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IEVADS

Temas aktualitate

Fotografijas petniecibas vésture salidzinajuma ar télotajas makslas izzinu ir saméra jauna no-
zare, tapat ka pats medijs, tomér Saja perioda skatijums uz to ir nedaudz maintjies. 19. gad-
simta fotografiju vispirms vértéja ka tehnikas un zinatnes sasniegumu un vésturi rakstija
pasi praktiki, kuri radija jaunos tehnologiskos risindjumus. Sakot ar 20. gadsimtu, to vairak
uzlikoja ka makslu, un §T pieeja nostiprinajas gadsimta vidd. Par vienu no fotografijas véstu-
riska apraksta paraugiem kluva makslas vésturnieka Boumonta Nahola (Beaumont Newhall)
gramata “Fotografijas vésture. No 1839. gada Iidz misdienam”, kas iznaca 1937. gada saisti-
ba ar fotografijas simtgadei veltito izstadi Modernas Makslas muzeja Nujorka. Izdevums ar
pa$a autora papildinajumiem velak tika laists klaja vairakkart. Nihola vértejuma pamata bija
fotografijas estétiskas kvalitates, tika izcelti Sedevri, bet vienlaikus vins att€lu uznems$anu
aplikoja saistiba ar fototehnikas attistibu. Sakot ar 20. gs. 70.-80. gadiem, fotografijas pét-
nieciba sazarojas. To apliikoja gan filozofiska skatijuma, gan sociala aspekta, gan ka kultdras
véstures fenomenu. Postmodernisma gaisotné apcerés palielinajas subjektiva faktora nozi-
me, bet feminisma ideju ietekmé liela vériba tika veltita sievietém fotografem, kuru darbiba
[Tdz tam ar daziem iznémumiem bija aizmirsta. Musdienas svariga k|uvusi daudzpusiga pieeja
fotografijas vértéjuma.

Latvija mérktieciga fotografijas pétnieciba aizsakas 20. gs. 70. gados. Lieli nopelni $aja
procesa ir Péterim Korsakam, kura biografiskas apceres un raksti par dazadam témam tika
publicéti presé. Gramatas formata pirmais pétijums iznaca 1985. gada. Tas ir rakstu krajums
“Latvijas fotomaksla: Vésture un misdienas”, kas aptver medija attistibu vairak neka 150 gadu
garuma. Korsaks sniedzis ieskatu fotografijas sakotné Latvija un tas talaka attistiba lidz 20. gs.
30. gadu beigam, lielako uzmanibu veltot latvieSu meistariem, vinu izveidotajam biedribam un
estétiskajiem uzskatiem. Japiemin arT Vladimira Eihenbauma apkopotas zinas par fotodarbni-
camno 19. gs. beigam Iidz 20. gs. 40. gadiem.

Pedeja laika fotografijas véstures izpéete kluvusi aktivaka, tacu galvenokart ta aptver
tikai atseviskus darbibas laukus: viena gadijuma fotografija tiek analizéta ka vizualas makslas
sastavdala (K/avins, Eduards. Fotomakslas sakumi // Latvijas makslas vésture. 4. [s&j.] Neoro-
mantiska modernisma periods. 1890-1915) (2014 ), citos — tiek aplikots tds sniegums etno-
grafija (Folkloras vaksanas vésture fotografijas = History of folklore collection in photographs)
(2014), (Kameér vél laiks: fotoetnografijas sakums Latvija) (2022), vai Tpasi tiek pievérsta
uzmaniba sievietém fotografém (Sudrabmeitenes. Fotografijas retu$éta vésture) (2020),

bet fotografisko biedribu darbibas apskatu un fotografijas kritikas pirmsakumu analizi


https://www.amazon.com/Beaumont-Newhall/e/B001HPWCGM/ref=dp_byline_cont_book_1

20. gadsimta sakuma sniegusi Katrina Teivane-Korpa sava promocijas darba. (Fotomakslas
attistiba Latvija un Roberta Johansona (1877-1959) rado$a darbiba: Promocijas darbs / Vad.
Eduards Klavins. — Riga: Latvijas Makslas akadémija) (2016.) Joprojam nav dots sistemati-
z€ts, apkopojoss parskats par fotografiju no tas pirmsakumiem lidz misdienam, analizéjot to
ka mediju, kas atspogulo dazadas cilveka darbibas jomas un notikumus. Autore sava promo-
cijas darba piedava daudzpusigu fotografijas apskatu un raksturojumu, fokusé€joties uz 19. gs.
beigam un 20. gs. sakumu, laiku, kad ta pardzivoja straujas izmainas, kas skara gan tehniskas
iespéjas, gan estétiskos kritérijus. Pétijuma raksturota fotografijas nozime talaika vietéja
sabiedrib3, Tpasu uzmanibu veltot sievietém - gan tam, kas pievérsas fotografijai prieka péc,
gan ari profesionalém, kas stradaja Saja aroda. Tapat darba izcelta amatieru loma fotografijas
ka makslas attistiba un skrupulozak neka iepriek$€jos pétijumos aplikota fotografu biedribu
darbiba, kas iezimé ari socialpolitisko kontekstu.

Promocijas darba izvértéts liels attélu kopums, kas analizéts dazados aspektos. Ar
vizualaja maksla aprobétiem kritérijiem liela méera sakrit portreta un ainavas raksturojums,
bet autore rosina fotografijas kd makslas aprité ieklaut ne tikai piktorialisma stilistika dari-
natos attélus, bet arT gadsimtu mija tapusos tie$a panémiena darinatos darbus. STs idejas
priek$nosactjumi rasti musdienu izpratné par vizualo makslu un pétama perioda vado$o
meistaru izteikumos un vinu darbos.

Promocijas darba pirmo reizi apliikots gadsimtu mija plasi sazarotais notikumu atspo-
gulojums fotografija un dots ieskats tas lietojuma zinatné. Nelielu dalu no Siem attéliem var
ieklaut vizualas makslas joma (galvenokart vernakularo foto), tacu lielako vairumu notikumu
fiksaciju péc cita nozares iedalijuma var klasificét ka fotozurnalistiku, kas ir dokumentalas
fotografijas sastavdala. Ta kopa ar makslas fotografiju veido gan kulttras vizualo vésturi, gan
vizualas kultlras vésturi. Aktualizéta ari fotografijas loma makslinieku dailradé.

Ta ka vietéja historiografija iztrukst visaptverosa fotografu biografiju apkopojuma, tika
mekléti dzives dati dalai promocijas darba minéto fotografu. Tos neatrodot, ja bija iesp&jams,
tika noradtts fotografu aktivas darbibas laiks, vadot savu darbnicu.

Pé&tijuma hronologisko robezu izvéli lielda méra noteica autores iepriek$éjais zinatniskas

darbibas lauks.
Pé&tijuma hronologiskas robezas
Promocijas darba fotografijas attistiba aplikota laikposma no 19. gs. 80. gadu beigam Iidz

Pirma pasaules kara sakumam. Latvija So periodu raksturo estétisko uzskatu un ideju daudz-

veidiba, kas atbalso norises citos pasaules regionos, galvenokart Eiropa. Jauzsver ari batisks



paveérsiens vésturiskas attistibas procesa — latviesu nacija saka apzinaties sevi Rietumei-
ropas tautu vidd un pieteica sevi ka [idzvértigu, visvairak tiesi kultiras joma, ieskaitot fotogra-
fiju. Aptuveni ceturtdalgadsimtailgaja perioda medija attistiba Latvija notika bitiskas parmai-
nas. Saja posma iek|aujas 1889. gads, kas ir fotografijas piecdesmit gadu jubilejas laiks, kop$
jaunais atklajums tika patentéts un nodots sabiedribas riciba. Piecdesmitas gadadienas
atzZimésanas salidzinajums ar notikumiem citas zemés |ava labak iezimét atskirtbu fotogra-
fijas joma starp Latviju un vado$ajam Rietumeiropas zemém, ka art Krievijas galvenajiem
centriem — Péterburgu un Maskavu.

Aplikojamaja perioda fotografiju lietoja plasi — gan dazadas kultiiras dzives aktivitatés,
gan zinatnég, gan cilveku portretéjuma un ikdienas notikumu fiksésana. Izvérsas amatieru kus-
tiba, ka rezultata Latvija izveidojas fotografiskas biedribas: pirma — 19. gs. 90. gadu sakuma,
kurai péc aptuveni 15 gadiem sekoja vél tris. Svarigs paversiens 20. gs. sakuma bija makslas
fotografijas rasanas, kuru saka pielidzinat glezniecibai un grafikai. Par tas galveno virzienu
kluva piktorialisms, kas vietéjo meistaru darbos ieguva specifiskas iezimes.

Promocijas darba beigu hronologiska robeza ir Pirma pasaules kara sakums, ka rezultata
Latvijas teritorija mierigas dzives ritms tika izjaukts un par svarigako kluva kara vajadzibam

paklautas norises.

Pétijuma vizualais materials

Promocijas darba vizualo materialu veido fotografijas, kas uznemtas laika no 19. gs. 80. gadu
beigam Iidz 1914. gadam. Tas apzinatas lielakajas vietéjo muzeju kratuves, bibliotékas, arhivos,
privatajas kolekcijas un digitalajas datubazes, ka arf dazados izdevumos. Kopuma pétiti ap
15 000 attélu. Apméram pusi no tiem veido originalfotografijas (gan pozitivi uz papira, gan ne-
gativi uz stikla), otru daju - reprodukcijas. Péd€ja grupa tiek analizéta tadé|, ka daudzi gadsimtu
mijas uznémumu (pieméram, dabas skatu un notikumu fiksacijas) originali nav saglabajusies.
Nemot vera talaika reprodukciju izgatavoSanas kvalitati, tas lielakoties |auj spriest par kompo-
Ziciju un sizetu izvéli, mazaka meéra par fotografu lietotajiem formalajiem un tehniskajiem
panémieniem. Originalfotografiju grupa ir daudz pastkartes formata darbu, jo gadsimtu mija
bija pieejams Sads speciali sagatavots papirs, kas biezi ari tika izmantots pozitivu kopijam.
Pétijuma nav ieklautas dazadu firmu un fotografu kada no iespiedtehnikam darinatas pastkar-
tes, jo to skaits gadsimtu mija bija milzigs. Ta bitu atseviski pétama téma, kura Iidzas vizua-
lajam kvalitatém, kas ne vienmer bija So darbu prioritate, svariga btu ari to sociala funkcija.
Izpété izmantotas originalfotografijas no Karla Sulca (Carl Schultz) firmas un Emanuela

fon Egerta (Emanuel von Eggert) fotodarbnicas veidotajiem albumiem par Rigu, Jirmalu un



Vidzemes Sveici, ka arT 1895. gada izdotais albums ar Karla Hebenspergera (arT Hebensper-
gers, Carl Maria Hebensperger) fotodarbnicas Hebensperger & Co attéliem un citi. |zpétes pro-
cesa batiski jaunatradumi iegati Tala Pumpurina un Aijas Tumas fotokolekcijas.

Jaunas tehnologijas ir ievérojami atvieglojusas vizuala materiala izpéti. Ipasi uzteicama
ir Latvijas Nacionalas bibliotekas izveidota elektroniska datubaze “ZudusrT Latvija”, kura ievie-
toti daudzi attéli no privatpersonu kolekcijam.

Fotografijas plasi lietotas arT dazada rakstura iespieddarbos. Visvairak tas izmantotas
celvezos, kuri potencialos turistus iepazistinaja ar pilseétam, ieverojamakajiem vésturiskajiem
pieminekliem un dabas objektiem. Daudzi attéli ievietoti véstures un makslas véstures péti-
jumos. Salidzinos$i plasu priek$statu par ainavu, nemot véra mazo originalfotogafiju skaitu
$aja zanra, sniedz Ernsta Serafima (Ernst Seraphim) sastaditais albums Malerische Ansichten
aus Livland, Estland, Kurland: ein Jubildums-Album aus Anlass des 700jahrigen Bestehens der
Stadt Riga (1901).

Nozimigs attélu avots ir dazi periodiskie izdevumi. Ar ievérojamu cilvéku portretiem un
talaika novitatém fotografija iespéjams iepazities lllustrierte Beilage der Rigaschen Rundschau
(1900-1914). Bitiska ir Rigas Arhitektu biedribas bagatigi ilustréta gadagramata Jahrbuch
der bildenden Kunst in den Ostseeprovinzen (1907-1913), kas stimulgja ne tikai seno, bet arf jau-
nako objektu attélu vaksanu. Martina Buclera izdotaja zurnala “Stari” (1906-1908; 1912 -1914)
ievietotas kvalitativas reprodukcijas dod iespé€ju iepazities ar 20. gs. sakuma aktivo latvie-
$u fotografu dailradi. Savukart Zurnali “Spogulis” (1913-1914) un “Varaviksne” (1914-1916) ir
bagati ar laikmeta socialo un politisko notikumu fiksacijam. Atzimé&jami ari vairaki misdienu

specializétie pétijumi, kas ilustréti ar 19. gs. beigu un 20. gs. sakuma fotografiju reprodukcijam.

Historiografija un avoti

Izpétes procesa detalizétu faktologisko fotografijas kopainu Latvija bija iesp&jams izveidot,
galvenokart balstoties uz informaciju, kas atrodama vietéja periodika. Tie ir 1saki vai plasaki
apskati par izstadém, raksti par biedribam un darbnicu reklamas, kas biezi sniedz vienigas
zinas par atsevisku fotografu darbibu un citiem pasakumiem. Periodika publicétais rada
priek$statu ari par talaika teorétisko fotografijas izpratnes limeni Latvija.

80. gadu sakuma viet&jais lasitajs tika informéts par Edvarda MaibridZza (Eadweard
Muybridge) un Etjena Zila Maré (Etienne-Jules Marey) momentuznémumiem, bet 80. gadu vid
Rigasche Zeitung parpubliceéja Wiener Allgemeinen Zeitung lidzstradnieka Johanesa Ciglera

(Johannes Ziegler) plaso rakstu “Momentfotografija”, kura véstija par jaunajam iesp&jam



debess kermenu fotograféSana un mikrofotografija. Nakamaja gada sekoja plass raksts par
dagerotipiju, parpublicéjums no Volks-Zeitung.

Pirmie raksti par amatieru kustibu vietéja prese paradijas 1888. gada. Viens no tiem bija
Maksimiliana fon Glazenapa (Maximilian von Glasenapp) apceréjums “Par amatieru fotografiju”.
90. gados presé arvien biezak paradijas zinas par amatieru izstadém arzemeés un recenzijas
par vietéjam Rigas fotografiskas biedribas (turpmak RFB) organizétajam izstadém. 1896. gada
nogalé Beilage zur Baltischen Monatsschrift ievietots Jiliusa Nordena (Julius Norden) raksts
par nakamaja gada Berliné paredzéto Starptautisko amatieru fotoizstadi, kas 90. gados bija
profesionalaja zina augstvertigaka publikacija vietéja prese.

Sakot ar 20. gadsimtu, preses izdevumos amatierfotografijai tika pievérsta vél lielaka
uzmaniba. Nozimigas publikacijas paradijas lllustrierte Beilage der Rigaschen Rundschau, taja
fotografijai tika veltita speciala rubrika, kura publicéja gan praktiskus padomus, gan teorétis-
kas apceres. No turpmakajos gados publicétajiem rakstiem jaatzime vacu rakstnieka, makslas
kritika Eizena KalkSmida (Eugen Kalkschmidt) apceréjums Vom kiinstlerischen Lichtbilde.
Das Bildnis (1903). Bitisks 1908. gada ir Diina-Zeitung public&tais fotografijas p&tnieka Frica
Hansena (Fritz Hansen) raksts par zinatnisko fotografiju (Wissenschaftliche Photographie),
kas bija parpublicéjums no Welt der Technik. Lidzas $adiem plasiem apceréjumiem ik pa lai-
kam vietéja presé paradijas Tsas informacijas par fotografijas izmantojumu dazadas jomas,
visbiezak uzmanibu veltot astronomijai un medicinai.

No 1906. I1dz 1908. gadam Riga iznaca specializéts zurnals krievu valoda — Oskara
Zoltnera (Ockap 3onbaTHepD) redakcija ®oTorpagpuyeckoe nckyccrso. 1906. gada saka iz-
nakt zurnals latvieSu valoda, Martina Buclera izdotais ,Stari”. No 1906. [1dz 1908. gadam taja
fotografijai tika veltita tikai nodala, bet laika no 1912. I1dz 1914. gadam izdevums kluva par
specializétu zurnalu. Starplaika, kad Zurnals neiznaca, vairaki nozimigi raksti par fotografiju
tika publicéti avizés "Dzimtenes Véstnesis” un “Latvija”.

19. un 20. gadsimta fotografijai veltito musdienu pétijumu skaits ir neliels, turklat katrs
no tiem pievérsas tikai kadai specializétai jomai, bet kopuma interese par fotografijas vésturi
ir pieaugusi. Nozimiga bija Irénas Buzinskas organizéta plasa izstade “Hibridu parlidojumi.
Makslinieks ka fotografs. 19. gs. vidus — 2010” Latvijas Nacionala makslas muzeja izstazu
zalé “Arsenals” (2011), kura tika ieklauti arT gadsimtu mijas materiali; tikai kataloga trikums
mazinajis tas lomu fotografijas izp€ete. Butisks ir Buzinskas ieguldijums Voldemara Matveja
ka fotografa snieguma raksturojuma. (Nakotnes makslas mekléjumos. Voldemars Matvejs —
arpus Eiropas makslu pétnieks un fotografs // Nakotnes makslu mekl€jot: Voldemars Matvejs
un arpus Eiropas (Afrikas, Okeanijas un Zieme|azijas) maksla) (2015). Latvija fotografijas

saistibai ar makslinieku darbiem sava gramata “Latviesu portreta gleznieciba. 1850-1916"



pievérsies profesors Eduards Klavins, ieskic€jot procesa problematiku un noradot uz kon-
kretiem piemériem. Fotografijas ietekmi uz portreta zanru Latvija 19. gs. otraja pusé Klavin$
plasak iezimégjis kataloga “Portrets Latvija. 19. gadsimts” ievadraksta. Savu artavu témas
izklasta sniegusi art autore raksta "lluzora pasaule. Fotografija un portrets 19. gadsimta”, kura
minéti konkréti fotografiskie avoti, akcentéjot Jana Rozentala darbibu.

