19. gadsimta vidus
un otras puses tautiskais romantisms; 2) 20. gadsimta sakums ar tam raksturigajam
neomitisma tendencém; 3) 20. gadsimta 20. un it Ipasi 30. gadi ar nacionalas mitikas
uzplidu vilni; 4) 20. gadsimta 70.—80. gadu folklorisms.*

Femina skatpunkta mekléjumos tautasdziesmas izcelamas tris komponentes:
dainu sacerétajas un dziedatajas galvenokart bija sievietes; matricentrisms tautasdziesmas
manifestéjas saules téla; latviesu valodas aspekts — metaforiskais izteiksmes veids un
dalijums dzimtés.

Plasie pétijumi par dainam liek secinat, ka to sacerétajas un dziedatajas
galvenokart bijusas sievietes, tapéc tautasdziesmas ir noderigs avots feminas pasaules
uztveres mekléjumos. Tulkotajas Silvijas Brices pétijuma® pieminéti vacu macitaja
no Igaunijas Augusta Vilhelma Hupela (August Wilhelm Hupel, 1737-1819) novéro-
jumi, kurs sava zinamakaja darba “Topografiskas zinas par Vidzemi un Igauniju”
1777. gada par Vidzemi un Igauniju rakstija: “Krietnu dalu savas liksmes vini ieliek
dziesmas un muzika. Dziedasana gan ir sievie$u nodarbosanas [..]” No minéta
Brices pétijuma rezuméjams, ka kops 18. gadsimta otras puses folkloras pétnieki, kas
intereséjusies par latviesu tautasdziesmam, ir secinajusi, ka tas pauz tautas domasanas
veidu, tautas patieso valodu.

23 Naithani, Sadhana (2019). Folklore in Baltic History: Resistance and Resurgence. Jackson: University Press
of Mississippi, p. 41.

24 Kursite, Janina (1999). Mitiskais folklora, literatara, maksla. Riga: Zinatne, 72. Ipp.

25 Brice, Silvija (1985). “Dziesma plust tiem no mutes ka ciruliem..."”. No: Varaviksne. 1985: Literara mantojuma
gadagramata. Riga: Liesma, 23.-56. Ipp.

26 Hupel, August Wilhelm (1774-1782). Topographische Nachrichten von Lief- und Ehstland [Liv- und Estland].
3 Béande. Riga: Johann Friedrich Hartknoch.

27 Brice, Silvija (1985). “Dziesma plast tiem no mutes ka ciruliem...”, 29. lpp.
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Savukart Saules kults, kas izteikti saglabajies tautasdziesmas, ir saistits ar
Latvijas geografisko novietojumu. Kursite ir akcentéjusi, ka bronzas laikmeta Saules
kults, jo seviski Ziemeleiropa, tai skaita Latvijas teritorija, kur saules fiziskajam
siltumam ir liela nozime, kluva vél izteiktaks.”® Matricentrisko pasaules uzskatu
apstiprina piemérs ar sauli: liela vairuma pasaules tautu mitologiju Saule ir pirmtévs,
bet Méness — pirmmate” jeb parstav femino iedabu, kas ietver gan gaismu, gan
tumsu, ka to akcentéjusi lietuviesu izcelsmes amerikanu arheologe, etnografe un
antropologe Marija Gimbutiene (Marija Gimbutiené, Marija Gimbutas, 1921-1994).%°
Si saules femina aspekta nozime latvie$u tautasdziesmas Kursites skaidrojuma skan
sadi: “Patricentriskaja sabiedriba, iekarojot jaunas teritorijas, indoeiropiesiem radas
nepieciesamiba aktivo dievisko sakotni — Sauli — saistit ar virisko, kareivigo, ka dél
virknei tautu Saule ari kluva par viriesu kartas dievibu. Latviesiem Saule palika un
joprojam tiek saukta par Saules mati, vél biezak deminutiva forma “Saulit, mana
mamulina””?!

Latvie$u valodas metaforiskais izteiksmes veids manifestéjas majiena poétika,
ka tas izskan literatarzinatnieces Andas Kubulinas vérojuma.’” Ta ka metafora ir
viens no izplatitakajiem nozimes parmainu tipiem?®, secinams, ka cilvéka domasana
pamatos ir metaforiska.** Ezergailes tautasdziesmu izlasés galvena vieta ieradita saulei,
akai un nereti arl abelei. Lidzas saules metaforai, kas ir viens no centralajiem téliem
miakslinieces tautasdziesmu vizualizaciju kompozicijas, nolasaima ari konceptuala
metafora “labais — augSup” ar abeli kalna gala; $o kognitivas lingvistikas®® konceptualas
metaforas ideju dainu pétnieciba ir izmantojusi, pieméram, Laila Vacere®.

Ja metaforiska domasana raksturiga masdienam, tad vél viens tautasdziesmu
t€lu sistému ietekméjoss faktors, kas pakartots latviesu valodai, ir talas senatnes lieciba,
proti, prick§metu dalijums sievie$u un viriesu dzimté. No leksiski semantiska viedokla
tas attiecinams uz talu pagatni, kad lietu nosaukumi klasificéti atbilstosi citiem,
no musdienam acSkirigiem priek$statiem par apkartéjo pasauli un dzimtes formas
atspogulojas seno cilvéku domasana un pasaules uztvere.” Tadéjadi daudzas lietas un
paradibas tika personificétas, un dainas liecina, ka tam tika piedévétas dzivu batnu

28  Kursite, Janina (2018). Dainu kodekss. Riga: Rundas, 444. Ipp.

29  Turpat.

30 Gimbutas, Marija (1996). The Goddesses and Gods of Old Europe. Berkeley; Los Angeles: University of
California Press, 152. Ipp.

31 Kursite, Janina (2018). Dainu kodekss, 445. Ipp.

32 Kubulina, Anda (1990). Astride lvaska. Gramata, Nr. 11, 67. Ipp.

33 Trumpa, Anta (2010). Adjektivu semantiska diferenciacija latviesu un lietuviesu valoda. Riga: LU Latvie$u
valodas institats, 236. lpp.

34  Turpat.

35 Stockwell, Peter (2002). Cognitive Poetics: An Introduction. London; New York: Routledge, p. 109.

36  Vacere, Laila (2012). Kognitiva poétika latviesu dainas par abeli: no formulas uz zimi. Promocijas darbs.
Zin. vad. Sigma Ankrava. Riga: Latvijas Universitate.

37  Latviesu valodas gramatika (2013). Riga: LU Latvie$u valodas institats, 328. Ipp.

297



298

INGRIDA PELDEKSE

ipasibas.’® Viens no raksturigiem piemériem ir koku dalijums dzimtés. Attieciba uz
latvie$u tautasdziesmas pieminétajiem kokiem — kopskaita apméram 30 — valodniece
Velta Rike-Dravina (1917-2003) secinajusi, ka latviesu, tapat ka lietuviesu, dzejas
iztéli raksturo ciesa saskana starp koka varda gramatisko dzimti un atbilstoso viriesu
vai sieviesu dzimumu.*” Latvie$u tautasdziesmas pieminéta “ieva” ir jauna meitene,
bet “abele” ir mates téls. Nereti abele baltos ziedos uzskatama par sirmas mamulas
personifikaciju.®’ Velta Rike-Dravina ir akcentéjusi, ka pie latvieSu tautasdziesmu
ipatnibam pieder uztvere, ka abele ir Mates koks, — uz to norada tas asocié$ana ar
mati, auglibu un dzimtu, ko simbolizé ziediem vai aboliem pilnie zari.' Laila Vacere
ir akcentéjusi, ka abeles-sievietes téls ir emocionali tik spécigs, ka sieviete var pat
nebut pieminéta — ziedosa abele simboliski aizstaj vinas télu.*?

Grafike Dzidra Ezergaile starp

aizmirsanu un atcerésanos

Otrs no témas pieteikuma izrieto$s jautajums ir saistits ar Ezergailes radoso darbibu.
20. gadsimta 70. gadu makslas procesu izpéte lauj identificét iespaidu, kadu tautasdzies-
mas atstajusas uz grafikes dailradi kopuma un konkréti uz vinas tusas ziméjumiem.
Lidz ar pievérsanos dainu vizualizacijai tiesi no sievietes skatpunkta maksliniece sava
radosaja izpausmé iebilst konservativajam uzskatam, ka labai makslai “nav dzimuma”
un sievi$ka lomas akcentésana vai atsauksanas uz dzimumu batu zemak vértéjama,
traucéjosa vai nevélama.” Makslinieces feminais pasaules redzéjums, kas manifestéjas
tautasdziesmu atlasé, saauzas ari ar vinas tému izvélém grafika.

Ezergailes radosais pacélums saistas tiesi ar 70. un 80. gadiem, kad bija izveido-
jies vinas grafiskais rokraksts. Tomeér vina, tapat ka daudzi citi ta laika makslinieki,
intervijas un publikacijas nereti palikusi nepieminéta*, rodot vietu ietilpigaja vardu
salikuma “un citi”...”

Ezergailei veltitajas publikacijas fiksétais korelé ar izstadés aizvien aktualizéto un
labi saskan ar Kursites pieminéto sakamvardu, ka akmens, daudz ritinats, léti (=viegli)

38  Latvie$u valodas gramatika (2013). Riga: LU Latvie3u valodas institats, 328. lpp.

39 Ruke-Dravina, Velta (1986). Cilvéks un daba latviesu tautasdziesmas. Stokholma: Artilett, 125. Ipp.

40  Turpat.

41 Turpat, 137. Ipp.

42 Vacere, Laila (2012). Kognitiva poétika latviesu dainas par abeli: no formulas uz zimi, 101. Ipp.

43 Kukaine, Jana (2016). Dailas mates. Sieviete, kermenis, subjektivitate, 48. Ipp.

44 Bute, Harijs (1969). Krasu un dailes avotam - 50. Cina, Nr. 104, 06.05., 4. lpp.

45 Reihmane, Laima (1982). Realistiska tradiciju dzivotspéjas apliecinajums. Literatdara un Maksla, Nr. 1, 01.01.,
10. Ipp.



TAUTASDZIESMU VIZUALA INTERPRETACIJA GRAFIKES DZIDRAS EZERGAILES TUSAS ZIMEJUMOS [..]

neapsiinos, jo “iemieso nepartraukto celu starp aizmir$anu un atceréSanos™°.
No makslinieces stajdarbiem stadiju starp aizmir$anu un atcerésanos spilgti raksturo
par vinas radosas darbibas virsotni uzskatama t. s. aku sérija desmit variacijas ar
nosaukumu “Folkloras motivs. Akas” (1970-1971, cinkografija, 650 x 500 mm), kas
pirmo reizi eksponéta izstadé 1971. gada.”

Par atcerésanos liecina Ezergailes darbu izstadisana 2007. gada un 2019. gada.
Viens no minétas aku sérijas darbiem — “Folkloras motivs. [Akas]” — bija ieklauts
Tallinas 14. grafikas triennales izstadé ar nosaukumu “Politiskais/poétiskais™®.
Triennales mérkis bija noskaidrot, vai makslas poétiskais un politiskais aspekts ir
savstarpéji izslédzosi jédzieni. Baltijas dalibnieku kuratoru, zviedru makslas zinatnieku
Andersu Krégeru (Anders Kreuger) bija piesaistijusi §1 Ezergailes poétiska pasizpausme
70. gados. Izstades kataloga, aplukojot vienu no makslinieces darbiem, secinats, ka
“folkloras” stils Baltijas grafika kops 19. gadsimta ir balstits geometriska vienkar-
so$ana, galvenokart sastopams kokdzelumos un “spilgtam redzes ilazijam bagatako
un konsekventako interpretaciju (most delirious and consistent interpretation) tas radis
Ezergailes plasaja un nepieradinataja dailrade”.” Kops 1970. gada saules simtkartiga
staru tiklojuma ieskautas akas motivs ir k]uvis par savdabigu makslinieces grafiska
rokraksta atpaziSanas zimi.