Fotografijas lietojums 1896. gada LatvieSu etnografiskaja izstadg, ka art Jana Kréslina
ieguldijums fotografija analizéts promocijas darba autores raksta “Jana Kréslina fotografijas
ka latviesu tautas portrets”. (Janis Kréslin$ — latviesu tradicionalo kultdras vértibu izzinatajs)
(2015) Plasaku ieskatu portreta zanra attistiba dod vinas raksts, kas tapis 20. gadsimta por-
tretam veltitajai izstadei. Savukart Jana Rozentala bagatais fotoarhivs analizéts saistiba ar
pasa makslinieka personibu un dailrades procesu. (Domu un sapnu pilnais makslinieks. Jana
Rozentala fotokolekcijas véstijums // Janis Rozentals) (2017). Batiski ir Latvijas Nacionala
véstures muzeja pétnieces Gunitas Baumanes apceréjumi par Oskara Emila Smita Latvijas
viduslaiku pilu fotofiksacijam (Oskara Emila Smita Latvijas viduslaiku pilu fotokolekcija // Pé&ti-
jumi par Kurzemes un Zemgales pilim) (2005) un ainavu. (Ainava fotografa un novadpétnieka
Oskara Emila Smita kolekcija // KultdGrvéstures avoti un Latvijas ainava) (2011).

Jaunakajos monografiska rakstura izdevumos par Vili Ridzenieku (2018) un Robertu
Johansonu (2022) fotografija gan analizéta ka vizualas makslas sastavdala (piktorialisma
virziens), gan vértéts dokumentalais vérojums. Latvijas Valsts véstures arhiva bdtiski bija
materiali par atlaujam atvert fotografiskas darbnicas un mape ar materialiem par LatvieSu
fotografisko biedribu.

Promocijas darba autore paral€li periodika un citos avotos publicétajam apzinaja lite-
ratlru par dazadam ar vésturi saistitam disciplinam, témai veltitiem filozofiskiem rakstiem,
fotografijas enciklopédijas un vésturiskos apskatus, ka ari studéjusi specifiskam jomam velti-

tos pétijumus un atsevisku fotografu monografijas.

Pétijuma lietotas metodes

Procesa sakuma, apzinot un uzkrajot vizualo un faktologisko materialu, svariga bija empiriska
metode.

Pétijuma pamatu veido sistémiska pieeja, jo ta piedava analizét dazadas paradibas to
mijiedarbiba, respektéjot gan vésturisko situaciju kopuma, gan atsevisku notikumu lomu, gan
personibas nozimi.

Tipologiska metode bija nepiecieSama, lai péc noteiktu pazimju kopuma izveidotu kla-

sifikaciju. Izpétes procesa vajadzéja izSkirties, péc kadiem principiem grupét materialus -



balstities uz makslas vésturé pienemto iedalijumu Zanros vai meklét citus atskaites punktus.
Izpétes gaita izkristalizéjas atzina, ka par galveno kritériju iedalifjumam jak|Ust fotografijas
uznems$anas uzdevumam vai nolikam. Sada pieeja |ava parskatamak kartot materialu, jo, ap-
likojot attelu citos kontekstos, kriteriju robezas k|ust neskaidras.

Dazadu jautajumu precizésanai lieti noderéja hipotétiski deduktiva metode. Autore izvir-
zZija pienémumus par neskaidribam, ko parbaudija uz citu esoSo zinasanu pamata un salidzinaja
ar zinamajiem faktiem. Te bija svarigi visdazadakie vizualie stkumi, kas |ava noteikt autoribu vai
attéla uznems$anas laiku, pieméram, fotografa zimola maina, darbnicas aksesuari vai iemuzi-
nato personu mode utt. Sava nozime bija art biografiskajai pieejai un salidzinosajai metodei.

Tika veikta ikonografiska analize, kas deva iesp€ju, pieméram, viena zanra ietvaros at-
rast katram laika posmam raksturigako, bet atsevisku spilgtu pieméru analizé izmantota for-
mala metode - redzama realitate aprakstita.

Attéli tika klasificéti, vadoties no fotografa izvirzitajiem uzdevumiem, un Sis dalijums
liela méra sakrit ar télotaja maksla pienemto vértéjumu péc zanriem. Iznémumu veido atteli,
kuros fikséti notikumi, un $o attélu vairumu var iek|aut dokumentalas fotografijas kategorija.

No formala aspekta vértéjot, dominéja divi galvenie virzieni — tie§a fotografija un pik-
torialisms. Péc autores domam, makslai atbilsto$as kvalitates piemit ne tikai piktorialisma
estétika balstitiem darbiem, bet arT ar tie$as fotografijas panémieniem raditajiem attéliem,

kuros vérojama lidziba citiem ta laika virzieniem télotaja maksla, pieméram, naturalismam.
Promocijas darba struktira

Promocijas darbs sastav no ievada, izklasta dalas un secinajumiem. levada dala pamatota
pétijuma aktualitate, sniegts parskats par vizuala un dokumentala materiala avotiem, rakstu-
rota pétijuma metodologija.

Izklasta dala sastav no septinam nodalam. Pirmaja raksturots fotografijas statuss sava
laika sabiedriba Latvija, tas lomas pieaugums sabiedriskaja sféra, pievérsta uzmaniba pro-
fesionalo fotografu izglitibas un darba iesp&jam, Tpasu uzmanibu veltot sievieSu darbibai.
Otraja aplukota amatieru kustibas attistiba, biedribu izveide un darbiba, to organizétas izsta-
des. TreSaja aplukoti dabas skati, kas iedaliti divas lielas grupas — dabas ainava un arhitekta-
ras skatos. Ceturta veltita portretam, bet piektaja raksturota socialpolitisku un kultdras dzives
notikumu fiksacija, katastrofu, darba procesu un ikdienas dzives atspogulojums Sestaja dots
ieskats fotografijas lietojuma zinatn€, medicina, kriminalistika un aktivitatés lauksaimniecl-
bas nozaré, septitaja aplukots fotografijas izmantojums makslinieku dailrade. Nobeiguma

sniegtas galvenas gutas atzinas un secinajumi.



1. FOTOGRAFIJA LATVIJAS SABIEDRIBA 19. GADSIMTA BEIGAS UN
20. GADSIMTA SAKUMA

1. 1. leskats fotografijas nozimiba Eiropas zemeés, ASV un Krievija

Par vienu no svarigakajiem notikumiem 1889. gada kluva Vispasaules izstade Parize, kuru
kopuma apmekléja ap 32 miljoni cilveku. Makslas un amatniecibas nodala interesenti tika
iepazistinati ar galvenajiem civilizacijas attistibas virzieniem, lielu uzmaniba pievérsot tiesi
fotografijai. Ar1 citur notika fotografijas piecdesmit gadiem veltiti pasakumi. Ta, pieméram,
Berliné bija sarikota liela jubilejai veltita izstade, ko iekartoja Berlines fotografu biedriba
(Photographischer Verein zu Berlin). Amerikas Savienotajas Valstis fotografi savaca ziedoju-
mus Dagéram veltttajam piemineklim, kura autors DZonatans Skots Hartlijs (Jonathan Scott
Hartley). Krievija fotografijas 50 gadu jubilejai veltitas izstades organizgja Krievu tehniskas
biedribas V nodala (5-/ oTgen IMnepaTopckoro pycckoro TexHu4yeckoro o6ujectaa). Pirma
izstade notika Maskava 1889. gada sakuma, bet otra Péterburga aprila ménesi.

Latvija netika rikoti fotografijas jubilejai veltiti pasakumi, tomér gadadienu neaizmirsa.
Ka nozimigako var izcelt Diina-Zeitung publicétu anonima autora rakstu ar izsmejosu parskatu
par fotografijas attistibu 50 gados. Domajams, ka ta bija dala no zinatnieka Maksimiliana fon
Glazenapa referata, ko vin$ nolasija Rigas tehniskaja biedriba. Svarigs ir vacu rakstnieka un
literatlras pétnieka Konrada Alberti (Conrad Alberti) Zeitung fiir Stadt und Land publicétais
parskats par fotografiju piecdesmit gados, kura ta raksturota ka viens no lielakajiem sava laika
kultdras dzives spekiem.

Janorada uz Maskava organizétas jubilejai veltitas izstades apskatu “Baltijas Véstnest”,
jo taja pirmo reizi latvieSu valoda sniegts detalizéts medija apraksts un izteiktas pardomas
par makslas un amatniecibas attiecibam fotografija, ka arT dota fotografijas lietojuma analize.

Fotografija promocijas darba aplukotaja perioda ienéma stabilu vietu daudzas cilveka
darbibas jomas. Daudz lielaks cilveku skaits saka krat attélus personiskajos albumos - gan
darbnicas tapuSus portretus, gan ekskursiju laika darinatus uznémumus. Humanitarajas
zinatnés. Loti noderiga fotografija kluva kriminalistika. 20. gs. sakuma to aizvien plasak
izmantoja reklamas, kas tika ievietotas adreSu gramatas un izdevumos par lielakajam pilse-
tam. Radas tdristu iecienitam Latvijas vietam veltiti neliela formata albumi gan ar originalfo-

tografijam, gan reprodukcijam autotipijas tehnika. Tapat aizsakas fotoZurnalistika.



1. 3. Fotografija — zinatne, amatnieciba vai maksla? Viet&jais skatijums

Lidz ar fotografijas atklasanu aktualiz€jas jautajums par tas atbilstibu kadai no cilvéka darbi-
bas jomam. Saubas neradTja zinatniskais aspekts, jo gaismas attélu raanas bija saistita ar
fiziku, Kimiju un optiku. Turpretim jautajuma par to, vai fotografija ir amatniecibas nozare vai
maksla biezi vérojama duala pieeja. Ja verteéjam péc izstadem, tad Latvija, sakot ar 19. gs.
60. gadiem, Iidz pat Pirmajam pasaules karam vietéjo profesionalu originalfotografijas liela-
koties uzllkoja par amatniecisku izstradajumu, jo tas tika eksponétas lauksaimniecibas un
amatniecibas izstadées. Sakot ar 19. gs. 90. gadiem Seit, l1dzigi ka citur, saka veidoties viedok-
lis par fotografiju ka makslu. Kritériji vari€jas, par vienu, kas fotografiju lautu iek|aut vizualas
makslas sastava, kluva subjektiva faktora ipatsvara palielinaganas darba radiSanas procesa,
kurs kluva dominéjosais piktorialisma virziena. Otrs kritérijs noteica naturalisma atziSanu par

svarigako makslas virzienu. Kopuma par mediju ka makslu vairak iestajas pasi fotografi.

1. 4. Profesionalo fotografu darbiba

Ap 1889. gadu Latvija bija izveidojies plass fotografu profesionalu slanis. Zinams, ka Kurzemé
1889. gada stradaja 14 fotografi, bet visvairak fotografisko iestazu gadsimtu mija bija Rig3, laika
no 1892. Iidz 1908. gadam tur darbojusies 159 fotografi. 19. gs. 90. gados galvenie aroda pra-
t&ji bija vacu tautibas meistari, stradaja ari krievu, ebreju, polu un dazi latviesu un citu tautibu
profesionali. 20. gs. pirmaja desmitgadé, ievérojami pieauga latvieSu tautibas meistaru skaits.
TieSi Saja perioda saasinajas konkurence, tadée| tika mekléeti dazadi risinajumi, kas |autu
izdzivot asaja konkurences cina. Viens no veidiem bija specializacija ITdztekus pamatpakalpo-
jumiem. Vél fotografi iesaistijas dazadas sabiedriskas aktivitates, pieméram, iestajas kada
biedriba, vai piedalijas biedribu rikotajos konkursos par fotografésanas tiestbam. Konkuren-
ces cina svariga kluva reklama, tai saka izmantot darbnicu skatlogus un speciali darinatas
vitrinas, reklamai kalpoja art makslinieciski noformétas pamatnes (reverss), kuru izveidei lat-

viesu fotografi nereti pieaicinaja maksliniekus.

4. 1. Izglttibas iespéjas

19. gs. beigas un 20. gs. sakuma Latvija, kas bija Krievijas sastavdala, nebija specializétu macibu
iestazu, kur varétu apgit fotografa arodu. Latvija visbiezak amata prasmi apguva kada
fotoatelj€, kur jauneklis, bet 20. gadsimta sakuma ari jaunietes, iestajas par macekli un izpil-

dija visvienkar§akos uzdevumus. Lidzigi gilzu sistémai, daudz kas $aja apmacibas procesa
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bija atkarigs no meistara. Pastavéja iespéja doties studét uz arzemém, galvenokart uz Vaciju, kur
zinasanas varéja iegut ne tikai fotografa darbnica, bet ar specializétas macibu iestadés. Latvija
fotografijas iemanu apgis$ana svariga kluva atseviSku personu iniciativa, kvalitativus kursus pie-
davaja LatvieSu fotografiska biedriba, to starplaikos — Martins Buclers. ZinaSanas varé&ja iegut vai
pilnveidot, patstavigi studéjot jaunako literatdru, 1904. gada tika izdota pirma nozimiga gramata

par fotografiju latvie$u valoda (Fotografija: Isa pamaciba padmacibai visos fotografiskos darbos).
1. 4. 2. Sievietes fotografes

Latvija pirmas sievietes amatieres darbojas RFB. Saméra liels bija sieviesu skaits bija Latviesu
fotografiskaja biedriba, bet par vinu darbibu Rigas Krievu foto kluba nekas nav zinams.

19. gs. beigas un 20. gs. sakuma vairakas sievietes atvéra savas darbnicas. Viena no
pirmajam bija muizniece Anna fon Kverfelda (AHHa ¢poH KBepgenbaTn), kura uzsaka darbibu
Dvinska (tag. DaugavpilT) 1888. gada (darbnica pastavéja Iidz 1907). Jelena Lomane (EneHa
JlomaHb) 1893. gada marta sanéma atlauju atvért savu darbnicu Césis, k3 art ieguva tiesibas
fotografet Vidzemes guberna. Latvietes profesionalo darbibu fotografija aktivi uzsaka 20. gad-
simta sakuma. Vairakas sievietes atvéra darbnicas Riga, dazas parnéma darbnicu vadisanu
péc vira naves. Sieviesu darbs fotografijas joma bija pieprasits, jo apmaksa par to bija mazaka

neka par virieSu veikumu, daudzas stradaja ka retusieres.

2. AMATIERU KUSTIBA KA MAKSLAS FOTOGRAFIJAS VEICINATAJA

Viens no fotografu amatieru apvienibu izveides céloniem bija iespé&ja apmaintties ar piere-
dzi profesionalajos jautajumos, biezi tieSi apvienibu biedri veicinaja izpratni par fotografiju
ka makslu. Bez tam, profesionalas organizacijas esamiba atviegloja izstazu organizésanu vai

piedaliSanos starptautiskos pasakumos.
2. 2. Rigas fotografiska biedriba

Latvija amatieru kustiba aizsakas 19. gs. 80. gadu beigas un 1890. gada te veidojas pirma
biedriba — Rigas fotografiska biedriba (Photographische Gesellschaft zu Riga), kura galveno-
kart apvienojas Baltijas vaciesi — amatieri un profesionali. RFB organiz&ja Amatieru izstades,
kuras varéja piedalities nearodnieki no visas Krievijas (iznémums 1910. gada Starptautiska

izstade Riga). Pirma Amatieru fotografijas izstade notika 1894. gada Riga.



Otra amatieru izstade notika 1896. gada X Viskrievijas Arheologiska kongresa laika.
No izstazu aprakstiem var izsecinat, ka tobrid saprata jedzienu ,maksliniecisks”. Ciena bija
skaidra forma, veiksmiga skata punkta izvéle, dabas paradibas raisitas noskanas, pieméram,
saulrieta tvérums. Var saprast, ka subjektivais elements nebija spécigi izteikts, bet formalaja
izpilde augstu vertéets perfekcionisms.

Péc 1896. gada izstades RFB darbiba iestajas zinams apsikums, tacu ap 1899. gadu ta
atkal kluva aktivaka, un 1902. gada biedriba noorganizeja plasu amatieru izstadi, péc skai-
ta treSo, tacu talaika presé dazkart sauktu par pirmo. Ar So izstadi fotografijas saka dalit
Makslas un Zinatniski tehniskaja nodala. Labi panakumi portreta, zanra un ainava, tomér péc
apbalvoto saraksta nosauktajiem darbiem var secinat, ka sekmigak stradats ainava. Zinat-
niski-tehniskaja nodala bija eksponétas mikrofotografijas, vésturiskas arhitektiras objektu
attéli, rentgena uznémumi un stereoskopiskas bildes.

1904. gada notika ceturta Amatieru darbu izstade. Taja jau bija 3 nodalas: Makslas, Zi-
natniski-tehniska, un Stereoskopiska — diapozitivu. Nakama Amatieru izstade bija paredzéta
1907. gada, tacu velak tika atcelta. 1909. gada RFB bija ieceréjusi sarikot visparéju, nevis ama-
tieru darbu, izstadi, tacu tada notika tikai 1910. gada. Tas bija lielakais RFB pasakums, jo tika
noorganizéta plasa starptautiska fotoizstade, kas bija iekartota Kunstverein (Rigas Makslas
biedriba) telpas Rigas pilsétas makslas muzeja un ilga no 15. jdlija I1dz 15. septembrim.