Péc vairak neka desmit gadiem viens no aku sérijas darbiem nonaca ari Latvijas
Laikmetigas makslas centra (LLMC) redzesloka un 2019./2020. gada mija tika
eksponéts izstadé “Nenorunatas tikSanas” Latvijas Nacionala makslas muzeja izstazu
zalé “Arsenals”. Taja bija icklauti tris Ezergailes darbi, viens no tiem — “Folkloras
motivs. [Akas]™, kas atrodas Latvijas Makslinieku savienibas kolekcija. Ieziméjot
“véstures sastrégumpunktu”™', izstades kataloga ievadteksta skatitajs tiek vedinats
“doties zona, kura pagatnes nospiedumi saskaras ar masdienam, gan atsedzot virkni
lidzibu un likumsakaribu, gan ieziméjot atskirigus diskursus un sistémas, kuru ietvaros
funkcioné musu sabiedriba, un veidus, ka taja tiek iztélotas iespéjamas nakotnes,”
tadéjadi aktualizéjot Ezergailes skatijumu uz folkloru.

Makslinieces darbi ir parstavéti vairakas Latvijas publiskas atminas institaci-
jas — gan Latvijas Nacionalaja makslas muzeja, gan Latvijas Makslinieku savienibas

46  Kursite, Janina (2024). Vilhelms Purvitis un hernhatiesi. No: Kursite, Janina. Kamolkoks. Apcere par cefiem
uz latviskumu, 283. lpp.

47  Drzidras Ezergailes grafika, Artara Kirsfelda plakati: darbu izstade Riga 1971. g.: [katalogs] (1971). Zigurda
Zuzes ievads. Riga: [Makslas darbinieku nams], 2. lpp.

48  Tallinna XIV Graafikatriennaal Poliitiline/Poeetiline = 14th Tallinn Print Triennial Political/Poetical.

[Toim. Eva Naripea] [2007]. Tallinn: Tallinna Graafikatriennaal.

49  Turpat, 168. lpp.

50  Nenorunatas tiksanas = Unexpected Encounters: izstades katalogs [2019]. Kuratores un tekstu autores:
Solvita Krese, Inga Lace, Andra Silapétere; sast. Evelina Andzane. [Riga]: Latvijas Laikmetigas makslas
centrs, 50. Ipp.

51 Turpat, 4. vaks.

52 Turpat, 5. lpp.
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kolekcija, gan ari Aluksnes novada muzeja. Ezergaile darijusi visu iespéjamo, lai
netiktu aizmirsta, — laika, kad makslas zinatnieks Maris Brancis stradaja Latvijas
Nacionala arhiva Latvijas Valsts arhiva, pati maksliniece nodeva glabasana lielu dalu
sava rado$a mantojuma (daléji fotokopéta veida) vinai ipasi izveidotaja fonda Nr. 2697,
kada no véstulém kodoligi izsakot savu vélmi domubiedrei grafikei Ainai Karlsonei
(1935-2012): “Gribas aiz sevis atstat padarita darba vagu.”® Nenosakami liela dala
Ezergailes darbu atrodas privatos arhivos, savukart dala nonakusi bibliotéku krajumos;
pieméram, jau pieminétais desmit grafikas lapu komplekts “Folkloras motivs. Akas”,
ko maksliniece ka cienas apliecinajumu bija davinajusi savam ilggadéjam véstulu
draugam Dr. Janim Liepinam (1930-2022), atrodas Latvijas Universitates bibliotékas
Misipa bibliotéka Jana Liepina fonda.>

Savukart $i pétijuma uzmanibas centra eso$ie Ezergailes tusas zimé&umi —
tautasdziesmu grafiskas interpretacijas — atrodas Latvijas Nacionalas bibliotékas
Makslas krajuma un Latvijas Nacionalas bibliotékas Reto gramatu un rokrakstu
krajuma Valda Villerusa fonda. Saja pétijuma ieklauti ari divi makslinieces dailrades
izpétei butiski Ezergailes darinati tautasdziesmu krajumi, kas atrodas grafika un
kolekcionara Andreja Mara Eizana privataja arhiva.

Tautasdziesmas Dzidras Ezergailes interpretacija

Folkloras téma grafiki ir piesaistijusi visas rado$as darbibas laika, un jau noradits, ka $i
interese visspilgtako izpausmi radusi pieminétaja aku sérija. Ari vélak ir tapusi vairaki
stajdarbi ar visparigu nosaukumu “Folkloras motivs”. Atgriesanos pie $is maksliniecei
no viena mirkla motiva izaug variantu varianti.”> Savukart tautasdziesmu un vizualas
mikslas pétnieks Toms Kencis secinajis, ka, maksliniekiem interpretéjot un parnesot
tradicionalas folkloras elementus savos darbos, folkloras materials paver ipasas iespéjas
identitates veido$anai un raditais iegtst ipasu kultiiras un garigo nozimi.*
lespéjams, ka Ezergailes pievérsanas latviesu tautasdziesmu vizualizé$anai
20. gadsimta 80. gados saistama ar vienu no vinas gruzdosajiem maza sapniem —
gramatu ilustrésanu.” Kada no esejam maksliniece atceras: “Sis [grimatu ilustrésanas —
I P] prieks zigli aiztecéja garam. [..] Man bija nolemts plakata cel$.”® Tik tiesam,

53 Ezergaile, Dzidra (2007). Véstule Ainai [Karlsonei] 18. decembri. Raksta autores privatais arhivs.

54 Ezergaile, Dzidra [1971]. Folkloras motivs. Akas. LU AB MR J. Liepina f., 271, 1.

55  Drzidras Ezergailes grafika, Artara Kirsfelda plakati (1970), 2. Ipp.

56  Kencis, Toms (2024). Ethno-Graphics: Folklore and Baltic Printmaking in the Period of Late Socialism,
214. lpp. Available: www.folklore.ee/folklore/vol93/kencis.pdf[ 26.09.2025.].

57  Kaprane, Dace (2008). Grafike Dzidra Ezergaile. Magistra darbs. Zin. vad. Laima Reihmane. Riga: Latvijas
Makslas akadémija, 155. lpp.

58  Ezergaile, Dzidra (1991). Gramatzime mana dzives gajuma. Eseja. Rokraksts. Sniedzés, 15. aprili.
Andra Mara Eizana personigais arhivs.
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studijas Valsts Makslas akadémijas Grafikas nodala tika pabeigtas plakata specialitate,
1956. gada aizstavot pasniedzéja Pavela Lubomudrova (1916-1984) vadito diplomdarbu.
Vizualas valodas koncentréta izteiksme vedinaja visa maza garuma uzticigi nodoties
ari ekslibru jeb gramatzimju darinasanai vairakos tuksto$os vienibu. Tie sava zina
uzskatami par rokas un prata vingrinajumiem, par Ezergailes idejiskas pasaules un
simboliskas valodas izpausmi grafiska forma, ar grafiskiem lidzekliem®, jo plakatu un
ckslibru darina$ana nepieciesamas tie$i lakoniskas izteiksmes prasmes®. Tas pats
attiecinams uz tautasdziesmam — to lakonisms izpauzas valodas lietojuma. Minéto
ir uzsvérusi valodniece Velta Rake-Dravina: “[..] ¢etras isas rindinas jasaspiez vesels
situacijas un darbibas apraksts. Tadeé] nereti tur triakst pat verba, kas precizétu attiecigo
kustibu [..]”*" No visa bagatiga folkloras klasta — tostarp pasakim, sakamvardiem,
miklam — Ezergaile izvéléjas tiesi tautasdziesmas. To muzikalitate un ritms vistiesak
atbilst vinas izkoptajam vizualas izteiksmes veidam; ne velti makslas zinatnieks Janis
Kaksis (1926-2002) So grafiki nodévéjis par ritmu meistari.*® Tiesi tautasdziesmu
Cetrrindes paredz noteiktu ritmu, kas iet kopsoli ar Ezergailes grafiska rokraksta
stingro vizualo izteiksmi.

Tautasdziesmas Dzidras Ezergailes grafiskaja devuma

Pétijuma ieklautie un lidz $im zinamie krajumi tapusi laikposma no 1983. lidz
1989. gadam. Tie ir savstarpéji atskirigi, jo parstav dazadas tematiskas grupas:
1983. gada darinatais krajums “Astonas latviesu tautasdziesmas Dzidras Ezergailes
grafiska devuma” un 1985. gada tapusi astonu tusas ziméjumu kopa “Kr[i$jana] Barona
100-gades atcerei™ veltiti gan darba tikuma, gan laika pliduma témai, ari sievietes
muza konteksta. 1986. gada fotoalbuma noformétais 18 tautasdziesmu krajums
“Tautas dziesmas Dzidras Ezergailes grafiska devuma” tematiski piedava lielaku
daudzveidibu, taja apdziedati tautumeitas, ari barenites tikumi. Savukart 1989. gada
tapusais krajums “Veltijums Zigurdam Zuzem” ar seSiem tusas ziméumiem parstav
saules un méness tému ar aku, dzivibas avotu, centra. Pétjjuma ieklauta ari arpus Siem
krajumiem atrasta tautasdziesmas vizualizacija, kas ir at$kiriga no citam, — §i éetrrinde
ir integréta stajdarba “Dzilu noslépums”, kura datéjums nav zinams; jaukta tehnika
izpilditais darbs noforméts ka apsveikums varda diena. Detalizétakai analizei paklauto
seSu tautasdziesmu pieméri parstav katru no minétajiem krajumiem. No saturiska

59  Peldekse, Ingrida (2023). Grafikes Dzidras Ezergailes ekslibri. Riga: Latvijas Nacionala bibliotéka, 213. Ipp.
60  Gurting, Indulis (1983). Kas ir ekslibris? Padomju Druva (Césis), Nr. 129, 20.10., 3. Ipp.
61 Ruke-Dravina, Velta (1986). Cilvéks un daba latviesu tautasdziesmas, 80. lpp.
62 Kaksis, J[anis] (1969). Ritmu meistare. Literatdra un Méaksla, Nr. 8, 22.02., 4. lpp.
63 Maksliniece ziméjumu kopas nosaukuma k|adijusies: 1985. gada tika atziméta Krisjana Barona
150. jubilejas atcere.
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viedokla visas izvélétajas tautasdziesmu interpretacijas uzmanibas centra ir sievietes
milza apcere.

Visi aplikotie krajumi, iznemot vienu, kura ieklauto grafikas darbu tehnika
nav nosakama, jo tie pieejami tikai fotokopiju veida, ir darinati tusas ziméjuma
tehnika. Prasmes taja Ezergaile attistijusi visa sava ilga rado$a muza laika, ne velti
grafike zem sava portretfoto savulaik parakstijusies: “Dzidra Ezergaile; kurai patika
zimét ar tusu.”** So interesi rosinija macibas Rigas Valsts komercskola,” kur izglitibas
programma bija ieklauta ari glitrakstisana, kaligrafija un stenografija.

Par Ezergailes cieSo saikni ar tautasdziesmu liecina arl makslinieces 90 gadu
jubilejas atcerei veltita izstade Daugavpils Marka Rotko centra 2015./2016. gada mija
ar nosaukumu “Saules dziesma”. Sis izstades recenzijas virsraksta makslas zinatniece
Eva Rot¢enkova likusi tautasdziesmas pirmo rindu “Saulit tecgj’ tecédama...”.%
Minétaja atskata uz Ezergailes rado$o miizu ir izcelta vinas milestiba pret folkloru.
Rotéenkova uzsvérusi, ka etniskie motivi grafikes kompozicijas ritmiski un stabili
kartojas ka tautasdziesmu Cetrrindes.” Domingjosais Ezergailes vizualas izteiksmes
téls ir saule ka Mate, ka Visuma centrs — visu dabas ritmu noteicéja, un tas jo spilgti
izpauzas ari vinas tautasdziesmu interpretacijas.®®

Latviesu tautasdziesmu vizualas interpretacijas
pieméri Dzidras Ezergailes darbos

[Astonas latviesu tautasdziesmas Dzidras Ezergailes
grafiska devuma]. Riga: [Autores izdevums], 1983. 17 Ipp.
LNB RXA 408, 573 [Dzidra Ezergaile: “Lidzigs variants
[krajums — 7. P.] tika ziméts kursa biedram Vasilijam Selkovam
[1923-2013] 60 gadu jubileja 1983. g.”]

Kas to teica, kas redzéja, / Ka saulite meita bija? /
Menestins, tas redzéja, / Tas nonéma vainadzinu. (1. att.)

64  Ezergaile, Dzidra. Portretfoto ar parakstu. Latvijas Nacionala arhiva Latvijas Valsts arhivs (LVA), 1839. 1.,
1.vapr, 249.1., 21. Ip.