Izstade bija Zinatniska, Krasu, Makslas un Reprodukciju, ka art Celojumu, skatu, moment-
uznémumu, diapozitivu un stereoskopisko attélu nodala. Eksponéja art fotoindustrijas sasnie-
gumus un specialo literatdru. Tika izdots katalogs, bet par godalgotajiem informacija ievietota
presé. Izstades lielako dalu veidoja piktorialisma virziena parstavju darbi. Maz parstaveti bija
Krievijas foto klubi, tacéu atseviski dalibnieki bija atstijusi labus darbus un tika godalgoti. Toties
jo bagatigak bija parstaveti labakie autori no Anglijas, Vacijas, Austrijas, t. sk. no So zemju
klubiem. Darbus bija iesutijusi fotografi art no Holandes, Amerikas un Ungarijas. Péc recen-
zentu domam, labakie rezultati sasniegti portreta, tacu augstakas godalgas sanéma autori par
ainavas un Zanra uznémumiem un lauvas tiesa pienacas Linked Ring parstavjiem. No britu (dzimis
Vacija) fotografiem zelta medalu pieskira vienam no vado$ajiem Londonas portretistiem Emilam
Oto Hopem (Emil Otto Hoppé€), bet no Amerikas parstavjiem Rigas izstadé ar zelta medala tika
godalgoti ievérojama Filadelfijas portretista Eliasa Goldenska (Elias Goldensky) darbi. No vacu
skolas parstavjiem zelta medalu ieguva vadosais piktorialisma meistars Ridolfs Dirkops (Rudolf
Diihrkoop), pazistamais portretists no Hamburgas Makss Halberstats (Max Halberstadt),
modernas fotografijas parstavji no Drézdenes Bruno Virs (Bruno Wiehr) un Roberts Lérs (Robert
Lehr). 1talija dzivojoSais vacu fotografs, barons Vilhelms fon Glédens (Baron Wilhelm von

Gloeden) ieguva bronzas medalu. Apbalvoti tika arT vél dazi citi vacu skolas parstavji.
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Rigas izstadé ar kolektivizstadi bija parstavéts arf Vines ,Kameras Klubs” (Der Camera
Klub-Wien), kas ieguva mazo zelta medala. Ar kolektivizstadi, kura ieguva sudraba medalu,
piedalijas Drézdenes Amatieru fotografijas veicinasanas biedriba (Dresdener Gessellschaft
zur Férderung der Amateurphotographie). Bez tam, ar kopigu ekspoziciju piedalijas Minhenes
fotografi. Bija parstaveti Niderlandes fotografi, no kuriem ar sudraba medalu apbalvoja pikto-
rialisma parstavja, portretista Bérenda Cvéra (Berend Zweers) darbus.

Par plaso starptautisko izstades rezonansi liecina art Ungarijas piktorialista Martona

Matusika (Mdrton Matusik) daliba, kurs ieguva bronzas medalu.

2. 3. Latviesu fotografiska biedriba

1906. gada janvar tika izveidota Latviesu fotografiska biedriba (turpmak LFB) ar mérki izglT-
tot gan fotografus, gan skatitajus. Apvieniba orientéjas uz jaunakajam paradibam fotografijas
joma, no kuram par svarigako tika atzita tas ka makslas attistiba. Lielaka dala pasakumu tika
veltita profesionalo zinasanu pilnveidosanai, dazi paredzéti ari sabiedribas izglttosanai. Viena
no svarigakajam darbibas formam bija sapulces, kuras notika lekcijas par fotografijas attistibu,
par portreta un ainavas uznemsanas specifiku, par etnografiju, par tehniskam lietam, pieme-
ram, retusu, objektiviem, jaunajam tehnikam: gumijdruku, e|las krasu druku, uznémumiem kra-
sas, dazadiem papiriem kopésanai utt. Uzstasanas papildinaja paraugu demonstréjumi, notika
debates. Lai stimulétu pilnveidoties, notika ieksgjas (internas) izstades, kuras labako darbu
autori tika apbalvoti, turklat vadosie profesionali $aja sacensibas piedalijas arpus konkursa.

1908. gada ar mérki veicinat izglttibu un iepazities ar taluma dzivojoSo biedru darbiem,
pieméru nemot no anglu fotografiskas biedribas, izveidoja celojoSo albumu. Biedriba rikoja
arT tematiskus vakarus, kuru laika tika organizétas nelielas izstades, demonstréti diapoziti-
vi (tolaik saukti par miglas bildém). Nozimiga loma zinasanu pilnveido$ana bija literatrai,
kas bija pieejama LFB bibliotéka. LFB radas iecere izdot ,LatvieSu fotografiskas biedribas
gadagramatu”, taCu ta netika realizeta.

lemanu pilnveidoSanai uznems$anai briva daba kalpoja savulaik popularie izbraukumi uz
dazadam Latvijas vietam. Tie tika apvienoti arT ar kultlrvésturisko un geologisko zinasanu
paplasinasanu, izklaides elementiem, ka art ar fotografijas estétisko vértibu popularizésa-
nu. Nozimigs biedribas darbibas veids bija izstades, pirmas tris bijas slégtas (1906, 1908,
1909) un to noliks bija veicinat tikai pasu biedru iemanu attistibu. Ceturta bija pirma plasakai
sabiedribai pieejama skate, kas tika sartkota Piekto vispar€jo latvieSu dziesmu svéetku laika
1910. gada no 19. Iidz 30. junijam, bet vélak pagarinata lidz 11. jalijam. Izstade bija iedalita tris

grupas: pirma bija makslas fotografijas nodala, otra — profesionalas fotografijas un tre$a -



zinatniskas un etnografiskas fotografijas nodala. 1914. gada RLB saka gatavoties autohromu
izstadei, izveidoja ZUrija, kura ietilpa Maskavas fotografi. 1915. gada bija iecere sarikot Viskrie-
vijas fotografijas izstadi. Lielas ceribas tika liktas uz 1916. gada paredzéto ,LatvieSu makslas
amatniecibas un majas makslas izstadi”, kura fotografijai bija paredzétas atseviSkas nodalas.

1909. gada LFB ar kolektivizstadi piedalijas Drézdené Starptautiskaja fotografijas izsta-
de (Internationale Photographische Ausstellung in Dresden, 1909) un vairaki biedri — Liepajas
Fotografiskas biedribas organizétaja pirmaja izstadé. 1909. gada LFB biedrs Johansons iegu-
va zelta medalu rudens izstadé Rostova pie Donas. Nakamaja gada sekoja Budapestas starp-
tautiska foto izstade (Die internationale photographische Ausstellung in Budapest, 1910), kura,
eksponédami darbus Krievijas nodala, LFB biedri ieguva bronzas medalu. RFB organiz€taja
starptautiskaja izstade Riga 1910. gada LFB piedalijas ar kolektivizstadi, bet dazi biedri savus
uznémumus eksponéja arT atseviski. 1912. gada LFB kolektiva ekspozicija starptautiskaja fo-
tografijas izstadé Péterburga ieguva bronzas medalu. Saja gada dazi no biedriem piedalijas
foto izstade Graca. 1913. gada Tambovas izstadé LFB kolektiva ekspozicija ieguva sudraba
medalu un diplomu, bet Rieksts - zelta medalu. ST pasa gada decembra beigas un nakama
gada janvari Kubana (tag. Jekaterinodara) notikusaja izstadé LFB kolektiva ekspozicija ieguva
1. Skiras diplomu, kas pielidzinams zelta medalai, bet Edurdam Gaikim par autohromiem pie-
Skira otras Skiras diplomu. 1914. gada LFB kolektivizstdde Tambova ieguva sudraba medalu,
Tula tika apbalvoti R. Johansons un M. Buclers.

Lai arT zinami tikai dazi darbi, ar kuriem LFB fotografi piedalijas izstadés citviet, tomeér
péc iegltajiem apbalvojumiem var secinat, ka latvieSu autoru |oti 1sa attistibas perioda sa-
sniegtais bija l1dzveértigs citu, fotografijas zina daudz pieredzejusaku un materiali labak no-

drosinatu parstavju sniegumam.
2. 4. Krievu foto klubs

1906. gada nogalé Riga tika nodibinats Krievu foto klubs (Pycckuii ¢oTo-kny6, salsinajums
KFK), kura apvienojas profesionali un amatieri. Savu darbibu KFK pieteica ar vérienigu pro-
jektu — starptautiskas foto izstades sartkoSanu Riga 1908. gada. Izstadé bija seSas nodalas:
makslas; zinatniska; momenta, stereoskopiska un dabas skati; diapozitivi un krasaina fotog-
rafija; speciala literatira un drukas darbi, tacu izstaditie darbi netika klasificéti. Piedalijas
fotografi no Krievijas, Vacijas, Sveices, Somijas un no Baltijas provincém, kopa péc zinam
kataloga tika eksponéti 969 darbi.

Biedribai bija savs zurnals — @otorpaguyeckoe nckycctso. 1906. gada iznaca 6 zurnala

numuri, 1907. gada — 12 numuri, bet 1908. gada - tikai 2 numuri. Katra numura tika ievietoti viens
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vai divi raksti par aktualam témam, skaidrota makslas fotografijas butiba, rakstits par motiva
izveli, fotograféSanu tumsa un interjera, panoramisku skatu uznemsanu, iepazistinats ar moder-
nakajam kopiju izgatavosanas tehnikam, Limjéru krasu foto, par jauna veida darbnicam, ka art
doti dazadi praktiski padomi amatieriem u.c. Izdevuma tika ievietota informacija par lielakajam
izstadém Krievija un arzemés, aptverot |oti plasu regionu, ieklautas 5 lidz 6 kvalitativas foto-
grafiju reprodukcijas. Zurnala ®otorpag-/lio6utens specialisti kritizéja doTorpaguyeckoe

nckycctso par rupjam tehniska rakstura klidam, ka art noradija uz autortiestbu parkapumiem.
5. Liepajas fotografiska biedriba

Liepajas fotografiska biedribas (salsinajums LieFB) darbibu uzsaka 1909. gada aprilt. LieFB
apvienojas gan profesionali, gan amatieri. Zinams, ka 1913. gada biedriba kop€&jo biedru
skaits sasniedza 44. Viens no svarigakajiem darbibas aspektiem bija izstades. Bez tam,
LieFB regulari rikoja diapozitivu demonstrejumus. Tie notika gan iek$€jos biedribas vaka-
demonstracijai, iegadajoties projekcijas aparatu un izgatavojot diapozitivus péc noteiktam té-
mam: rakstu zimju attistibu, satiksmes l1dzek|u vésturi, celtném un pilsétam arvalstrs, celoju-
mu pa Ziemelu ledus okeanu, Baltijas novadiem un etnografiska rakstura uznémumus par lat-
viesiem. Ipasi tika domats par jaunaka gadagajuma auditoriju — pirmsgimnazijas skolniekiem.

Biedriem bija iecere izveidot albumu ar Liepajas apkartnes uznémumiem un vélak to
uzdavinat Liepajas Etnografiskajam un zinatniskajam muzejam. Lidzigi Latviesu fotografiska-
jai biedribai, LieFB rikoja ekskursijas, lai pilnveidotu iemanas uznemt daba. 1912. gada notika
kursi ar 10 teorétiskam un 10 praktiskam nodarbibam. LieFB sadarbojas ar Latviesu fotogra-

fisko biedribu, macijas no tas, bet uzzinato pieméroja vietéjiem apstakliem.

3. DABAS UN ARHITEKTURAS SKATU DAUDZPUSIBA

3. 1. Dabas skati. leskats Zanra vesture

Maksla ar jédzienu “ainava” visplasakaja nozimé var apzimét gan lauku dabas skatus, gan
jiras (marinas), ka ari skatus ar atseviskiem arhitektiras objektiem un pilsétu fikséjumiem
ar vai bez cilveku figiram. Tada pasa nozimé to var lietot ari fotografijas vésturg, tacu
promocijas darba ainavas apskats materiala labakai parskatamibai klasificéts atkariba no
fikséta objekta. Vispirms analizétas lauku ainavas un jiras skati, tad apskatiti arhitektdras
skati.



3. 2. Ainavas zanra uzplaukums gadsimtu mija

Originalo fotografiju no 19. gs. 90. gadiem, tostarp ar maksliniecisku noltku radttu attélu, sagla-
bajies maz, tade| analize I1dzas Vila Ridzenieka, Roberta Johansona un Jana Rozentala kolekcijam
galvenokart tiks izmantotas reprodukcijas. No tam bagatakais krajums atrodams izdevumos
Malerische Ansichten aus Livland, Estland, Kurland un lllustrierte Beilage der Rigaschen Run-
dschau, mazaka skaita, tacu kvalitativaki attéli pieejami zurnala “Stari” un ®otorpagpuyeckoe
uckyccTBo, tapat plass ainavu klasts tika publicéts specializétaja literatira — kalendaros un
celvezos. So attélu izvértejums |auj ieskicét formalo panémienu lietojuma galvenas vadlinijas,
skaidrojot art ainavas popularitates célonus gadsimtu mija.

Ainavas fotograféSanu gadsimtu mija veicinaja ar trisma uzplaukumu saistitas, celoju-
miem paredzétas literaturas skaitliskais pieaugums. Péc iespiedtehnikas kvalitates uzlabosa-
periods sakrita ar fotografijas tehnikas pilnveidoSanos, kas atviegloja uznémumus briva daba,
tadé| ievérojami pieauga amatieru veikto uznémumu skaits. Janem véra faktors, ka I1dz ar
lielaku cilveku skaita parcel$anos uz dzivi pilséta ilgas péc dabas pastiprinajas. Latvija Sis
process vérsas plaSuma 19. gadsimta beigas un 20. gadsimta sakuma, tade| tiesi Saja laika
populari kluva ,izbraukumi zalumos”.

Izpratne par skaisto. Par galveno uzdevumu fotograféjot ainavu tika izvirzits skaista
radi$ana. 19. gs. 90. gados par kvalitativaku uzskatija realistisku, formas skaidru uznémumu,
bez Tpasas pozitiva pécapstrades. Sis objektu detalizéts att&lojums sasaucas ar realisma
un naturalisma tendencém maksla, kas uzplauka 19. gadsimta un kuru veicinaja pozitivisma
filozofija. 19. gs. pédéja desmitgade fotografa galvenais uzdevums bija pasa daba atrast vietu,
kas atbilstu priekSstatam par skaisto, ar ko biezi saprata glezniecisko.

20. gs. sakuma stilistika mainijas, makslas fotografija ieviesas piktorialismam rakstu-
rigais formu traktéjums, kas atbilda modernas glezniecibas un grafikas formveidei, turklat
laikabiedri melnbaltaja maksla saskatija [idzibu gan ar grafiku, gan ar glezniecibu.

Panoramiska un fragmentéta kompozicija. Promocijas darba aplikojamaja perioda
mainijas uzskats par labu kadra kompoziciju. 19. gs. 90. gados, lai arT tika uznemti “tuvplani”,
domingja panoramiskas kompozicijas (galvenokart profesionalo fotografu vide), bet 20. gs.
sakuma So kompoziciju veidu skaitliskas attiecibas mainijas, fragmentétajai izkonkuréjot
visaptveroso skatu. Panoramiskums ainavas kompozicijas saglabajas art 20. gs. sakuma,
lielakoties tad, kad attéls tika uznemts ar topografisku noluku fiksét kadas konkrétas vietas

Tpatnibu.
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3. 2. 2. Galvenie ainavu motivi, dabas paradibas un objekti

Udens. Gan 19. gs. 90. gados, gan 20. gs. sakuma abu veidu dabas skatu kompozicijas biezi
sastopams udens motivs — vai ta batu upite, ezers, strauts vai dikis. Uz Gdens virsmas redza-
mais apkartéjo objektu atspulgs pieskira gleznainumu un bagatas énas kompoziciju padarija
daudzveidigaku. Atsevisku grupu veido jiras skati. Tie var bit visaptverosi Gdens klaida fik-
séjumi ar tvaikoniem, tdens stihija vétra vai mierigas gaisotnes ainas pavasart ar kistoSajam
ledus masam. lecienitas bija vilnu studijas, kas sasaucas ar sava laika gleznas un grafikas
redzamo, gan ar literarajiem darbiem.

Debesis un makoni. Gandriz tikpat svarigs motivs ka tudens bija debesis. Latvija uznem-
tajas fotografijas efektigi makoni redzami daudzas kompozicijas, kuras Iidzinas simbolisma
tradicijas darinatajam grafikam latviesu Zurnalos 20. gs. sakuma. Debesim atvéléta bitiska
loma arf juras skatos, kur tas it ka klast par ekvivalentu lielajam tdens klajumam.

Dabas motivi dazados gadalaikos. Gadsimtu mija doming&ja vasaras attéli, jo $aja gada-
laika bija vieglak uznemt. Tomér netika aizmirsti ari citi gadalaiki. Pamacibas biezi tika uzsverts,
ka fotografésanai visizdevigakais bridis ir rudens, jo valda énu parbagatiba un koku lapotnes
zudums kompoziciju padara interesantaku ar linearo ritmu daudzveidigumu. Ziemai vienmeér
veltija Tpasu veribu, jo tas uznémumi prasija labas iemanas.

Gaisma un éna. Fotografu intereSu loka bija gaismas staru fikséjums, viniem patika art
citi gaismas efekti, pieméram, norietosas saules stari. Fotografus intereséja nakts gaisma,
kas, I1dzigi ziemas uznémumiem, prasija ipasas iemanas. Buclers, sniedzot pamacibu par
nakts uznémumiem, noradija, ka nakts skatu fotograféjot nepietiek ar ilgo ekspozicijas laiku,
$ajas ainas dazkart méness jauznem atseviski un tad jaiekopé pozitiva. Gaismas pretmets
€na bija viens no biezak sastopamajiem kompozicijas elementiem. Seviski biezi bagatas énas
tika meklétas tdens atspulga, kuru attélojums dabas skatos bija sastopams daudzos kadros.

Siluets un figira. 20. gs. sakuma par svarigu kompoziciju elementu kluva siluets, reizém
tas kluva ass un kontrastejoss, uznemot objektu pret gaismu. Ar koku siluetiem savas kompo-

zicijas eksperiment€ja Ridzenieks, izteiksmigus tos radija Rieksts.

3. 3. Arhitektiras skati
3. 3. 1. Arhitektiras foto gadsimtu mija. Visparéjs raksturojums

Promocijas darba par atskaites punktu tika izvéléts fotografa izvirzitais uzdevums, objektu
uznemot, péc ta klasificétas celtnu un pilsétu skatu galvenas uznemsanas tendences un sti-

listika. ST pieeja rasta ievérojama fran&u autora Sarla Negra (Charles Négre) attélu radisanas



principos. Vin$ skaidroja, ka vienu objektu atkariba no pasutitaja vélmes iespéjams uznemt
tris dazados veidos. Arhitektam svarigs kopskats un geometriska aspekta precizitate, télnie-
kam ttkami interesantako detalu tuvplani, bet gleznotajam - izteiksmigs monumenta gleznie-
ciska un poétiska Sarma efekts.