65  Ezergaile, Dzidra (1975). Autobiografija. 4. janv. LVA, 1839.1, 1.v apr., 412.1., 16. Ip.

66  Rotéenkova, Eva (2016). "Saulit tecéj’ tecédama...”. Studija, Nr. 106, 49.-50. lpp.

67  Turpat, 50. Ipp.

68  Saule ka Visuma centrs, kas Dzidras Ezergailes grafika ienem ipasu simbolisku lomu, tika izcelta ari vinai
veltitaja izstadé "Dzidra Ezergaile. Kosmoss un ekslibri”. Izstade Tstenota valsts pétijumu programmas
projekta “Latvijas kultras ekosistéma ka resurss valsts izturétspé&jai un ilgtspé&jai” / CERS un atklata
Latvijas Nacionalaja bibliotéka 2025. gada 30. oktobri. Pieejams: https://Inb.gov.Iv/izstade-dzidra-
ezergaile-kosmoss-un-ekslibri/ [02.12.2025].
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1. attéls. Dzidra Ezergaile. "Kas to teica, kas redzéja...". 1983.
Papirs, tusa. Originals. 155 x 120 mm. LNB RXA 408, 573
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Vizualiem lidzekliem interpretéjot So tautasdziesmu, Ezergaile balstijusies
izpratné par mitisko pasauli, kura dominé divu sakotnu — viri$kas un sievis-
kas — lidzaspastavésana, kas akcentéta ari dzejnieces Maras Zalites pétijuma par
tautasdziesmam.®’ Savukart Janina Kursite secinajusi, ka latviesu folklora, atskiriba
no daudzam citam, “Méness iemieso ne sievisko, bet gan virisko spéku, kas varétu
but relikts no matricentrisma laikiem””. Méness tautasdziesmas darbojas ne tikai
triadé ar Maru, bet ari divsavieniba ar Sauli, abiem secigi mijoties’!, tadéjadi Saule
un Méness veido debesu pari’.

Ezergailes skatijuma $o tautasdziesmu visizteiksmigak izpauz figurala kompo-
zicija ar sievieti un virieti, kas, rokas sadevusies, katrs parstav savu Visuma spéku:
sieviete — Sauli, virietis — Ménesi. Tapat ka savijas saules un méness stari, ari sievietes
un virie$a énas saplast, aiznemot kompozicijas prieksplanu. Sis tusas ziméjums,
atskiriba no citam kompozicijam, ir tirs no liekas detalizacijas, taja visa uzmaniba
vérsta uz debess spideklu gaismu, kura cilvékbitnes ka starpnieki énu laukumos
kapina to starojumu.

Ezergaile, Dzidra. Kr[i$jana] Barona 100-gades atcerei. “Sniedzés”,
1985. 8 Ipp. Papirs, tusa. Originals. Andreja Mara Eizana privatais arhivs

Si astonu latvie$u rautasdziesmu izlase veltita Krigjana Barona 150 gadu jubilejas
(autore nosaukuma kladaini noradijusi simtgadi) atcerei un tapusi majas ar nosaukumu
“Sniedzes” Alaksnes rajona Alsviku pagasta, kur grafike kops 1976. gada vadijusi
vasaras.”® Visos $1 krajuma tusas ziméjumos dominé statiskas figuralas kompozicijas
ar tautumeitas télu, kuras véstits par tas tikumiem — dailumu un ¢aklumu.

Rita rasa prot sauliti, / Spid kai zelta gabalins, /
174 spidéja tavs darbins | Misu Laimes viduci. (2. att.)

Tautasdziesmas vizualai interpretacijai izmantota figurala kompozicija, kuras
centra ir saules apspidéta aka ar spaini un meitu tautastérpa, radot parlaicigu noskanu.
Saja tugas ziméjuma izmantots viens no grafikes iemilotakajiem kompozicijas telpiska
risindjuma veidiem, kuram ir daudz pieméru ekslibros.”* Priek3plana ir detalam

69  Zalite, Mara (1985). Pilna Mara istabina jeb tautasdziesmu Maras mekléjumos. No: Varaviksne. 1985:
Literara mantojuma gadagramata. Riga: Liesma, 125. lpp.

70  Kursite, Janina (2018). Dainu kodekss, 321. Ipp.

71 Turpat, 323. Ipp.

72 Turpat.

73 Dzene, Marite (2004). Rosinam pieskirt grafikei maza stipendiju. Aldksnes Zipas. Nr. 3, 08.01., 1., 4. Ipp.

74 Peldekse, Ingrida (2023). Grafikes Dzidras Ezergailes ekslibri, 161. Ipp.
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parpilna plakne; ar ritmiskam linijam ta simboliski norada uz ikdienas dzives detalam,
bet svarigako grafike vedina aplakot telpas dziluma, kas ir baltas gaismas jeb baltas
matérijas ieskauts. Saja tusas zimé&juma saule un adens, tapat ka tautumeita, simbolizé
dzivibas avotu. Dzejniece Mara Zalite pétijuma par latvie$u dainam nonakusi pie
secinajuma, ka zemes un tdens kopigas “sieviskas” ipasibas dazadu tautu mitologijas
lauj abus elementus personificét viena téla. Konkrétaja gadijuma — adens, tapat ka
zeme, ir Maras elements.”

Tautas dziesmas Dzidras Ezergailes grafiska devuma. Riga, 1986.
Fotokopijas [18 latviesu tautasdziesmas], lappuses nav numurétas.
Andreja Mara Eizana privatais arhivs

Saja tautasdziesmu krajuma ir ieklauti vairaki stajdarbi ar atseviskiem nosauku-
miem un attiecigi pieskanotu tautasdziesmu, ka ari tusas ziméjumi ar tautasdziesmu.
Krajumu raksturo gan satura, gan formas zina zinama nosacitiba. Nav izsecinams,
vai tautasdziesma kalpojusi par iedvesmas avotu stajdarbam vai otradi. Tas pats
attiecinams uz formas nosacitibu, jo fotografijas nelauj noteikt nedz stajdarbu izméru,
nedz tehniku.

Divas rokas, divas kdjas, / Tie bij’ mani godataji; /
Kad tie abi pickusis, / Neviens mani negodads. (3. att.)

Viena no tusas ziméjumiem ar nosaukumu “Udensneséja” atspogulojas svarigs
darbs lauku séta. Sim stajdarbam Ezergaile izvéléjusies témai veltitu tautasdziesmu ar
spilgti izteiktu personifikaciju: rokas un kajas goda pasu tautumeitu par paveiktiem
darbiem. Sis tautasdziesmas vizualizacija sievietes matiska loma iecelta filozofiska
kategorija, jo par otru kompozicionalo centru ir uzskatama aka, kas ar veldzi gada
par dzivibas uzturé$anu. Uz kompozicijas centru vérstais liniju ritms akcenté aku
kalnina, kura, tapat ka abele tautasdziesmas, médz bt telpiski novietota augstak,
tadéjadi iegustot sava veida sakralu nozimi.”® Akas grodi pakalna ir ieskauti vairaku
saulu ieloka — tos apspid gan austosa, gan zenita esosa, gan rieto$a saule. Daudzas
takas un tacinas, iespéjams, ari gridceling, no prieksplana saplast viena punkta pie
akas. Telpiskuma efektu rada ari ickomponéta tautumeitas figaira, kas ar nésiem par
plecu un pret skatitaju pavérstu muguru sper soli akas — §is kompozicijas centrala
punkta — virziena. Akcentéjot kustibas dinamiku, grafike ir izmantojusi diago-
nales daudzkartéja kartojuma. Iepreti masdienu sabiedribai, kura sievietes darbi,
uzdevumi un pienakumi tiek uztverti ka mazak prestizi, iekarojami vai nozimigi

75  Zalite, Mara (1985). Pilna Mara istabina jeb tautasdziesmu Maras mekl&jumos, 136. Ipp.

76  Vacere, Laila (2012). Kognitiva poétika latviesu dainas par abeli: no formulas uz zimi, 101. lpp.
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salidzinajuma ar virie$u analogiem’’, Ezergailes skatijuma divu centralo akcentu —
tautumeitas un akas — izcéluma jausas ne tikai vispariga darba tikuma godasana, bet
pasas daritajas — sievietes — novértésana, kas bija raksturiga tautasdziesmu rasanas
laikam agraraja kultara, un, lai gan $o sabiedribas formu nav pamata uzskatit par
“matriarhatu”’®, tomér, ka to $aja pieméra apliecina Ezergailes centralo télu izvéle,
par matricentrisku gan.

Lai darbs veiktos, nésiem jabuct lidzsvara — par to liecina makslinieces secinatais
kada no véstulem: “Lidzsvara pretestibas nav.””® No fizikas likumiem smelta atzina
ir nostiprinajusies Ezergailes pirmas augstakas izglitibas apguves laika — ¢etros studiju
gados Latvijas Valsts universitates (LVU) Arhitektaras fakultaté (1947-1951).%° Péc
fakultates reorganizacijas Ezergaile studijas LVU pameta, lai tas turpinatu Latvijas
Valsts Makslas akadémija. Arhitektiras studiju laiks atstajis ietekmi uz grafikes
makslinieciskajam izpausmém — ka spilgtaka minama vinas izteikta telpas izjuta,
kas kompozicijas manifestéjas tiklab stajdarbos, ka ari ekslibros.*

Janina Kursite 1999. gada izdotaja gramata “Mitiskais folklora, literatira,
maksla” ari atsaukusies uz lidzsvaru — vai drizak ta trakumu. Autore norada, ka
viri$ka un sievi$ka, téva un mates lidzsvars ilgos patricentrisma gados ir bijis izjaukts.®
“Feminisma kustiba, kas naca ka pretreakcija uz $o bistamo sasvértibu, parcéla smaguma
punktu no labas uz kreiso pusi. No ta lidzsvars neradas. Tacu feminisms vienlaikus
signalizéja par parmainu nepiecie$amibu,” secina Kursite, vienlaikus akcentéjot, ka
parmainu vida jabat ari matricentriska skatpunkta atgiisanai.®

Neviens mani neredzéja, / Kad es gauzi noraudaju: /
Piedurknite, ta redzéja, / Tai slauciju asaripu. (4. att.)

Saja tusas ziméjuma figurila kompozicija ietver abeli, kuras zaros rotajas saule.
Kompozicijas centra attélota bédu parnemta sérdienite, kas nolikusi grozu un piestajusi
pie dbeles izraudaties. Saja tautasdziesma ari izmantota spilgta personifikacija —
piedurknite ir asaru lieciniece. Cita sérdienites bédu uzklausitaja — abele — kompozicija
telpiski ir novietota augstak, tadéjadi apliecinot tas sakralo nozimi.* Saja kompozicija
Ezergaile vizualiem lidzekliem istenojusi konceptualu metaforu “labais — augsup”,

77  Kukaine, Jana (2016). Dailas mates. Sieviete, kermenis, subjektivitate, 29. lpp.

78  Turpat.

79  Ezergaile, Dzidra (2006). Véstule Guntim Vidnevskim 13. decembri. Raksta autores privatais arhivs.

80 Ezergaile, Dzidra (2005). Mazas atminu skembas. No: émore, Skaidrite (sast.). Rigas 2. vidusskola.
1940-1990. Riga: [Rigas 2. vidusskola], 335. Ipp.

81  Peldekse, Ingrida (2023). Grafikes Dzidras Ezergailes ekslibri, 161.-172. lpp.

82  Kursite, Janina (1999). Mitiskais folklora, literatara, maksla, 79. lpp.

83  Turpat, 79.-80. Ipp.

84  Vacere, Laila (2012). Kognitiva poétika latviesu dainas par abeli: no formulas uz zimi, 101. lpp.
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uz kuru atsaucas kognitivas poétikas pétniece Laila Vacere®. Valodnieces Veltas
Rakes-Dravinas rezuméjuma: “Kopa nemot, par latvisku uztveri [..] varétu uzlakot
to, ka abele ir mates koks. Tiesi tadé| tai nedrikst ne zarus lauzt, ne ziedus vainaga
pit.”$ Saja nozimé bele simbolizé mamulu, pie kuras patveras barenite, bet, poétiski
savietota ar sievietes télu, ta aptver visu sievietes dzives gajumu.?” Iespéjams, ka tiesi
saules cauraustie abeles zari liecina par §i koka saistibu ar sieviesu dievibam; abeles
galotné nereti séd Saule, pazarés — Saules meitas.®® Ka secinajusi Kursite, latviesiem
koku kults bija saistits galvenokart ar Lielas pirmmates godinasanu.® Turklat mates-gari
mitiskaja apzina saglabajusies ilgak latviesu, igaunu, libiesu, keltu tradicija, kur
patricentrisma ideologijas balstiti valstiski veidojumi radas tikai salidzino$i jaunakos
laikos vai neizveidojas nemaz.”’