Izveloties rakursu, fotografam vera janem ari apgaismojums, kas ietekméja celtnes detalu
énu nozimi. Pilsétas vidé aktuals jautajums par cilvéka klatbutni, gleznainuma piekritéji deva
prieksroku skatiem ar cilvékiem. Fotografi, atbalstot arhitektu koncepciju, izvéléjas uznemt at-
telus bez figiram. Joprojam ciena bija pilsétu skati no ,putna lidojuma”, resp. uznemti no kada
torna, art ielu apbuvi centas tvert péc iespéjas plasaka kopskata. Visos ieprieks minétajos gadi-
jumos dominéja topografiska pieeja, kura, pretstata piktorialisma koncepcijai par subjektiva uz-

sverumu ar formu pécapstradi, galvenais bija sniegt detalizétu vizualu informaciju par objektu.

3. 3. 2. Gleznaina pieeja arhitektiras fotografésana

Promocijas darba aplikoto arhitektura objektu uznémumu skaitliski lielako daju veido atteli,
kura objekti tika pasniegti ar ,gleznaina un poétiska Sarma efektu”. Gleznainumu arhitektdras
skatos fotografijas visbiezak nodrosinaja apstadijumi vai citi dabas elementi, kas k|uva Tpasi
fotografésanas procesa skatitaji utml. Gleznainumu vietéja materiala izvélgjas Karla Sulca,
Egerta, Hebenspergera, Bonica darbnicu meistari un Ernsts Platess (Ernst Plates).

Fotoattélu reprodukcijas tika ievietotas ari celvezos un kalendaros. 1892. gada Aleksandra
Stidas (Alexander Stieda) izdevnieciba tika izdots pirmais topografiski vésturiskais celvedis
pa Rigu ar 24 attéliem, vélak sekoja izdevumi par Vidzemes Sveici, Ogres apkartni, Baldoni.
1907. gada iznaca skolotaja un novadpétnieka Oskara Emila Smita sastaditais Album Balti-
cum; Landschafts, Cultur und Reisebilder als Beitrdge zur baltischen Heimatskunde ar apraks-
tiem par dabas un véstures pieminekliem, ko papildinaja vina pasa uznémumi. Péc pieciem
gadiem ar ievérojami labaku reprodukciju kvalitati sekoja celvedis pa Jelgavu un tas apkartni
(Mitau und Umgegend mit den Kurischen Hercogsschléssern in Wort und Bild) (1913) ar Smita
attéliem un aprakstiem.

Gan albumos, gan celvezos uzmanibas centra biezi sastopami vieni un tie pasi objekti.
No vésturiskajam celtném Baltijas gubernu lielakaja pilséta var minét Rigas pili, Melngalvju
namu, Ratsnamu, Lielas un Mazas gildes namus, Pulvertorni, Doma un Sv. Pé&tera baznicu,
no sava laika jaunblivém - Vidzemes brunniecibas namu, Birzu, muitas €ku, Pirma un Otra
pilsétas teatra €kas, Rigas Kristus Piedzim§anas pareizticigo katedrali. lecienits bija skats uz

jaunajiem bulvariem no Bastejkalna, hrestomatiska panorama ar Daugavas laba krasta apbuvi
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no pretéjas puses, tika ievietoti jaunbuvéto tiltu attéli. Lidzas atseviskiem objektiem tika
uznemti ielu skati, visvairak Vecriga un jaunaja bulvaru loka, ka arf fiksétas centralas magis-
trales — Aleksandra iela un Nikolaja bulvaris. Jirmala fotografu iecientts bija Horna darzs, kir-
majas, viesnicas, galvenas ielas; Krimulda - t.s. Sveices maja. Ipasu kategoriju veidoja seno
pilu skati. Profesionalu veiktajos uznémumos plasakai publikai parasti izveléti skata punkti,
kas dod panoramisku priekSstatu par objektu, I1dzigi ka tas bija 19. gadsimta pirmaja pusé
darinatajos akvare|os. Siem drupu attéliem bija arT politisks aspekts. Visspilgtak tas izpaudas
péc Baltijas vacu iniciativas 1905. gada revolicijas laika nodedzinato pilu palieku fiksacija.

Lidzigi mazakas pilsétas vietéjie fotografi uznéma labus arhitektiras skatus: Karlis
Andersons un Ludvigs Borevics Césis, Péteris Skrastin§ un Janis Dunis Valmiera, Eizens
Kumbergs (Eugen Kumberg) Talsos, Jiliuss Gesavs (Julius Gessau) un Aleksandrs Gesavs
(Alexander Gessau) Kuldiga, Alberts Kisners (Albert Kiissner) Liep3ja, Fridrihs Kiperts (Friedrich
Kiepert) Jelgava un Antons Ruditis Valka.

Tpasu arhitektlras uznémumu grupu veido izstazu paviljonu attéli. Vérienigaka promoci-
jas darba aplukojamaja perioda bija 1901. gada Riga sarikota izstade, ar kuru atzimé€ja pilse-
tas 700 gadu jubileju. Ta bija nozimiga ari fotografijas vésturg, jo tika izdots bagatigi ilustréts
katalogs ar izstadé redzamajiem paviljoniem. Fotografésanas tiesibas ieguva Karla Sulca
darbnica, bet izdeva Jonck&Poliewsky izdevnieciba. Kataloga dominé topografiskie uznému-
mi ar gleznainu pieeju, no augSas vai zemakas vietas fiksétu celtnu arskatu, nepievérsot ipasu
uzmanibu detalam; daudz ari interjeru attélu ar ripniecisko razotaju un amatnieku izgatavo-

tiem priekSmetiem. Kompozicijas gan simetriskas, gan asimetriskas.

3. 3. 3. Geometriska precizitate objektu tvéruma

Pievérsoties Negra aprakstitajai geometriskajai precizitatei, kas svariga arhitektiem, jaatzi-
me $Ts profesijas parstavju interesu sakritiba ar zinatnieku véelmém. Tadgjadi gadsimtu mijas
perioda pirmais nozimigais Sis pieejas piemers ir 1892. gada péc Baltijas provin¢u senatnes
un véstures pétitaju biedribas iniciativas izdotais Karla fon Lévisa of Menara albums par
laicTgo arhitektiiru no gotikas Iidz baroka laikmetam Riga, Révelé un Narva. (Die staddtische
Profanarchitektur der Gothik, der Renaissance und des Barocco in Riga, Reval und Narva). Atté-
lu uznemsanai no Libekas tika uzaicinats Johanness Nérings (Johannes NG6hring).

1903. gada Rigas Tehniskas un Arhitektiras biedribas sadarbibas rezultata izdotaja gra-
mata Riga un seine Bauten ievietoti daudzi celtnu skati, kuri, domajams, tapa konkréti §im
izdevumam ar geometriskas precizitates uzsvérumu. Atbilstosi izklasta struktirai aplikotas

dazadam funkcijam paredzetas jaunas celtnes, inzeniertehniskas bives un kulttrvésturiskie
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objekti, ka arT vésturisko stilu portali. Att€los objekts visbiezak radits viens pats, mekléti skatu
punkti, kas lauj celtni uztvert kopuma un padarit to iespaidigaku, nepievérsot uzmanibu deta-
lam. Par gaismas izvéli péc reprodukcijam visai griti spiest, tacu skiet, ka autori (ar daziem
iznémumiem) centusies izvairities no spéciga gaisménu kontrasta.

Kvalitativi attéli ievietoti Vilhelma Neimana zinatniskajos pétijumos Riga und Reval
(1908) un Der Dom zu St. Marien in Riga. Baugeschichte und Baubeschreibung (1912).

Perfekcionisms un precizitate raksturiga jaunbivju attéliem, kas ieklauti péc Rigas
Arhitektu biedribas iniciativas izdotaja gadagramata Jahrbuch der Bildenden Kunst in den
Ostseeprovinzen. Kadros $is €ékas dominé ka meistardarbi, kas uznemti no vairakiem skatu
punktiem. Lidzas kopskatiem radfti ari celtnu fragmenti. Sava nozime fotografiju lielajam for-
matam un gaisménas izvélei. Fotografu vardi, ar daziem iznémumiem, nav zinami. Var izteikt
minéjumu, ka jauno celtnu attélus fotografi uznéma, sekojot arhitektu ieteikumiem, jo €ku

arskati un interjeru skati ir specifiski kadréti.

3.3. 4. Industrialo objektu uznemumi

19. gadsimta, it 1pasi otraja pusé Latvija, tapat ka citur pasaulé, aizsakas industrializacijas
process, kas versas plasuma 20. gs. sakuma. Viens no svarigakajiem jauninajumiem bija
dzelzce|$. Promocijas darba hronologiskajas robezas ieklaujami attéli ar 1889. gada pabeigta
Rigas-Valkas-Pleskavas dzelzcela linijas bavém. So objektu uznéma divi fotografi — Péteris
Zonvalds un Hugo Hoferss (Hugo Hoffers). Saja att&lu kopuma Iidzas pabeigtajam bavém un
dzelzcela posmiem, fiks€ti ari darbu starpposmi, galvenokart tiltu celtniecibas sakums. Foto-
grafétas staciju €kas, parvadi un jaunie tilti.

Gadsimtu mija tika labiekartotas pilsétas — sakas elektrifikacija, tade| tika celtas
termoelektrostacijas, radas jauni transporta Iidzekli, iertkoja densvadus un kanalizaciju.
Gadsimtu mija Krievijas valdibas Tpasas muitas politikas dé| strauji pieauga ripnicu un
fabriku skaits Riga, un tajas uzstadija modernas iekartas. Ar sasniegumiem lepojas, tos
fiks€ja un attélus ievietoja dazados specializétos izdevumos. Efektigi ir Hebensperger &
Co fotografa uzneémumi ar ripnicas Union masinu halles iekartam un elektriska tramvaja
darbibai paredzetas Rigas elektrostacijas iekSskatiem. |_oti bagatigs industrialo interjeru at-
télu skaits ievietots ripnicas lpoBogHuk darbibas apskata, kura iepazistinats gan ar ripnica

izgatavoto produkciju, gan darba apstak|iem un ripém par stradniekiem.
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3.3. 5. Interjeru uznémumi

Salidzinajuma ar celtné@m un pilsétu skatiem, interjeri tika fotograféti retak. Sis grupas attélu
uzmanibas centra vienmér bijusas baznicu ieks$telpas — kopskati, altari un érgelu prospekti.
Pétnieciskiem noliikiem $o objektu fotografé$ana mérktiecigi veikta no dazadiem skata punk-
tiem. Fotografétas nozimigu sabiedrisko celtnu telpas, visvairak Riga: Vidzemes brunniecibas
Landtaga sézu zale un Lielas gildes zale. Fotograféti arT izstazu interjeri, muzeja ekpozicijas,
Dziesmu svétku bivju iekSskati, bet §adu skatu ir salidzinosi maz. Bagatigs moderno interjeru
klasts ievietots gadagramata Jahrbuch der Bildenden Kunst in den Ostseeprovinzen. Saja izde-

vuma lidzas telpu kopskatiem vairaki attéli veltiti atseviSkam mébelu grupam.

4. PORTRETA STILISTISKO IEZIMJU RAKSTUROJUMS

19. gs. beigas un 20. gs. sakuma lielaka dala portretu joprojam tika uznemti fotografu darbni-
cu 1pasi iekartota telpa — salona. Vairums gadijumos tie uznemti bezkaisligi ar profesionalas
rutinas panémieniem. Tomer, neraugoties uz rutina balstito attieksmi, $ada veida attéli, péc
Rolana Barta domam, var izraisit emocionalo katarsi — punctum, kas balstita katra skatitaja
personigaja pieredze.

20. gadsimta sakas diskusijas par fonu estétiskajam kvalitatem. Janis Jaunsudrabin$
uzskatija, ka vidusméra fotografam gleznots fons nepiecieSams un salidzinaja to ar skatuves
dekoraciju. Vins aicinaja atteikties no Sabloniskiem darinajumiem un rosinaja vaciskas aina-
vas aizstat ar latviskam, vél vairak — katrai vietai raksturigiem skatiem. 20. gadsimta sakuma
pakapeniski nostiprinajas koncepcija, ka salonus jaiekarto l1dzigi ikdieniSkam istabas interje-
ram - ar galdu, kréslu vai divanu, nereti jau moderna jugendstila formas.

Pretstata visai vienmulajai profesionalu produkcijai amatierfotografija 19. gs. 90. gados
paradijas jaunas tendences, bet plasak tas izversas 20. gs. sakuma. Vienu no tam, lidzigi ka
gleznotajos portretos, var raksturot ka ,dabiskuma estétizaciju”, uz kuru 19. un 20. gadsimta
mijas gleznotaja portretu maksla noradijis Eduards Klavin$. 20. gs. sakuma neliela dala
profesionalo fotografu, kas sekoja jaunajam paradibam, fotografiju uzskatija par makslu.
Vini iestajas par portretu, kas katra konkréta gadijuma atklatu individualitati, atteicas no
vinjeté$anas, koncentréja uzmanibu personas tuvplanam, kas bija iespéjams arf kvalitati-
vaku objektivu izveides dé|. Portreti biezi tika darinati piktorialismam raksturiga manieré
ar neasam, it ka nedaudz izplidusam formam, kas dazkart tika apvienotas ar simbolismam

raksturigo noslépumainibas noskanu. Sadi stradajot, svarigs bija prasmigs gaismas lietojums
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uznemot un kopiju darinasana sava laika modernajas tehnikas — gumijdruka, pigmentdruka
un bromella.

Analizéjot portretu no sociala aspekta, var izdalit divas lielakas grupas, vienu veido
“maza” jeb vienkarsa cilveéka attéli, otru grupu — slavenu un ievérojamu cilvéku portreti: aktieru,
rakstnieku, maziku, valstsviru un taja, [1dzas iznesigiem rakursiem, biezi tika radtti priekSmeti,
kas saistiti ar mode|u nodarboSanos.

Slavenu cilveku portretu klasta 20. gs. sakuma ar lielaku izvélétas vides, atribdtu un
rakursu daudzveidibu, ko noteikusi Rozentala Iidzdaliba attélu tap$ana, izcelas pasa maksli-

nieka un Ellijas Rozentales portreti.
4. 3. Portrets briva daba

TiesSi daba — gan maju pagalmos un darzos, gan lauku vai parku ainavas — darinat portretus
iecienija amatieri. Lielaku attélu kopu veido O. E. Smita uznemtie portreti, kas bieZi tapusi no-
vadpétniecisko ekskursiju laika. Japiemin arT Rozentala 1895. gada vasara Puzeniekos darinatos
Karolinas (Kerijas) fon Grothusas (Carolina (Cary) von Grothuss), vinas radu un pazinu portretgju-
mus. Aplukojamaja perioda profesionali daba biezi darinaja lielu grupu portretus, kas parasti bija
dazadu profesionalo apvienibu kopskati. Tika fotograféti fabriku vai rlpnicu stradnieku kolektivi,
arodniecisko biedribu kongresu vai kursu dalibnieki, Dziesmu svétku grupas, kazu viesi utt. 19. gs.

90. gados $adu uznémumu vél nebija daudz, to skaits ieveérojami palielinajas 20. gs. sakuma.

5. NOTIKUMU ATSPOGULOJUMS

5. 1. leskats vésture

Fotografijas vésturé lidzas ainavas un portreta Zanram svarigi ir attéli ar dazadu notikumu fik-
séjumiem. Salidzinajuma ar t€lotaja maksla pienemto izpratni par Zanru, fotografijas vésturé
apzimeéjums ,notikumu atspogulojums” pielauj plasaku interpretaciju, jo taja var tikt ieklauti
ne tikai zanram raksturigie sizeti, bet ari socialpolitisku un kultdras dzives notikumu uzné-
mumi, darba procesa fikséjumi, ka arT dabas koliziju skati. PEd€&jie miné&tie attéli jau veido
dokumentalas fotografijas klastu.

Pirmas fotografiju reprodukcijas I1dzas estampa tehnika darinatajam ilustracijam
Latvija paradijas 19. gs. 90. gadu beigas Zurnalos “M3jas Viesa Ménesraksts” (1895-
1905) un “Austrums” (1885-1928). Jauns pavérsiens 20. gs. sakuma saistits ar Rigasche

Rundschau ilustréto pielikumu Illustrierte Beilage, kura Iidzas ievérojamu cilvéku portretiem
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un cita rakstura attéliem reproducéja notikumu skatus. Savukart sporta pasakumu fiksaciju
stimuléja Rigasche Zeitung pielikums Sport. llustréts izdevums latviesu valoda ar blivaku no-
tikumu atspogulojumu paradijas 1911. gada. Tas bija Zurnals “AtpGta” (1911-1912), kura gan
biezak reproducéja arpus Latvijas robezam nezinamu autoru uznemtos kadrus. 1913. gada
sekoja zurnals “Spogulis” (1913-1914) un un “Varaviksne” (1914-1916).

Gadsimtu mija Latvija Zurnalu izdevniecibas parasti nealgoja Stata fotokoresponden-
tus. Preses izdevumos public€ja aicinajumus lasttajiem iesutit fotouznémumus un honoraru
maksaja par katru uznemto attélu. lerasta prakse bija nenoradtt autora vardu vai avotu, no kura
nemts fotoattéls. Sada pieeja atbilda talaika praksei Rietumeiropas redakcijas, kas fotoattélus
uzskatija par savu fpaSumu un ar vizualo materialu rikojas péc saviem ieskatiem, nenemot
vera fotografu intereses. Tacu nereti fotografa vards tika minéts vai ari tika uzsverts, ka spe-

cialuznémums izdarits konkrétajam izdevumam.
5. 2. Socialpolitiskie notikumi un konflikti

Promocijas aplikojamaja perioda viens no svarigakajiem politiskajiem notikumiem bija
1905. gada revoliicija. Viena no spilgtakajam liecitbam ir Rijienas fotografa Eduarda Kalcenava
fikséta revolucionaru pulcésanas, efektigi nezinamu fotografu uznemtie mitini Dundaga un
Jaundundaga, kas parada ta laika notikumu masveida raksturu. Domajams, ka lidzigi attéli
tapusi ari citas Latvijas vietas, tacu vélako notikumu gaita, kad tika ieviests kara stavoklis, kas
lava sodit nemierniekus pat bez tiesas, tikusi iznicinati.