Ezergaile, Dzidra. Veltijums Zigurdam Zuzem: 6 tusas zimé&jumi
no Dzidras Ezergailes 1989. gada auglusta]. [17] lpp. Papirs, tusa.
Originals. 428 x 304 mm. LNB IZ-L/Ezergaile-11. Alberta Linarta

davinajums

Akas ka tdens simbola téma Ezergailei bijusi aktuala visa radosaja darbiba;
$is tautasdziesmu krajums, kura dominé saule un aka, ir uztverams ka parafraze par
70. gadu sakuma tapuso aku sériju. Grafikis Zigurds Zuze $o darbu izstades kataloga
ievada mingjis: “Lirisko un tautisko motivu rada bagatas tonalas gradacijas, kas rodas
liniju krustojumos. [..] Domingjoss klast energiskais un aktivais ritmu pretnostatijums.

[..] paliek vairs tikai divi mazibas un dzivibas simboli: saule un aka.”

Noriet saule vakara, | Spidédama, mirdzédama: /
Noiet zeltu sijadama, /| Sudrabinu kaisidama. (5. att.)

Abstrakta ainava ieckomponéta aka ir Visuma spideklu izgaismota. Kompozicija
dominé divi dabas spéki — saule, pirmmates iemiesojums, un turpat lidzas — viriskais
Visuma speks méness. Saja tusas zimé&juma saules staru savijuma interpretacija Ezergaile
ir atkapusies no tradicionalas dazadu staru kalu saspéles. Lai vizualiem lidzekliem
izteiktu darbibas vardus “spidédama”, “mirdzédama”, “sijadama” un “kaisidama”,

85  Turpat, 101. lpp.

86  Ruke-Dravina, Velta (1986). Cilvéks un daba latviesu tautasdziesmas, 54. lpp. Gramatas autores izcélums
slipraksta.

87  Vacere, Laila (2012). Kognitiva poétika latviesu dainas par abeli: no formulas uz zimi, 13. lpp.

88  Kursite, Janina (1999). Mitiskais, folklora, literatara, maksla, 190. Ipp.

89  Turpat, 511. Ipp.

90  Turpat, 514. Ipp.

91  Dzidras Ezergailes grafika, Artara Kirsfelda plakati (1970), 2. Ipp.
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grafike ir izskirusies par parravumiem staru $autras, akcentéjot baltos laukumus,
kas dominé saules un méness staru krustpunktos.

Tautasdziesma arpus krajumiem — apsveikums

[Apsveikums Andrejam varda diena 2010. gada 30. novembri.]
Bez datéjuma. Papirs, tusa. Originals. 225 x 490 mm. LNB Makslas
krajums. Andreja Mara Eizana davinajums

Visas dienas man zinamas, | Tris dieninas nezinimas: /
Dzimstama, mirstamd, / Tautinds ejamd. (6. att.)

Tautasdziesmu vizualo interpretaciju vida izcelams ipass piemérs, kas sava zina
uzskatams par kaligrafijas paraugu un atskiras no paréjam ar tusu rakstitajam tautas-
dziesmu Cetrrindém. Izvélétais burtu noforméjums ar pusapli iezimétam melnbaltam
$autram kompozicionali ietiecas Ezergailes stajdarba “Dzilu noslépums” strukrara. Sis
jaukta tehnika darinarais darbs patiesiba ir vértéjams ka divi patstavigi grafikas darbi,
kuru simbiozé atsedzas tris izskirigi sieviskas identitates brizi: lidzas piedzimsanai
un navei lidzvértigi nozimigs laizuma punkts sievietes dzivé ir precibas — ieie$ana
cita dzimta, proti, identitates nomaina. To liecina tautasdziesmas vardi; kosmiskais
ritms caurvij sievietes dzivi — ta ir jauniba, briedums, atjauno$anas un novecosana,
un véstitais skan pirmaja persona. Tautasdziesmas vizualizacija icklautaja grafikas
darba “Dzilu noslépums” saules apspidéta lauku ainava ar birzim un tirumiem dzilés
ir kritis tautumeitas vainags — jaunavibas simbols. Saja tautasdziesmas vizualaja
apdaré Ezergailes izvéléta stajdarba nosaukums korelé ar tautasdziesmas iekodéto
atzinu, ka ta sauktajas primitivajas, agrarajas kulttras sievietes auglibas funkcija tika
godata lielaka méra neka modernaja kultara.’” Janina Kursite norada, ka, lai gan
latviesiem nav laulibas dievietes, viniem ir dieviete, kas gada par vainaga (nevainibas)
nonemsanu, un ta ir Laima.”

Minétas tautasdziesmu izlases apliecina grafikes Dzidras Ezergailes uzticibu
latvieSu tautasdziesmas paustajam étiskajam vértibam. Krajumus caurvij femins
pasaules vérojums, kas raksturigs matricentriskajam latvieSu tautasdziesmam.
Nemot véra to, ka tusas ziméjuma tehnika bija iemilota izpausmes forma grafikes
miakslinieciskaja jaunradé un minétie tautasdziesmu krajumi galvenokart ir veltiti
konkrétiem cilvékiem un tapusi autores originalieséjuma, var pienemt, ka izvéléto

92 Kukaine, Jana (2016). Dailas mates. Sieviete, kermenis, subjektivitate, 28. Ipp.
93 Kursite, Janina (1999). Mitiskais folklora, literatara, maksla, 264.-265. lpp.
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tautasdziesmu vizuala apcere sava zina ir uzskatama par Ezergailes pasaules skatijuma
apliecinajumu koncentréta forma.