Plasu atspogulojumu fotografijas ieguva Nikolaja Il (Hukonaii Il PomaroB) vizite Riga
par godu 200 gadu jubilejai kop$ Vidzemes ieklau$anas Krievijas sastava. ST apmeklgjuma
fiksacijas iesp€&jams uzskatit par pirmo politiska notikuma fotoreportazu Latvija.

1913. gada daudzas vietas atziméja Romanovu dinastijas 300 gadu jubileju. No $1pasa-
kuma zinami Limbazos, Valmiera un Tukuma sartkoto svétku uznémumi. Pirma pasaules kara

notikumu atteli bagatigi reproduceéti zurnala ,Varaviksne”.
5. 3. Kulturas dzive

Fotografija tika fikséti dazadi kulttiras notikumi. Promocijas darba aplikojamaja perioda no-
risinajas Ceturtie un Piektie visparégjie latviesu dziesmu svétki. Ceturtie notika Jelgava, un
svétku pasakumu fotograféSanu jeb lielo grupu bilzu uznems$anu organizatoriska komiteja
uzticéja Fridriham Kipertam (Friedrich Kiepert). Piektie vispargjie latviesu dziesmu svétki, kas

notika 1910. gada junija, jau iemazinati daudzveidigakos kadros. Lidzas ierastajiem statiska-

24



jiem portretiem vairakos momentuznémumos redzami gan svétku dalibnieki gajiena Rigas
ielas, gan skatitaju pulcésanas pie Dziesmu svétku &kas - tos uznémis Sulca fotografiskas
iestades fotografs, ka ari Skarins un Rieksts. So attélu kompozicijas parada stilistiskas izmai-
nas, jo, atkiriba no pirms piecpadsmit gadiem darinatajiem Kiperta foto, Sulcs, Skarin$ un
Rieksts dalai attelu devusi priekSroku zemakam skata punktam, tade| aina iek|auts mazaks
cilvéku skaits. Gadsimtu mija svinéja plaujas un pavasara svetkus, Umurkumuru un citus. Lielu
uzmanibu veltija bérnu svétkiem. Plasi tika atziméti Ligo svétki, fotografu interesi izraisija
Baltas pukes svétki, kuru laika tika vakti Itdzekli tuberkulozes slimniekiem. Fotografijas tika
fiksétas norises skolas — bérni macibu stundas un atpdtas briZos. levéribu izpelnijas ievéro-
nozimigu bivju uzsak$anu, gan atklasanas brizus péc celtniecibas pabeigsanas, tacu Sadas

vizualas liecibas tikpat ka nav saglabajusas.

5. 4. Sports un atputa

lespéja veikt momentuznémumus atviegloja sporta notikumu atspogulojumu. Tas sakrita ar
sporta aktivitasu pieaugumu gadsimtu mija. Salidzinajuma ar cita rakstura notikumiem sporta
pasakumu atspogulojums fotografija ir viens no bagatigakajiem. Sporta notikumu fotografijas
tika reproducétas vairakos izdevumos. Dazi attéli atrodami lllustrierte Beilage, Diina-Zeitung
sportam veltTtaja pielikuma un zurnala “Spogulis”. Japiemin arT savulaik Krievija autoritativais
zurnals Pycckuii cnoprt, kura fotokorespondents no Baltijas bija LFB biedrs Martin$ Sams,
tomeér visbagatigak notikumi tika atspoguloti Rigasche Zeitung pielikuma Sport, kas iznaca
reizi nedé|a (ar daziem iznémumiem) no 1907. I1dz 1914. gadam. Taja dazkart viena numura
reproducéja I1dz pat pieciem uznémumiem, bet pedéjos gados paradijas ari plasakas fotore-
portazas par vienu notikumu.

Skaitliska zina visbiezak fiksétas jahtu sacensibas vasara, daudz neatpaliek arT ledus
jahtu attéli. Autoklubu intensiva dzive pavéra plasas iesp€jas fotografiem, tika uznemti gan
masinu modeli, gan ainas no sacensibam. Aktivitates veicinaja vietéjas Ruso-Balt ripnicas
stratégija, it ipasi konstruktora Ziljena Potera (Julien Potterat) vadiba, kur$, pats bidams au-
tobraucejs, uzskatija, ka piedaliSsanas sacikstés ir laba reklama uznémuma produkcijai. Diem-
z€l no svariga notikuma, 1177 km gara rallija distancé Péterburga-Riga-Péterburga 1909. gada
augusta vidu zinami dazi kadri, kas publicéti Sport. Labaki uznémumi saglabajusies ar §im
sacikstém saistitajam versti garajam atrumsacikstém Ropazos, kuras tika uzstaditi sava laika
rekordi. 1911. gada notika Rigas Autokluba otrais celojums uz Teheranu. Sport tika sniegts

autobrauciena apraksts un reproducéti vairaki kadri. Citi sporta veidi izraistja mazaku intersi.
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Reti kadri ar dailslidoSanu, kamaninu braucejiem. Riga plauka aviacijas sports, 1910. gada
notika pirmie lidojumi, bet nakamaja gada - pirmas aviosacikstes. Notikums izraisTja ne tikai
Rigas Politehniska institlta Gaisa kugniecibas tehnikas studentu biedribas interesi, no kuriem
dazi fikséja notikumu, bet ari profesionalu interesi. Saméra biezi fotografétas jasanas sacen-
sibas, labakajos momentuznémumos izdevies fiksét zirgu straujo kustibu parvarot §kérs|us.
Retak pievérsta uzmaniba vieglatlétikas disciplinai, kura favortte bija kartslék$ana, jo fotografi

pienéma izaicinajumu nobildét sportistu kustiba gaisa.

5.5. Katastrofas

Gustavs Cimenss (Gustav Hermann Ziemens). Tas bija 1872. gada 10. (22.) maija lielas vie-
sulvetras raditas sekas Césu apkartné, kuras véelak iespaidigos gleznojumos radija art Jilijs
Feders. Tik vérieniga dabas katastrofa [idz Pirmajam pasaules karam Latvijas teritorija vairs
nenotika, tacu mazaka méroga postijumi tika raditi. 1908. gada septembra sakuma udens
[Tmena strauja celSanas Daugava izraisija plostu sastregumu. V€l viens liels koku sastrégums
notika 1911. gada maija sakuma uz Daugavas sakot no Jumpravmuizas, kad paris verstu garu-
ma izveidojas ap 1500 pludinato koka plostu sastrégums. Nereti tika fikséti plidi, Ridzenieks
tos bija uznémis Ventspill, Smits — Daugavpill. Ledus sablivéjumu 1914. gada janvara beigas, kad
Gauja mainija gultni, fiks€jis nezinams fotografs. Fotoreportazu par nelaimi uz jaras 1913. gada
rudent - kuga ,Volturno” deg$anu — uznémis Liepajas fotografs Mikelis Buks.

Pilsetas fotografiiemuzinaja nozimigu celtnu degSanu. 1908. gada junija Rieksts fiksé&jis
Latviesu biedribas nama degsanu. Liela ugunsnelaime plosijas Majoros 1913. gada 28. augus-
ta, kad dazu stundu laika nodega 35 celtnes, to skaita arf Horna koncertdarzs un fotografa
Egerta vasarnica. STs ainas, kuras uznéma Ansis Skarins un Hebensperger&Co fotografs, repro-

duceétas Illustrierte Beilage un zurnala “Spogulis”.

5.6. Darba procesu fikséjums

Darba ainas fiksétas gan dazadu ikdienas arodu nodarbes, gan modernu industrialo objek-
tus celtnieciba. Pirmaja gadijuma parasti fotograféts ar etnografisku noliiku. Sadus kadrus
uznémis Janis Kreslin§ ekspedicijas, gadajot materialus 1896. gada LatvieSu etnografiskajai
izstadei, tos fikséjis arf Oskars Emils Smits. 20. gs. sakuma etnografiskos skatus rosinaja uz-
nemt Martins Buclers, no kuriem vairaki darbi ar uznemto procesu aprakstiem tika reproduceéti

= u

zurnala “Stari”, bet citi veidoja LatviesSu fotografiskas biedribas etnografisko krajumu.
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Fotografus interesejusi akmens skald1taji, ST darba procesu uznémis Rozitis un nezi-
nams autors. Darba norisi kustiba, pieméram, siena vak§anu, momentuznémumos savam
kompozicijam fiksgjis Janis Rozentals. Ridzenieks Ventspill fotografgjis malkas zagétajus un
balku vedéju pajugus, osta — stradniekus darba procesa.

Fotografijas kalpoja arT progresiva saimnieko$anas veida lauksaimnieciba popularizé-
$anai. Sadam nolilkam 1914. gada “Lauksaimnieku Kalendara" tika ievietoti vairaki uznémumi
ar darza darbu ainam.

Viens no sava laika industrializacijas simboliem bija dzelzcels. Spraigs darba moments
fikséts Plavinas-Valkas $aursliezu bavniecibas procesa. Izteiksmigs ir kadrs ar stradniekiem
pirmas Rigas pilsétas subsidétas elektrostacijas bives laika Andrejsala. Taja redzami strad-
nieki tvaika katla uzstadi$anas procesa. Figiras uznemtas uz masinas fona un $kiet niecigas
salidzinajuma ar milzigo metala korpusu. Raditais kadrs ievada ta saukto ,masinu laikmetu”,

kura pieligsme un posts spilgti tika paradits vélak — 20. gs. 20. gadu fotografija un kino.
5. 7. Vernakulara fotografija

Stattélu grupa vislabak atbilst jédzienam télotajas makslas vésturé akceptétajai izpratnei par
Zanru, ar kuru saprot ikdienas dzives atspogulojumu. Fotografijas vésturé, nedaudz paplasinot
ikonografiju, So attélu grupu kops 20. gs. 80. gadiem médz apzimét par vernakularo fotogra-
fiju. Ka fotografija ierasts, terminu saprot plasi, tacu bitiskakais vernakularaja fotografija ir
ikdienas ainu momentuznémumi. Sadu attélu autori lielakoties ir amatieri, tadu taja iespéjams
ieklaut ar1 profesionalu sniegumu.

Saja promocijas darba vértétas gadsimtu mijas muzeju un bibliotéku krajumos esosas
fotografijas, kuras ieklaujas minétaja Zanra. Ikdienas dzives apskata uzmaniba veltita daziem
albumiem, priek$roku dodot tiem, kuri bagataki ar sadzives ainam, akcentéjot vizuali kvalita-
tivakos kadrus.

Hronologiski pirmais ir t.s. Krimuldas albums (LNB), kura apkopoti Natalijas fon Livenas
(Natalie von Lieven) gimenes Krimuldas muiza aizvadttie mirkli. Fotografiju autors vai autori
nav zinami, kadros redzama Livena atpta, vinas bérni stradajam darza, gimenes vieso$anas
knaza Nikolaja Kropotkina (KHsi3b Hukonasi mutpueBud KponoTkuH) gimeng, izbraucieni ar
zirgiem, muizas kalpu portreti un citi sizeti. Kopuma var teikt, ka fotografiju autoram/iem ir
bijusi laba kompozicijas izjita, it seviski skatos ar personam atpitas bridt.

Ap gadsimta miju tapis mums nezinama amatiera albums ar Baldones skatiem (LNB).
Lidzas ainavam un arhitektiras objektiem te ievietoti skati ar izbraucieniem pajiigos un pastai-

gam. Gadsimtu mijas ielas skati momentuznémumos atrodami nezinama autora t.s. Sarkanaja

27



Rigas skatu momentuznémumu albuma un Hebensperger&Co paraugu albuma, kur$ glabajas
Rigas véstures un kugniecibas muzeja.

Makslinieka Karla Brencéna albuma, kas atrodas Latvijas Fotografijas muzeja, apkopoti
Péterburga 19. gs. 90. gadu vidu studéjoSo portreti, tostarp pazistama makslinieku pulcina
,RUkis” grupas uznémums, modeli, viesibu ainas, skati no darbnicas un gimenes locek|u por-
treti. Tpasu interesi izraisa arzemju celojumu iespaidi, kas fikséti maza formata momentfoto-
grafijas, kuras Iidzas draugiem un pazinam iek|uvusi nejausie garamgajéji. So attélu dalu jau
var klasificet ka ielas fotografiju, un ta saista ar dzives mirk|a spontano fikséjumu.

Skaitliski bagats ir mizika un mazikas kritika, “Mizikas Nedé|as” redaktora Kar|a Pauci$a
krajums. Taja redzami draugi atputas brizos dzivojamo istabu interjeros, Jirmala, nododoties
sportiskam aktivitatem briva daba, ka ar1 ielu skati. Ar ikdienas dzives ainam bagata ir

makslinieka Jana Rozentala kolekcija.

6. IESKATS FOTOGRAFIJAS LIETOJUMA ZINATNE, MEDICINA,
KRIMINALISTIKA UN AKTIVITATES LAUKSAIMNIECIBAS NOZARE

Precizu un daudzpusigu parskatu par fotografijas lietojumu zinatné 19. gadsimta beigas un
20. gs. sakuma, lidzigi ka ka citas jomas Latvija, nav iespéjams ieglt kolekciju lielo zudumu
un specializeto péetijumu trukumu dé|, tomeér ieskatu, galvenokart balstitu rakstitaja materiala,
iespéjams rast. Latvija fotografijas lietojums zinatné saistits ar vietéjam biedribam, jo Seit
nebija akadémiska zinatniska centra. Biedribas apvienojas vietgja intelegence, no kuras dala
dalibnieku bija ieguvusi akademisku izglitibu.

Pieversoties konkrétajam izmantojumam eksaktajas un dabas zinatne, jaatzimé Rigas
tehniska biedriba, kuras dalibnieki interesejas par fotografijas lietojumu specifiskas jomas.
Visnozimigaka $aja biedriba bija Maksimiliana fon Glazenapa darbiba, par kura ieguldijumu
amatierfotografijas attistiba tika runats ieprieks. Profesors ne tikai bija lietas kursa par jau-
nako fotografija, vins ari eksperimentéja ar tehnologiskajiem procesiem, mekléjot aizsta-
jéju — aluminiju — fotograféSanas procesa gaismas avotam izmantotajam magnézijam. Vel fo-
tografijas sakara var minét Rigas dabaspétnieku biedribu (Naturforschervereins zu Riga, dib.
1845). Taja attélus izmantoja faktologiska materiala uzkrasanai, no kuriem daZi reproducéti iz-
devuma Korrespondenzblatt des Naturforschervereins zu Riga. Zinams, ka fotograf€jis biedribas

sekots novitatém fotografijas joma, pieméram, Vilhelma Rentgena (Wilhelm Conrad R6ntgen)
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1895. gada atklatajam elektromagnétiskas radiacijas veidam, ko misdienas pazistam ka rent-
genstarus, ar kuru palidzibu iegist uznémumus. Atklajums tika apspriests kopa ar Praktizéjosas
arstu biedribas (Gesellschaft praktischer Artze, dib. 1822) daltbniekiem 1896. gada 29. janvara
séede, kura tika demonstreéti art pirmie iegutie uznémumi, turklat minétais pasakums tika plasi
atspogulots sédes parskata. Sadus rentgena uznémumus tolaik uzskatija par fotografijam, un
uznémumus lielakoties veica pasi mediki. Tos eksponéja fotografijas izstadés zinatnes nodal3,
pirmoreiz amatieru izstadé Riga 1902. gada, ari turpmakajas izstadés.

Latviesu fotografisko biedribu, galvenokart Buclera aktivitates, var minét astronomisko
paradibu sakara. 1912. gada Buclers fotograféja Saules aptumsumu, organizéja 1914. gada
8. augusta notikusa pilna Saules aptumsuma fiksaciju.

Péc gadsimtu mija pienemta fotografijas iedalljuma zinatniskajai fotografijai pieskaitija
art uznémumus kriminalistika, kurus praksé ieviesa dazus gadus péc atklajuma patentésa-
nas. Zinams, ka 20. gs. sakuma Rigas kriminalpolicijas fotografi bija labi apguvusi amatu, par
ko liecina pirma godalga 1909. gada Starptautiskaja izstade Drézdené un 1910. gada Starptau-
tiskaja izstade Riga — maza zelta medala, par kuru fotografam Rozentalam izteikta pateiciba

20. gs. pirmas otras desmitgades sakuma attéli, kas saistiti ar aktivitatem lauksaimnie-
cibas nozares, ar1 bija kluvusi par ierastu praksi. Fotografiju plasi izmantoja etnografijas no-
zaré. LatvieSu vide STjoma bija cieSi saistita ar savas nacionalas identitates apzinasanos. Tika
organizétas ekspedicijas uz dazadam Latvijas vietam, un vislielako ieguldijumu fotomateriala
uzkrasana ir devis Janis Kréslins. Etnografisko studiju nolika 1899. gada komponists Emilis
Melngailis fikséja teicgjus. Skolotajs Jurijs Novosjolovs (fOpui Jumutpuesnd HoBocénos),
kurs 1902. gada apmetas uz dzivi Riga, pievérsas latvieSu tautas dzives pétniecibai un foto-
graféja raksturigakos tipus. Ar domubiedra A. Kuznecova (A./. KyaHeyog) atbalstu 1910. gada
vin$ izdeva gramatu JlaTbiwy. Par etnografiskiem var uzskatit arf Oskara Emila Smita fotogra-
fetos lauku laudis, kuri parasti uznemti darba procesa vai raksturigajiem darba rikiem

20. gadsimta sakuma péc Martina Buclera iniciativas etnografiska fakstura fotografiju
vaca LFB locekl|i. Tika izveidots albums, vairaki attéli, kurus papildinaja apraksti, reproduceti
zurnala “Stari”. Buclers un Martins Lapins$ izgatavoja latvieSu tipu fotografijas Pirmajam vis-
pasaules rasu kongresam, kur$ notika Londona 1911. gada. Tas vélak vini uzdavinaja Rigas
LatvieSu biedribas muzejam.

Etnografiska rakstura uznemums Seit veikusi arf somu specialisti, kurus intereséja [i-
biesu kultira. 1902. gada Somijas Nacionala muzeja Etnografijas nodalas intendants Aksels
Olavs Heikels (Axel Olai Heikel), iepazistoties ar ITbieSu apdzivoto teritoriju Ziemelkurzemé
no Mikeltorna Iidz Kolkai, uznéma pirmas IibieSu fotografijas. Somu valodas specialists

Emils Nestors Setele (Eemil Nestor Setéld) bija vacis materialus Kurzemes ITbie$u ciemos
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jau 1888. gada, atkartoti 1912. gada, un pedeja minéetaja ekspedicija vina déls Vilho Setele
(Vilho Suonio Setald) fotografijas dokumentéja ITbiesSu zvejniecibu, biskoptbu, lauksaimnie-
cibu, lopkopibu un apgérbu.

Batiska loma fotografijai bija véstures pétnieciba. Par galveno organizatorisko centru
kluva 1834. gada dibinata Baltijas provin€u un senatnes pétitaju biedribas pétitaju biedriba
(Gesellschaft fiir Geschichte und Altertumskunde der Ostseeprovinzen Russlands). P&c tas
iniciativas tika vakti senie dokumenti, aizsakta to publicéSana un komentésana, kratas dazada
rakstura lietiskas vertibas, apkopotas zinas par nozimigakajam personibam un vésturiska-
jiem notikumiem un tml.

Vesturiska materiala uzkrasana fotoattélos notika ari citas biedribas, jau iepriek§ miné-
taja Kurzemes literatiras un makslas biedriba, Rigas literari praktiskaja pilsonu savieniba,
Césu Dzimtenes pétisanas biedribas muzeja (Museum der Gesellschaft fiir Heimatkunde in
Wenden) un Rigas arhitektu biedrib3, ka ar7 veidojas privatas kolekcijas.

Veéstures pétniecibas pasparné veidojas makslas zinatne. Lidztekus arhitektiras izzina-
$anai tika pievérsta uzmaniba télotajai un lietiSkajai makslai, un fotografijas sakara lidzas séju-
mam “Gotikas, renesanses un baroka laiciga arhitektira Riga, Révelé un Narva” japiemin vél divi
albumi: Goldschmiedearbeiten in Livland, Estland und Kurland (1892) ar Antona Biiholca (Anton
Buchholtz) paskaidrojo$o tekstu un Werke mittelalterlicher Holzplastik und Malerei in Livland
und Estland (1892) ar Vilhelma Neimana paskaidrojoso tekstu. ArT Siem s&jumiem originalus
fotograféja Baltijas provin¢u un senatnes pétitaju biedribas izveletais fotografs un izdevéjs
Johanness Nérings.

Patstavigu pasvertibu attéli ieguva Reinholda Gulekes sastaditaja albumu sérija Alt-Liv-
land: Mittelalterliche Baudenkmdler Liv-, Est-, Kurlands und Oesels (1896). Ar fotoattéliem
aktivi stradaja pirmais diplométais makslas vésturnieks Latvija Vilhelms Neimanis, un re-
produkcijas biezi papildinaja vina publikacijas. Télotajas makslas vésturé Neimana gramata
“Baltijas gleznotaji un télnieki 19. gadsimta: Biografiskas skices ar makslinieku gimetném un
vinu darbu reprodukcijam” / Baltische Maler und Bildhauer des XIX. Jahrhunderts: biograp-
hische Skizzen mit den Bildnissen der Kiinstler und Reproductionen nach ihren Werken (1902)
ieziméja vizuala materiala jaunu sistematizacijas pakapi Baltijas makslas vésturé. Jaatzime,
ka stradajot pie $1s gramatas Neimana riciba jau bija Jiliusa Déringa (Julius Déring) apkopo-
tie materiali par maksliniekiem, tacu vin§ gan Saja izdevuma, gan 1908. gada klaja nakusaja
“Baltijas makslinieku leksikona"/ Lexikon baltischer Kiinstler atteicas no vecaka koléga izvéles
apkopojuma iekJaut informaciju par fotografiem.

20. gadsimta sakuma arf latviesu vide fotografiju saka izmantot apgiistot makslas man-

tojumu. Tas bija periods, kad intensivi tika apzinats, ka arT uzkrats muzejos tautas makslas
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mantojums, bet uz ta bazes makslinieki, domajot par nacionalo stilu, vélak radija modernas
formas. Citi meistari turpretim deva prieksroku laika gaita aprob&tam vertibam un ornamen-
tam. Sakuma liela loma Saja procesa bija Rigas LatvieSu biedribai, kur tika izveidots muzejs ar
etnografiska rakstura kolekciju. 20. gs. sakuma etnografisku materialu vak§ana aktivi iesaisti-
jas profesionalie latvieSu makslinieki. Viens no tadiem bija Rihards Zarin$. Klidams par zurna-
la “Austrums” nodalas “Maksla un amats” vaditaju (1904-1905), vin$ aicinaja arf citus iesatTt
materialus, tostarp ari dazadu etnografiska priekSmetu fotografijas

Loti nozZimiga loma fotografijai bija Jilija Straumes darbiba. Vins, sakot no 1907. gada,
kad pienéma Krievijas Zemkopibas ministrijas piedavajumu, 16 gadus nodzivoja Gruzija. Tur
Straume fotograféja paklajus un citus lietiSkas makslas priekSmetus. Ekspedicijas Gruzijas
ciemos, Armeénijas, Azerbaidzanas un Dagestanas aulos tika fotografétas ari senas celtnes.

Voldemars Matvejs fotografiju izmantoja pétniecibai. Tai makslinieks pievérsas 1912. gada
vasara, kad "sanémis “Jaunatnes Savienibas” pilnvaras dibinat kontaktus ar kolégiem Vacij3,
apmekl€ja Minheni, kur iepazinas ar “Zila jatnieka” parstavjiem. Matvejs, celojot kopa ar domu-
biedri Varvaru Bubnovu (Bapeapa by6HoBa), divos ménesos divpadsmit etnografiskajos Rie-
tumeiropas muzejos (Vacija, Francija, Holande, Belgija, Anglija, Norvégija) nofotograféja tolaik
sabiedribas lielakajai dajai vél nesaprotamo afrikanu, Okeanijas, bet Sanktpéterburgas Pétera
Pirma Krievijas Zinatnu akadémijas Antropologijas un etnografijas muzeja (Kunstkamera) ko-
lekcija — Ziemelazijas skulptiru. Tas kluva par ilustrativo materialu vina apceréjumos “Lieldie-
nu salas maksla”, “Négeru maksla” (izdota jau péc Matveja naves 1919. gada) un, domajams,
butu ievietotas arT paredzétaja izdevuma “Ziemelazijas skulptura®, jo saglabajies liels skaits
tur darinato teélu uznémumu. Bez tam, iegutas atzinas kalpoja ari teorétiskajam pétijumam par
faktiru: “Radosie principi plastiskajas makslas. Faktira”.

Fotografija veicinaja ne tikai makslas zinatnes pétniecibu, bet bija svariga makslas dar-
bu popularizésana. Fotoattélu izmantojums lekcijas, kas veltitas t€lotajai makslai, bija ierasta
prakse, bet diapozitivus saka lietot sakot ar 1900. gadu. Viena no pirmajam savas lekcijas
to darija vacu rakstniece un makslas vésturniece Berta Neltinga (Bertha Noelting). Savukart
Martins Buclers LatvieSu makslas veicinasanas biedribai davinaja 120 diapozitivus ar latvieSu
makslinieku darbiem, kas bija paredzéti Jaunsudrabina lekcijai par latvieSu makslu.

Jaatzime ari periodisko izdevumu loma makslas darbu reproducésana. Visvairak gleznu,
grafiku, lietiSkas makslas izstradajumu attélu ievietots gadagramata Jahrbuch der Bildenden
Kunst in den Ostseeprovinzen. So uznémumu autori lielakoties nav zinami. Latviedu valoda
iznakusajos izdevumos attélu bagataks klasts ievietots zurnalos “Majas Viesa Ménesraksts”
(1895-1905) un “Vérotajs” (1903-1905). Pirmaja minétaja uzmaniba galvenokart veltita kla-
siskam vértibam, otraja — modernam, papildinot Jana Rozentala apceres par laikabiedriem.
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Saistiba ar Pirmo LatvieSu makslas izstadi (1910) tapa pirma recenzija latvie$u presg, kuru
papildinaja darbu reprodukcijas. Ta publicéta zurnala “Izglitiba” (1909-1911). Saja zurnala vél
vairaki kvalitativi reproduceti attéli pievienoti teatra izrades “Uguns un nakts” apskatam. Uzve-
dumu, dekoraciju un to skicu, ar teatri saistito personu télniecisko portretu, pieminek]u attéeli
reproducéti arT zurnala “Skatuve un Dzive” (1913-1915).

1909. gada Janis Rieksts bija ieceréjis izdod latvieSu makslai veltita izdevuma | dalu,

tacu ta netika realizéta.

7. FOTOGRAFIJA MAKSLINIEKU DAILRADES PROCESA

19. gs. beigas un 20. gs. sdkuma fotografijas lietojums makslinieku darbiba — gan dailradg,
gan pétnieciba, bija kluvis paSsaprotams, turklat dala no viniem fotograféja pasi. Fotografijas
un gleznoto darbu mijiedarbibai, pateicoties labi saglabatajam makslinieka fotoarhivam, vis-
detalizétak iespéjams izsekot Jana Rozentala gleznieciba un grafika. Vins lietoja gan pasa,
gan citu autoru uznemtos attélus

Sekojot "Riuka” pirmas paaudzes izvirzitajam mérkim radit savas tautas dzivi, Rozentals
kraja dazadu socialo slanu tipu attélus: ubagus, ¢iganus, plostniekus, saimniekus, jauno lat-
vie$u inteligenci, un kada dala $o kadru tika izmantota, stradajot pie diplomdarba, par kuru
Rozentals 1894. gada 23. oktobrT (5. novembrT) ieguva pirmas pakapes makslinieka nosaukumu.

Daudzas fotografijas, kas uznemtas Péterburga, Sadovajas ielas bijusaja fotodarbnica,
kuru Rozentals 1895.-1896. gada 1réja kopa ar Vilhelmu Purviti un Johanu Valteru, liecina par
mekl€jumiem sizetam ,Makslinieka darbnica”.

Saglabajusie uznémumi, kuri izmantoti darba pie kompozicijas “Gavilgjosie bérni” (“Pava-
sara dziesma”, 1901, LNMM). Rozentals bija radijis paris pusaudza uznémumu: iecerei atbilstosa
poza - darbnica, bet gavilésanas studijai — plava uz piekalnites fona. Sis siZets partapa ilus-
tracijas macibu gramatam un vélak tika atkartots glezna ,Pavasaris” (ap 1909-1911, Tukuma
muzejs) ar vél lielaku gleznieciskas formas ekspresiju neka 1901. gada varianta.

Biezi Rozentals fotograf€jis savu sievu Elliju, Sie kadri tapusi ka kompozicijas fiksaci-

X =n

jas gleznam ,Zem piladza”, ,Rudens saulé”, ,Gimene Sigulda” u.c. Izmantoti ar profesionalu

fotografu attéli, kas tapusi sadarbiba ar gleznotaju, pieméram, Ernsta fon Hirsheita (Ernst von
Hirschheydt) uznémumi lietoti gleznam “Laila”, “Ellija ar abolu” (leva?) un vairakiem Ellijas portre-
tiem, domajams, art altargleznai “Kristus un samariete”. Rozentals sadarbojas ari ar Jani Riekstu.

Poétiskus, nedaudz noslépumainus Ellijas portretus, kas vienlaicigi ir t€lu mekl&jumi

Rozentalu kompozicijam, sadarbiba ar gleznotaju, domajams, izgatavojusi Sofija Badhe. Sa-
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darbiba ar amatieri Arvidu Zili rezultéjas viena no efektigakajiem Ellijas un Jana dubultporre-
tiem, kas vélak kalpoja par avotu zim&jumam “Dubultportrets” (1905, LNMM).

Lidz §im nav pétits fotografijas lietojums Eduarda Brencéna dailradé. To vin$ tas saka
izmantot, stradajot pie ilustracijam bralu KaudziSu romanam “Mérnieku laiki”, kad sanéma
[Tdzek|us no Rigas LatvieSu biedribas Derigu gramatu nodalas, lai kratu materialu, no kura
radija makslinieciskus tipus “Mérnieku laikiem”.

Voldemars Matvejs fotografiju izmantoja pétniecibai, tacu ta netiesi atspogulo ari vina
jaunas formas mekl€jumus gleznieciba, kas iezimé&jas péc Gotlandes un Visbijas apmeklgju-
ma 1909.-1910. gada.

SECINAJUMI

Izpétes procesa tika apglts plass vizualais materials un rakstitie avoti, ka rezultata var seci-
nat, ka gadsimtu mija Latvija fotografija tika izmantota visdazadakajas jomas — gan ikdienas
mirk|u fikséjuma, gan zinatné, gan maksla u. c.

TieSi promocijas darba apliikojamaja perioda izveidojas profesionalo fotografu slanis.
Ja 19. gs. 80. gadu beigas vinu darbiba koncentréjas lielakajas pilsétas, tad, sakot ar 20. gad-
simtu, darbnicas tika atvértas art mazpilsétas un mazak apdzivotas vietas, bet 1si pirms Pirma
pasaules kara izveidojas pat zinama meistaru parprodukcija. Maintjas art nacionalais sastavs —
vaciesiem, krieviem, ebrejiem un poliem liela skaita pievienojas latviesi. Saja nodarbé aizvien
vairak iesaistijas ari sievietes.

Izglitibas iespé€jas fotografiem Latvija bija lidzigas ka visa Krievija — neesot specializée-
tajam macibu iestadém, Seit arodu galvenokart apguva kada pieredz€jusa meistara vadiba
darbnica vai paSmacibas cela. Praktisko un teorétisko zinasanu paplasinasana latviesu vide
svarigi kluva 20. gs. sakuma LatvieSu fotografiskas biedribas organizétie kursi, bet prese tika
publicéta informacija art par iesp&jam iegat izglitibu Vacija.

lepriek§€jos pétijumos uzmaniba galvenokart pievérsta medija attistibai sakot ar 20. gad-
simtu, lielako véribu veltot latvieSu darbibai. Promocijas darba izzinatie fakti parada, ka nozi-
migs process — amatieru kustibas aizsakums — Latvija paradijas agrak, 19. gs. 80. gadu beigas
un 90. gadu sakuma. Taja dominé€ja Baltijas vaciesi, kuri jau 1890. gada Seit izveidoja pir-
mo fotografisko biedribu, kas darbibas pirmaja desmitgadé sarikoja divas izstades, kuras
fotografijas eksponé€ja ka pasvértibu pretéji lauksaimniecibas un amatniecibas izstadém,
kas gan bija |oti iecienitas, taCu att€li tajas tika novietoti starp visdazadakajiem amatniecibas

izstradajumiem.
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Rigas fotografiskaja biedriba un Krievu foto kluba dominé&ja amatieri, turpretim LatvieSu
fotografiskaja biedriba un Liepajas fotografiskaja biedriba [Tdzas amatieriem svariga bija art
profesionalu iesaiste. Tas liela méra skaidrojams ar nacijas vésturisko attistibu, jo latvieSiem
bija nepiecieSams nodrosinat savu materialo neatkaribu pretstata, pieméram, muiznieku kar-
tas parstavjiem no Baltijas vacu un krievu aprindam. Tadée| fotografijas jomas labakie parzi-
nataji latviesu vidu bija tiesi profesionali, un vinu iesaistiS§anas biedribas ne tikai lielaka méra
veicinaja aktivaku zinaSanu apmainu amatieru vidd, bet ari savstarpé€ji bagatinaja abas puses.

Amatieru kustiba Latvija aktualizéja jautajumu par to, vai fotografija ir maksla. Amatieru
un to profesionalu vida, kas iesaistijas biedribas, valdija uzskats, ka ta ir maksla. Turpretim
vietéja sabiedriba, ar daziem iznémumiem, dominé&ja uzskats, ka fotografija ir amatniecibas
nozare, kas ir saistita art ar zinatni. Turpinot pétijumu, priek§statu par fotografijas statusu
sabiedriba varétu papildinat ar izvértéjumu par Krievija izstradatajiem autortiesibu likumiem,
kas aplikotaja perioda mainijas.

Apkopotie fakti ir paplasinajusi priek§statu par fotografisko biedribu aktivitatem kopu-
ma, it ipasi par Krievu foto klubu. Par tradicionalam latvieSu biedribas kluva ekskursijas, bet,
cik var noprast no atseviskiem faktiem, vacu un krievu biedribas lielaka nozime bija personu
individualajiem celojumiem.

Nozimigs biedribu aktivitasu veids bija izstazu organizéSana. RFB 1894. gada sarikoja
pirmo tikai fotografijai veltito izstadi Latvija, bet KFK 1908. gada — pirmo starptautisko izstadi,
kuru gan kvalitates zina piesaistito eksponentu dé| parsp€ja RFB organizéta starptautiska
izstade 1910. gada. LatvieSi darbibas sakuma posma veidoja tikai biedribas locek|iem do-
matas ekspozicijas, bet pirma plasakam skatitaju lokam paredzéta izstade notika 1910. gada
vienlaicigi ar Pirmo latvieSu makslas izstadi. LFB aktivi piedalijas arzemiju izstadés, un sanemtie
augstie apbalvojumi Jauj secinat, ka latvieSu meistaru |oti 1sa laika sasniegtais attistibas limenis
bija lidzvertigs citu, fotografijas zina daudz pieredze€jusaku un materiali labak nodroSinatu
parstavju sniegumam.

Lidz ar izstadém saka attistities vietéja fotografijas kritika. Vértéjumu nebija daudz, dalai
rakstitaju nav zinami vardi, tomér nu Iidzas citam kultiras dzives jomam veltitiem rakstiem
presé bija lasama informacija ari par fotografiju, tad€jadi pakapeniski pieauga sabiedribas
priek$stats par mediju. Sakuma perioda - 19. gs. 80. un 90. gados — informétibas zina par
fotografiju vél pastavéja atskiriba starp Baltijas vacieSiem un latvieSiem. Vacu valoda vietéja
presé tika publicéti kvalitativi Vacija un Austrija atzitu kritiku un pétnieku raksti. To skaits
nebija liels, tacu pietiekams, lai lasitajs bitu informéts gan par medija vésturi, gan jaunaka-
jiem tehnologiskajiem risindjumiem, gan estétisko potencialu, visbieZzak pievér§ot uzmanibu

portretam. Promocijas darba minétie fakti arT parada, ka Iidzas specializétajam izdevumam

34



Illustrierte Beilage der Rigaschen Rundschau (1900-1914) medija izzina btiski ir raksti avizés
Diina-Zeitung, Rigasche Zeitung un Libausche Zeitung. Krievu valoda ITidzvertigi raksti tika pub-
liceti zurnala ®oTtorpaguyeckoe uckycctao (1906-1908), bet latviesu valoda - Zurnala “Stari”
(1906-1908, 1912-1914). Te var piebilst, ka turpmakaja pétnieciba varétu veltit uzmanibu spe-
cialas terminologijas attistibai latviesu valoda.