Nobeigums

Pétot grafikes Dzidras Ezergailes veidotas tautasdziesmu izlases, kuras maksliniece
interpretéjusi tusas zimé&juma tehnika, atklajas étiskas vértibas, kas radusas atbalsi
visa vinas makslinieciskaji mantojuma kopuma. Sie tautasdziesmu krajumi palidz ari
izsekot Ezergailes radosa rokraksta veidosanas gaitai 20. gadsimta 60. un 70. gados,
kad Latvija plasos tautas slanos dzima folklorisma kustiba.

Saja pétijumai ieklauti vienigie &etri lidz $im zinamie Dzidras Ezergailes
sastaditie un lielakoties tusas ziméjuma tehnika interpretétie latviesu tautasdziesmu
krajumi ar kopskaita ¢etrdesmit dainam, ka ari viena apsveikuma kartite. Krajumi
tapusi laikposma no 1983. lidz 1989. gadam. Divas no §im tautasdziesmu izlasém
atrodas Latvijas Nacionalas bibliotékas makslas kolekcija, bet divi krajumi — privata
ipasuma.

Tuvakai izpétei piedavatajos tusas zimé&jumos dominé femins skatijums, jo
latvie$u tautasdziesmam raksturigs matricentrisks pasaules uzskats. Tautasdziesmas
ietvertas atzinas saistitas ar cikliskajiem ritmiem daba un cilvéka dzivé. Femina
komponente izpauzas kosmisko spéku personifikacija — ta ir Saule, kas parstav sievisko
spéku mijiedarbiba ar Ménesi ka virisko spéku. Lidzas simboliskajai matiskibas
nozimei Saule, bidama gaismas un siltuma avots, ir ari dzivibas priek$noteikums,
ipasi novértéts Latvijas platuma grados.

Makslinieces apgiitas prasmes kaligrafijas un plakata jomas, kodoligais un
koncentrétais izteiksmes veids atspogulojas ar visa rado$a maza garuma darinatajos
ekslibros. Likumsakarigi vina pievérsas ari latvieSu tautasdziesmu interpretacijai,
jo tautasdziesmam raksturiga iezime ir koncentréts véstijums, kas ietverts Cetras
rindas. Ezergailes izvéléto latviesu tautasdziesmu vizualas interpretacijas lauj pilnigak
izprast vinas pasaules uztveri un étiskas vértibas, kas ickodétas vinas makslinieciskaja
mantojuma kopuma.

Raksts sagatavots, istenojot valsts pétijumu programmas “Latvijas kultlra - resurss valsts attistibai” (2023-2026)
projektu “Latvijas kultiras ekosistéma ka resurss valsts izturétspéjai un ilgtspéjai” / CERS (Nr. VPP-MM-
LKRVA-2023/1-0001).
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Dzidras Ezergailes nepublicétie darbi

Folkloras motivs. Akas. 1970-1971. LU AB MR
J. Liepinaf., 271, 1.

[Astonas latvie$u tautasdziesmas Dzidras
Ezergailes grafiska devumal. 1983. Papirs, tusa.
Originals. LNB RXA 408, 573.

Krligjana] Barona 100-gades atcerei. 1985.
Papirs, tusa. Originals. Andreja Mara Eizana
privatais arhivs.

Tautas dziesmas Dzidras Ezergailes grafiska
devuma. 1986. Kopija uz fotopapira. Andreja
Mara Eizana privatais arhivs.

Veltijums Zigurdam Zuzem: 6 tuas zimé&jumi
no Dzidras Ezergailes 1989. gada aug[ustal.
1989. Papirs, tusa. Originals. LNB 1Z-L/
Ezergaile-11. Alberta Linarta davinajums.

[Apsveikums Andrim varda diena 2010. gada
30. novembri]. Bez datéjuma. Papirs, tusa.
Originals. LNB Makslas krajums, Andreja Mara
Eizana davinajums.

Nepublicétie avoti

Ezergaile, Dzidra (b. g.). Portretfoto ar parakstu.
LVA, 1839.1., 1.vapr., 249.1., 21. lp.

Ezergaile, Dzidra (1975). Autobiografija.
4.janvaris. LVA, 1839.1, 1.vapr., 412.1., 16. Ip.

Ezergaile, Dzidra (1991). Gramatzime mana
dzives gajuma. Eseja. Rokraksts. Sniedzés,
15. aprili. Andra Mara Eizana privatais arhivs.

Ezergaile, Dzidra (2006). Véstule Guntim
Vignevskim 13. decembri. Raksta autores
personigais arhivs.

Ezergaile, Dzidra (2007). Véstule Ainai [Karlsonei]
18. decembri. Raksta autores personigais arhivs.
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INGRIDA PELDEKSE

Visual Interpretation of Latvian Folk Songs in Graphic Artist
Dzidra Ezergaile’s Ink Drawings: The Feminine Dimension

Summary

This article focuses on the visual interpretation of Latvian folk songs, or dainas,
through the ink drawings of Latvian graphic artist Dzidra Ezergaile (1926-2013),
active during the second half of the 20th century. This aspect of her artistic work
represents an essential part of her creative legacy from the 1980s. Ezergaile’s visual
interpretation of Latvian folk songs reveals a worldview shaped by the perspective of
a woman artist, deeply rooted in the ethical values encoded in the dainas.

Ezergaile’s collection of forty visually interpreted dainas, grouped into four
series created between 1983 and 1989, not only illuminates these ethical values but
also unfolds the artist’s matricentric perception of the world — an outlook characte-
ristic of Latvian folk song tradition. The matricentric worldview is explicitly present
throughout her broader oeuvre, with the Sun as a central symbol of motherhood.

Ezergaile’s mastery of ink drawing originated from her studies at the Riga
Commerce School, where the curriculum included calligraphy, later complemented
by her academic education at the Art Academy of Latvia. She graduated from the
Department of Graphic Art, Poster Subdivision, in 1956. Her training in poster
design and bookplate creation cultivated precision and conciseness — qualities that also
shaped her visual interpretations of folk songs, where meaning is similarly condensed
into quatrain form.

The preservation of Ezergaile’s visually interpreted dainas in public memory
institutions such as the Latvian National Library, as well as in private collections,
provides insight into a previously little-known aspect of her creative practice. These
interpretations significantly contribute to a deeper understanding of Dzidra Ezergaile’s
artistic legacy.

Keywords: Latvian graphic art, 1970s, 1980s, Latvian folk songs, ink drawings.
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