Raksturojot vizualo materialu, secinats, ka visvairak saglabajies portretu, lai gan zinams,
ka fotografi uznémusi ainavas, kas gadsimtu mija bijis iecienitakais zanrs, seviski amatieru
vidd. 19. gs. beigas dabas skati tika darinati tiesas fotografijas estétika balstitajos principos
bez kopiju pécapstrades, bet kops 20. gadsimta, it ipasSi izstadém paredzétajos darbos, saka
izmantot piktorialismam raksturigos panémienus, un abu veidu attélus, péc autores domam,
var ieklaut fotografijas ka makslas aprité.

Ainavas zanra iznémums ir arhitekttras objektu foto, kuri labak zinami tadel, ka liela
skaita reproducéti specializétajos izdevumos un pétijumos. Seit vél paveras darbibas lauks,
lai skaidrotu fotografiju avotus, it ipasi attéliem, kuri ievietoti Jahrbuch der bildenden Kunst in
den Ostseeprovinzen (1907-1913). To formala stilistika sakrit ar citviet gadsimtu mijas arhi-
tekturas fotografijai raksturigo, priekSroku dodot skaidrai formai nevis piktorialisma impresio-
nistiskajam skatijumam.

Portreta zanra dominé t. s. maza cilvéka uznémumi, kas atklaj profesionalu ierastos
cilveku fikséSanas veidus. Lielaka formalo panémienu daudzveidiba redzama ievérojamu
cilvéku portretéjuma.

Politisku notikumu un dabas katastrofu fiksacija, ka art kultiiras dzives, sporta aktivi-
tasu un ar industrializaciju saistito darba procesu atspogulojums vértéjams ka fotozurnalis-
tikas aizsakums Latvija. Sis process izvérsas 20. gs. sakuma un sakrit ar norisém pasaulg,
kad uzlabojas attelu reproducésanas iespéjas — izmantojot fotomehanisko panémienu, kas
nomainija ieprieks biezi lietoto litografiju vai térauda graviru, palielinajas periodisko izdevumu
skaits, kuros tika ievietoti aktualo notikumu attéli.

Misdienas ir pieaugusi interese par vernakularo fotografiju, kas vésta par cilveku ikdienas
dzivi. ArT Latvija Sie attéli visbiezak tika apkopoti albumos. Kopuma vernakulara fotografija
paver plasas iesp€&jas talakai petniecibai, analizéjot to gan ka materialas kultdras sastavdalu,
gan ka identitates veidotaju.

Fotografijas lietojums medicina, kriminalistika, eksaktajas un humanitarajas zinatnés
promocijas darba tikai ieskicéts, tomér, péc autores domam, tas bija nepiecieSams, lai fotografi-
jas attistibas aina iezZimétos skaidrak. To iesp&jams izvérst plasak, apzinot lielaku faktologis-
ko un vizualo materialu, kas |autu gan precizét attélu izmantojuma nozares (it ipasi eksaktajas

zinatnés), gan noskaidrot fotografiju autorus.
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Kop$ medija rasanas to novértéja makslinieki. Gaismas raditais attéls saka aizvietot
ar zimuli vai krasam fiksétas dabas un cilvéku studijas. Promocijas darba lielaka uzmaniba
veltita faktiskajam fotografijas lietojumam makslinieku dailrad€, tatu So procesu iespéjams
analizét no citiem aspektiem, piemé&ram, ka fotografija ir vai nav ietekméjusi formveidi konkréta

makslinieka dailradé vai izpratni par laika fiksaciju makslas darba.
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INTRODUCTION

The Relevance of the Subject

Being a relatively recent addition to the fine arts, photography has not been as extensively re-
searched as the more venerable branches of fine art. Despite the comparatively short history
of photography as an artistic medium, researchers’ perspectives on it have not remained un-
changed. In the 19th century, photography was valued, first and foremost, as a technical and
scientific achievement, and its history was written by the practitioners of photography them-
selves, who also played a major role in creating new photographic technologies. The view of
photography as another fine art has been developing since the beginning of the 20th century.
The History of Photography: From 1839 to the Present, first published by Beaumont Newhall in
1937 in connection with the exhibition dedicated to the centenary of photography at the Mu-
seum of Modern Art in New York and later reissued multiple times with the author’s additions
and emendations, became one of the foremost examples of the historicizing approach to the
study of photography. Even though Newhall focuses primarily on the aesthetic qualities of the
works of a number of outstanding photographers, he also pays considerable attention to the
development of photographic technology. Since the 1970s - 1980s, the study of photography
has become further specialized and professionalized. Photography has entered the discursive
fields of philosophy, sociology and cultural history. Postmodernism and feminism have also
contributed to the changing currents and patterns in the study of photography, drawing spe-
cial attention to the relativity of our knowledge (postmodernism) and to the work of women
photographers, many of whom have been unfairly neglected and altogether forgotten (femi-
nism). Nowadays, researchers favour a multidisciplinary approach to the study of the medium.

Specialized research of photography in Latvia began in the 1970s. Péteris Korsaks
played a very important part in this research, publishing articles on a number of related issues
as well as biographical sketches in periodicals. The first study of photography published in
book form in 1985 (“Latvijas fotomaksla: Vésture un misdienas” / Latvian Photography: Histo-
ry and the Present) was a collection of articles covering the development of the medium over
150 years. Korsaks provided valuable insights into the beginnings of photography in Latvia and
traced its development until the end of the 1930s, paying special attention to the Latvian mas-
ters, their aesthetics and the professional associations they founded. We should also mention
Vladimirs Eihenbaums'’ research into the photo workshops in Latvia from the end of the 19th
century until the 1940s.

Even though recently there has been a surge of interest in the study of the history of pho-

tography, the approach taken by researchers is far from comprehensive: either photography
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is analysed in the context of the general history of the visual arts (e.g. Klavins, Eduards.
“Fotomakslas sakumi” // “Latvijas makslas vésture. 4. [séj.] Neoromantiskd modernisma pe-
riods. 1890-1915" (2014) / Klavins, Eduards. “The Beginnings of Photography” // Latvian Art
History. Vol. 4. The Period of Neoromantic Modernism: 1890-1915 (2014)), or it is examined
within the framework of ethnography (e.g. History of Folklore Collection in Photographs (2014);
“Kamér vél laiks: fotoetnografijas sakums Latvija” / While There Is Still Time: The Beginning of
Photoethnography in Latvia (2022)), or attention is paid solely to women photographers (e.g.
“Sudrabmeitenes. Fotografijas retuséta vesture” / Silver Girls: The Retouched History of Pho-
tography (2020)). Katrina Teivane-Korpa gave an overview of the activity of photographic so-
cieties and the analysis of the photography criticism in the beginning of the 20th century in
her doctoral thesis “Fotomakslas attistiba Latvija un Roberta Johansona (1877-1959) rado$a
darbtba” / The Development of Photographic Art in Latvia and the Creative Activity of Robert
Johansson (1877-1959) (2016). There has still not been a systematic, comprehensive over-
view of Latvian photography from its beginnings to the present day, analysing it as a medium
that reflects various fields of human activity and events. The author of the current doctoral
thesis offers exactly such a multifaceted study of the development of photography in Latvia,
focusing on the end of the 19th century and the beginning of the 20th century, when it expe-
rienced rapid changes that affected both its technical possibilities and the aesthetic criteria
for its evaluation. The study explains the importance of photography for the Latvian society
of that time, paying special attention to women who took up photography either as a form of
entertainment or as a trade. The thesis highlights the role of amateurs in the development of
photography as an art and examines the activity of photographers’ professional associations
in the wider socio-political context more thoroughly than the previous studies of the subject.

The empirical, evidential basis of the thesis comprises a large set of photographic im-
ages, which are examined from various perspectives. The genres of portrait and landscape
photography can be evaluated according to the criteria which are widely used in the study of
the other visual arts. The thesis analyses, however, not only pictorialist, but also straight pho-
tography, which gained prominence at the turn of the 20th century and which also deserves
to be included in the category of photography as a fine art. This approach finds endorsement
both in the contemporary conception of visual art and in the statements and works of the im-
portant masters of the time period under investigation.

The thesis examines for the first time the full variety of the photographic representations
of the major events at the turn of the 20th century and suggests ways in which these rep-
resentations may be of use in contemporary research. While a small number of these images

can also be included in the category of visual art (mainly vernacular photography), the majority

38



of the photographs under consideration can be classified as works of photojournalism, which
is a part of documentary photography. Together with fine art photography, it is constitutive of
both the visual history of culture and the history of visual culture. The thesis also draws atten-
tion to the role of photography in the work of artists.

As currently there is no comprehensive database of Latvian photographers, every effort
has been made to collect the relevant biographical data of the photographers mentioned in
the thesis. In those cases where it has proven impossible, reference has been made to their
work in their workshops.

The timeframe of the current study has been largely determined by the thesis author’s

previous research.

The Aim and Objectives of the Thesis

The aim of the study is to provide a comprehensive overview of the development of photogra-
phy in Latvia at the end of the 19th century and at the beginning of the 20th century, including
an examination of the status and role of photography in the society at the turn of the 20th cen-
tury. In order to reach this aim, the author of the thesis has set the following objectives: 1) to
reveal the role of photography in the turn of the century culture, society, politics and economy
and to show its relations with the dominant trends in the fine arts of the period; 2) to examine
the contributions of the photographers in the chosen timeframe to such genres as portrait,
landscape and documentary photography and to reveal the importance of the use of photo-
graphic images in science and art; 3) to place, as far as possible, the development of Latvian
photography in the given period within the context of the development of world photography,

providing an insight into photographers’ contributions to the relevant genres elsewhere.

The Timeframe of the Study

The thesis examines the development of photography in the period from the end of the19th
century until the beginning of World War I. In Latvia, this period is characterized by the diversity
of aesthetic approaches, which echoes the contemporaneous developments in other parts
of Europe and of the world. It should also be emphasized that it was in this time that the Lat-
vian nation began to assert itself among the nations of Western Europe as an equal partner,
especially in the sphere of culture, including photography. In the period of about a quarter of
a century, significant changes took place in the development of photography in Latvia. The

chosen timespan includes the year 1889, which marked the fiftieth anniversary of the invention
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and patenting of photography. The comparison of the celebration of the fiftieth anniversary of
photography in Latvia and elsewhere makes it possible to highlight the differences between
the development of photography in Latvia, in the major countries of Western Europe and in
Russia’s main urban centres, St. Petersburg and Moscow.

In the period under consideration, photography was widely used to capture important
cultural events, to enable discoveries in science, to portray people and to record everyday oc-
currences. Amateur photographers’ associations led to the founding of the first photographic
society in Latvia in the 1890s, followed by three more about 15 years later. An important turn-
ing point in the history of photography at the beginning of the 20th century was the emergence
of art photography, which began to be treated on a par with painting and graphic art. Pictorial-
ism, the main trend in photography in that time, was creatively adapted and developed by the
Latvian photographers.

The beginning of WWI has been chosen as the terminus of the study because the war dis-
rupted the rhythm of peaceful life in the territory of Latvia and diverted attention and resources

to the needs of the war.

The Visual Material of the Study

The visual material examined in the thesis comprises around 15.000 photographs taken from
the end of the 1880s to 1914. They have been found in the largest repositories of the Latvian
museums, in the libraries, archives, private collections and digital databases, as well as in
various period publications. About half of them are original photographs (both paper posi-
tives and glass negatives), the other part are reproductions. The reproductions of the original
photographs have been analysed because many turn-of-the-century photographs, such as
those of nature scenes and public events, have not survived. Given the not always ideal quality
of photographic prints of that time, their reproductions make it easier for the researcher to
examine their composition and choice of scenes than to make definitive conclusions about
their formal properties or about the specific techniques used by the photographers. There are
many works in postcard format in the set of original photographs as such specially prepared
and formatted paper was widely available at the turn of the century and used for photographic
prints. The overview does not include postcards made by various companies and photogra-
phers using one of the available printing techniques as their number was huge at the turn of
the 20th century. Such postcards deserve a separate study, which would examine not only
their visual qualities, which were not always of major importance in these works, but also their

important social function.
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The research has drawn upon the original photographs from Carl Schultz’s and Emanuel
von Eggert’s albums about Riga, Jirmala and Vidzemes Sveice (Vidzemes Switzerland), the
album published in 1895 with Hebensperger&Co images and others.

New technologies have greatly facilitated the study of the visual material. The electronic
database “ZudusT Latvija” (Latvia We Have Lost) created by the National Library is especially
commendable. Photographs taken in the chosen timespan are also widely reproduced nowa-
days in various kinds of printed works, primarily in guidebooks. Many photographic images of
interest to us have found their way into history and art history studies. Given the small number
of the original photographs in the landscape genre, Ernst Seraphim’s album Malerische An-
sichten aus Livland, Estland, Kurland: ein Jubildaums-Album aus Anlass des 700jéhrigen Beste-
hens der Stadt Riga (1901) has provided a relatively broad overview of the genre.

Some periodicals are an important source of photographic images. Portraits of promi-
nent people can be found in the photographs included in the Illustrierte Beilage der Rigaschen
Rundschau (1900-1914), which also presents the viewer with an opportunity to get to know
new developments in photographic techniques in that period. Another important source of im-
ages is therichly illustrated yearbook of the Riga Society of Architects, Jahrbuch der Bildenden
Kunst in den Ostseeprovinzen (1907-1913), which stimulated the collection of images of not
only ancient but also recent artefacts. The high-quality photographic images published in the
magazine “Stari” (Rays) (1906-1908 and 1912-1914) give the researcher an opportunity to get
acquainted with the works of Latvian photographers active at the beginning of the 20th centu-
ry. The photographs published in the magazines “Spogulis” (Mirror) (1913-1914) and “Varavik-
sne” (Rainbow) (1914-1916) present a panoramic view of the social and political events of the
time. Several recent specialized studies illustrated with reproductions of photographs from

the late 19th and early 20th century have also proven useful.

Literature Review

The materials in the periodicals published in the chosen period formed the evidential basis
for a detailed study of the photography in Latvia in that period. These materials include short
and long reviews of exhibitions, articles about professional photographic societies and adver-
tisements for photographers’ workshops, which often provide the only available information
about the activities of individual photographers. These publications also provide an insight
into the theoretical approaches to photography in Latvia in that time.

In the early 1880s, the Latvian public was informed about the snapshots of Eadweard

Muybridge and Etienne-Jules Marey, and in the mid-1880s the Rigasche Zeitung (The Riga Times)
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republished the extensive article “Instantaneous Photography” (Moment-Photographie) by
Johannes Ziegler, a contributor to the Wiener Allgemeine Zeitung, which told a story about
the new possibilities in photography and microphotography of celestial bodies. An extensive
article on the daguerreotype (Das Jubildum der Daguerreotypie), reprinted from the Volks-Zei-
tung, followed the next year. The first articles about the amateur photographers’ movement
appeared in the local press in 1888. One of them was Maximilian von Glasenapp’s essay “On
Amateur Photography” (Uber Amateur-Photographie). In the 1890s, the news about amateur
photographers’ exhibitions abroad and reviews of the local exhibitions organized by the Riga
Photographic Society / Photographische Gesellschaft zu Riga (hereinafter RFB) appeared
more and more frequently in the press. At the end of 1896, the Beilage zur Baltischen Monatss-
chrift published an article by Julius Norden about the next year’s International Amateur Photo
Exhibition in Berlin, which was the most professional publication on photography in the local
press in the 1890s.

Even more attention was paid to amateur photography in the press in the 20th century.
Important publications appeared in the lllustrierte Beilage der Rigaschen Rundschau, which
devoted a special column to photography, publishing both practical advice and theoretical
essays. Among the articles published in the following years, the German writer and art critic
Eugene Kalkschmidt's essay Vom kiinstlerische Lichtbilde. Das Bildnis (1903) deserves special
attention as does an important article on scientific photography (Wissenschaftliche Photogra-
phie) in the Diina-Zeitung in 1908 by the photography researcher Fritz Hansen, which was a re-
print from the Welt der Technik. Along with such broad reflections, short pieces of information
about the use of photography in various fields appeared in the local press from time to time,
most often focusing on astronomy and medicine.

From 1906 to 1908, a specialized magazine “Art of Photography” (®oTorpaguyeckoe
nckycctso) edited by Oskars Zoltners (Ockap 3o1b4THepb) was published in Riga in Russian.
In 1906, Martins Buclers started publishing the Latvian-language magazine “Stari”. From 1906
to 1908, it devoted only a section to photography, but between 1912 and 1914, it became a spe-
cialized magazine dedicated to photography. During the period when the magazine was not
published, several important articles about photography were published in the newspapers
“Dzimtenes Véstnesis” (News of Homeland) and “Latvija”.

The number of contemporary studies devoted to the 19th and 20th century photography
in Latvia is small, and each of them is dedicated to a specialized field, although overall interest
in the history of photography has increased. The extensive exhibition “Hibridu parlidojumi.
Makslinieks ka fotografs. 19. gs. vidus — 2010” (Hybrid Flights. Artist as Photographer. From
the Middle of the 19th Century to 2010) organized by Iréna Buzinska in the exhibition hall of the
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Latvian National Art Museum Arsenals (2011), which included materials dedicated to the turn
of the century photography, deserves special attention. Unfortunately, its value for the study
of photography is somewhat lessened by the absence of an exhibition catalogue. Buzinska’s
contribution to the characterization of Voldemars Matvejs’ performance as a photographer is
also significant (Nakotnes makslas mekléjumos. Voldemars Matvejs — arpus Eiropas maks-
lu pétnieks un fotografs // Nakotnes makslu meklgjot: Voldemars Matvejs un arpus Eiropas
(Afrikas, Okeanijas un Zieme|azijas) maksla / In Search of the Art of the Future. Voldemars
Matvejs — Non-European Art Researcher and Photographer // Searching for the Art of the Fu-
ture: Voldemars Matvejs and Non-European (African, Oceanian and North Asian) Art (2015)). In
his book “Latvie$u portreta gleznieciba. 1850.-1916.” (Latvian Portrait Painting: 1850 —1916)
(1996), professor Eduards Klavins focuses on the interrelations between photography and
some of the other fine arts while in his introductory article for the catalogue “Portrets Latvija.
19. gadsimts” (Portrait in Latvia: 19th Century) (2014), he outlined the influence of photography
on the portrait genre in Latvia in the second half of the 19th century. The author of the current
thesis showed the connections between photography and the work of the outstanding Latvian
painter Janis Rozentals in her contribution to the catalogue, “lluzora pasaule. Fotografija un

portrets 19. gadsimta” (Illusory World: Photography and Portrait in the 19th Century).

In her article ‘Jana Kréslipa fotografijas ka latvieSu tautas portrets” (Janis Kréslins’s Pho-
tographs as a Portrait of the Latvian People) (2015) the author of the current thesis exam-
ines the use of photography in the Latvian ethnographic exhibition of 1896 as well as Janis
Kréslins’s contribution to photography (Janis Kréslins was an ethnographer and an artist who
explored traditional Latvian cultural values). Her article “Gaismas rakstitais un gleznotais por-
trets Latvija 20. gs. pirmaja pus&” (Portrait Written and Painted by Light in Latvia in the First Half
of the 20th Century) provides a deeper insight into the development of the portrait genre. The
article was written in connection with the exhibition dedicated to the portrait genre in the 20th
century (“Portrets Latvija. 20. gadsimts. Sejas izteiksme” / Portrait in Latvia in the 20th centu-
ry: Facial Expression) (2018). The rich photo archive of Janis Rozentals is analysed in relation
to the artist’s own personality and creative process in the thesis author’s article “Domu un
sapnu pilnais makslinieks. Jana Rozentala fotokolekcijas véstijums” // “Janis Rozentals” (An
Artist Full of Thoughts and Dreams: The Message of Janis Rozentals’ Photo Collection // Janis
Rozentals) (2017). The thesis author has also found the following essays by Gunita Baumane,
a researcher at the Latvian National History Museum, pertinent to her project: the essay on
Oscar Emil Schmidt's photographs of Latvian medieval castles (“Oskara Emila Smita Latvijas
viduslaiku pilu fotokolekcija” // “Pétijumi par Kurzemes un Zemgales pilim” / Oskars Emils

Smits’ Photo Collection of Latvian Medieval Castles // Studies on Kurzeme and Zemgale Castles
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(2005)) and the essay on his landscape photographs (“Ainava fotografa un novadpétnieka
Oskara Emila Smita kolekcija” // “Kultlirvéstures avoti un Latvijas ainava” / Landscape in the
Collection of the Photographer and Regional Researcher Oskars Emils Smits // Culture History
Sources and Latvian Landscape (2011)).

In the latest monographs on Vilis Ridzenieks (2018) and Roberts Johansons (2022), pho-
tography is analysed both as a kind of visual art (pictorialism) and as a way of documenting
reality. The Latvian State Historical Archive has provided useful data on the permits issued to
open photographic workshops and a folder with pertinent materials about the Latvian Photo-
graphic Society.

The author of the doctoral thesis has drawn on a wide range of resources, including
articles in periodicals, pertinent works on history and philosophy, encyclopaedias, histories of
photography, studies of particular types and aspects of photography and works on individual

photographers.

The Methods Used in the Study

At the beginning of the current research, when identifying and accumulating visual and factual
material, the empirical method was used. A systemic approach is at the core of the present
research as it enables the researcher to analyse various phenomena in their interaction, pay-
ing equal attention to the historical situation as a whole, the role of individual events and the
importance of personality.

The typological method has been employed in order to classify the empirical data ac-
cording to a given set of criteria. In the course of the research, it was necessary to decide upon
the principles of classification: whether to rely on the traditional division into genres accepted
in art history or to look for other reference points. Eventually, it was decided that the main
criterion should be the purpose for which the photograph was taken. Such an approach made
it possible to organize the empirical material into categories with clearly defined boundaries.

The hypothetico-deductive method has been very useful for the clarification of various
uncertain issues. Assumptions about such issues were tested against the existing data. All
kinds of visual details have been taken into account here: the change of the photographer’s
brand, workshop accessories that made it possible to determine authorship, fashion, the time
of taking the picture, etc. The biographical approach and the comparative method have also
been important in reaching the aim of the research.

An iconographic analysis of the visual material has been carried out, which made it pos-

sible, for example, to determine the most characteristic features of the photographs within
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one genre taken in different periods, while the formal method has been used in the analysis of
some vivid examples to describe the visible reality they depict.

The images have been classified according to the photographer’s objectives, and this
classification largely coincides with the division of artworks into genres accepted in the study
of the fine arts. The exception to the rule is images that capture events, but most of these
images can be classified as documentary photography.

From a purely formal perspective, two main trends prevailed in the period under dis-
cussion: straight photography and pictorialism. According to the author of the thesis, both
pictorialist and straight photography possess properties that allow us to classify them as art.
Straight photography, for example, shares certain features with some other trends in the visual

arts of that time, such as naturalism.

The Structure of the Thesis

The thesis consists of an introduction, seven chapters and conclusions. In the introductory
part, the relevance of the research is substantiated, an overview of the empirical and theoretical
sources is provided and the methodology of the research is described.

The discussion of the research results consists of seven chapters. The first chapter de-
scribes the status of photography in the Latvian society in the chosen timeframe and the
growth of its role in the public sphere. It also discusses the educational and work opportu-
nities for professional photographers, paying special attention to the work of women pho-
tographers. The second chapter examines the development of the amateur photographers’
movement, the creation and operation of photographers’ associations and the exhibitions or-
ganized by them. The third chapter examines photographs depicting outdoor scenes, which
are divided into two large groups: landscape photography and architectural photography. The
fourth chapter is dedicated to the genre of portrait photography, while the fifth one discusses
photographs showing events in socio-political and cultural life, natural disasters, work scenes
and scenes of everyday life. The sixth chapter provides an insight into the use of photography
in science, medicine, forensics and agriculture. The seventh chapter considers the use of pho-
tography in the creative work of artists. The conclusions to the thesis sum up the main results

and findings of the research.
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1. PHOTOGRAPHY IN LATVIAN SOCIETY AT THE END OF THE 19TH
AND AT THE BEGINNING OF THE 20TH CENTURY

1. 1. The Importance of Photography in the European Countries, the USA and Russia

One of the most important public events in 1889 was the world fair in Paris, which was visited
by around 32 million people. In the Palaces of Fine Arts and Liberal Arts interested visitors
could get acquainted with many achievements of human civilization, including photography.
Events dedicated to the fiftieth anniversary of photography were also held elsewhere. For ex-
ample, there was a big jubilee exhibition in Berlin organized by the Berlin Photographers’ So-
ciety (Photographischer Verein zu Berlin). In the United States, photographers collected dona-
tions for a monument dedicated to Daguerre by Jonathan Scott Hartley. Exhibitions dedicated
to the 50th anniversary of photography in Russia were organized by the Vth branch of the
Russian Technical Society (5-# oTgen MIMnepaTopcKoro pycckoro TexHuyeckoe o6LjecTaa).
The first photography exhibition was held in Moscow at the beginning of 1889, and the second
in Petersburg in April.

1. 2. The Status and Role of Photography in Latvian Society at the End of the 19th
and at the Beginning of the 20th Century

No events dedicated to the anniversary of the invention of photography were held in Latvia,
but the anniversary was not forgotten. An article by an anonymous author published in the
Diina-Zeitung provided an exhaustive overview of the development of photography in the first
50 years of its existence. Presumably, it was a part of the paper by the scientist Maximilian
von Glasenapp, which had been delivered at the Riga Technical Society. The review published
by the German writer and literary researcher Conrad Alberti in the Zeitung fiir Stadt und Land
described photography as one of the greatest forces in the cultural life of its time. The Latvian
newspaper “Baltijas Véstnesis” (Baltic Messenger) published a review of the exhibition dedi-
cated to the jubilee in Moscow. This review is particularly noteworthy because it provides the
first detailed description of photography in the Latvian language, reflects on the relationship
between art and craft in it and examines possible uses for the relatively new medium.

During the period covered by the thesis, photography occupied a stable place in many
areas of human endeavour. Many more people began to collect photographic images in their
personal albums, the humanities began to stock up on visual material and its use in the exact
sciences expanded. At the beginning of the 20th century, it was increasingly used in adver-

tisements placed in address books and in publications devoted to major cities. Small-format
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albums devoted to popular Latvian tourist destinations, with both original photographs and

reproductions in the autotype technique, were created, and photojournalism began.

1. 3. Latvian Debate on the Status of Photography: Science, Craft or Art?

With the discovery of photography came the question of its relevance to a particular field of
human activity. Its scientificimportance was not in doubt, since the production of photograph-
ic images was linked to physics, chemistry and optics. What was questioned was whether
photography was a craft or an art. In Latvia, from the 1860s until the First World War, original
photographs by local professionals were largely regarded as craftworks and they were exhibit-
ed at agricultural and crafts exhibitions. From the 1890s onwards, in Latvia, just as elsewhere,
a view of photography as an art began to emerge. The criteria for the inclusion of photography
into the category of the visual arts varied, but one of the most important criteria was the in-
creasing importance of the subjective factor in the process of creating a work, which became
especially important in the Pictorialist movement. Another criterion was the recognition of
naturalism as the most important artistic movement of the time. In general, photographers

themselves were mostly in favour of regarding photography as an art.

1. 4. Activities of Professional Photographers

By the end of the 19th century, Latvia had developed a large professional photographic com-
munity. In 1889, 14 photographers were known to be working in Kurzeme, but the largest num-
ber of photographic institutions at the turn of the century was in Riga, with 159 photographers
working there between 1892 and 1908.

Inthe 1890s, German masters were the main experts in the trade. They worked alongside
Russian, Jewish, Polish and Latvian photographers as well as photographers of other national-
ities. Their workshops operated mainly in the larger cities. In the first decade of the 20th centu-
ry, the number of Latvian masters increased significantly and photo studios were also opened
in small towns and parishes. It was during this period that competition among photographers
intensified and made them seek ways to survive the fierce competition. One way was to pro-
vide specialised alongside basic services. Photographers also became involved in various
social activities, such as joining an association or taking part in competitions organised by
associations for photography rights. The competition made advertising important, so studio
windows and specially made showcases were used for it. In addition, Latvian photographers

often employed artists to design the reverse side of the photograph.
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1. 4. 1. Educational Opportunities

In the late 19th and early 20th century, Latvia, which was part of the Russian Empire then, had
no specialised educational institutions for photographers. In Latvia, the most common way
for young men, and from the beginning of the 20th century also young women, to acquire the
photographer’s trade was through apprenticeship in a photographic studio, where they per-
formed the simplest tasks. Similar to the guild system, much of this training depended on the
master. It was also possible to study abroad, mainly in Germany, where one could acquire the
profession of a photographer not only in the photographer’s workshop but also in specialised
educational institutions. In Latvia, individual initiative was important in learning photography
skills. High-quality courses were offered by the Latvian Photographic Society as well as by
Martin$ Buclers. One could also acquire new ideas and skills through self-study. In 1904, the
first important book on photography in Latvian was published: “Fotografija: Isa pamaciba
pasmacibai visos fotografiskos darbos” (Photography: A Short Comprehensive Guide for Self-
Study).

1. 4. 2. Women photographers

The first female amateur photographers in Latvia worked in the Riga Photographic Society
(hereinafter RFB). There were also a relatively large number of women in the Latvian Photo-
graphic Society, but nothing is known about their activities in the Riga Russian Photo Club.

At the end of the 19th and at the beginning of the 20th century, several women opened their
own photo workshops. One of the first was the noblewoman Anna von Kverveld (AHHa ¢oH
Keepgenbars), who opened her own studio in Dvinsk (today Daugavpils) in 1888 and remained
active until 1907. Jelena Lomane (EneHa JlomaHb) received a permit to open her workshop in
Ceésis in March 1893, and she also obtained the right to take photographs in the Vidzeme gov-
ernorate, where Césis was then situated. At the beginning of the 20th century, the number of
Latvian photographers increased. Several women opened photo workshops in Riga and some
took over the management of workshops after the death of their husbands. Women’s work in
the field of photography was in demand because the pay for it was lower than for similar men’s

work. Many women worked as retouchers.
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2. THE ROLE OF THE AMATEUR PHOTOGRAPHERS" MOVEMENT IN
THE DEVELOPMENT OF ART PHOTOGRAPHY

One of the reasons for the creation of amateur photographers’ associations was the oppor-
tunity they gave their members to share experience in professional matters. It was often the
members of these associations who promoted the recognition of photography as an art. In ad-
dition, photographers’ societies facilitated the organization of exhibitions and their members’

participation in international events.

2. 2. The Riga Photographic Society

The amateur photographers’ movement in Latvia began at the end of the 1880s and in 1890,
the Riga Photographic Society (Photographische Gesellschaft zu Riga) became the first pho-
tographic society in Latvia. It mainly united Baltic German photographers, both amateurs and
professionals. The RFB organized amateur exhibitions in which non-professionals from all
over the Russia Empire could participate (the exception was the 1910 International Exhibition
in Riga). The first amateur photography exhibition was held in Riga in 1894. The second am-
ateur exhibition took place in 1896 during the Xth All-Russian Archaeological Congress. The
reviews of the exhibitions allow us to understand the meaning of the term “artistic” as it was
used in that time. The works that were considered “artistic” were expected to exhibit clear
forms and an appropriately chosen point of view and to convey moods induced by the contem-
plation of natural phenomena, such as the sunset. Subjectivity was to be downplayed while
perfectionism in the formal execution was highly valued.

After 1896, there was a lull in the staging of the exhibition by the RFB, but around 1899
it picked up momentum again and in 1902 organized a large Amateur exhibition. Even though
in reality it was the third such exhibition, the press of that time sometimes referred to it as
the first. The exhibition heralded the division of photography into scientific and artistic types
displayed in two different sections. Even though portrait, genre and landscape photographs
all got a warm reception, the list of the works that received awards demonstrates that land-
scape photography carried the day. The part of the exhibition devoted to scientific-technical
photography displayed microphotographs, images of historical architectural objects, X-rays
and stereoscopic pictures.

In 1904, the fourth exhibition of amateur photographers’ works was held. The exhibition
was divided into 3 sections: artistic, scientific-technical, and stereoscopic slides. The next

Amateur Exhibition was scheduled for 1907, but was later cancelled. In 1909, the RFB intended
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to hold an exhibition of both professional and amateur photographs, but this did not happen until
1910 when a large international photo exhibition took place in the premises of the Kunstverein
(Riga Art Society) in the Riga City Art Museum and lasted from July 15 to September 15. It was
the biggest event organized by the RFB. The exhibition was divided into the following 5 sec-
tions: 1) scientific, 2) colour, 3) art, 4) travel, scenery, instantaneous and stereoscopic slides,
5) reproduction. The exhibition clearly demonstrated the achievements of the photo industry
and promoted specialist literature.

An exhibition catalogue was published, and the information about the award recipients
was published in the press. Most of the works presented at the exhibition were in the style of
pictorialism. The most interesting and varied of the 5 sections was the one dedicated to art
photography. The Russian photo clubs were not well represented, but some members of these
clubs had sent good works to the exhibition and received awards for them. However, both
individual photographers and photo club members from England, Germany and Austria were
especially well represented. Photographers from Holland, America and Hungary also sent in
their works. According to the reviewers, the best results were achieved in the portrait genre,
while the highest awards went to the authors of landscape and genre photographs. The lion's
share of the prizes went to the representatives of the British photographic society The Broth-
erhood of the Linked Ring. The German-born British photographer Emil Otto Hoppé, who was
one of the leading London portraitists, was awarded a gold medal as was the prominent Phila-
delphia portraitist Elias Goldensky, one of a number of American photographers participating
in the exhibition. A number of the representatives of the German school were awarded gold
medals: the leading master of pictorialism Rudolf Diihrkoop, the well-known portraitist from
Hamburg Max Halberstadt and two photographers from Dresden, Bruno Wiehr and Robert
Lehr. Baron Wilhelm von Gléden, a German photographer living in Italy, won a bronze medal.
Some other representatives of the German school were also awarded. The Vienna “Camera
Club” (Der Camera Klub-Wien) won a small gold medal for its group project. The Dresden Asso-
ciation for the Promotion of Amateur Photography (Dresdener Gessellschaft zur Férderung der
Amateurphotographie) won a silver medal for its joint project. In addition, photographers from
Munich also participated with a joint project. Dutch photographers were also represented, of
which the pictorialist portraitist Berend Zweers, who was one of a number of Dutch photogra-
phers participating in the exhibition, was awarded a silver medal. The Hungarian pictorialist

Marton Matusik won a bronze medal.
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2. 3. The Latvian Photographic Society

In January 1906, the Latvian Photographic Society (hereinafter LFB) was established with
the aim of educating both photographers and viewers. The association focused on the latest
phenomena in the field of photography, the most important of which was its growing rec-
ognition as an art. Most of the events organized by the LFB were dedicated to developing
photographers’ professionalism by improving their skills and increasing their knowledge of
the subject, while some were also intended for public education. One of the most important
forms of its activity was the organization of meetings where lectures were delivered on such
diverse subjects as the development of photography, the peculiarities of taking portrait and
landscape photographs and ethnography. The lectures also addressed a number of technical
matters, such as retouching, using different lenses and employing such new techniques as
rubber printing, oil colour printing, making colour photos and using various kinds of photo
paper for prints. The lectures were complemented by practical demonstrations. Debates on
various issues also took place. In order to encourage photographers to improve the quality of
their work, the LFB organized exhibitions solely for its members. The authors of the best works
received awards while the leading professionals presented their works without participating
in the competition.

In 1908, in order to promote photographic education and acquaint the public with the
works of the society members living far away, the LFB followed the example of the English
photographic society and created a “traveling album”. The association also held thematic
events, which included small exhibitions and the demonstration of slides (then called “foggy
pictures”). The literature available in the LFB library also played an important role in dissemi-
nating new developments in photography. The LFB planned to publish “Latvie$u fotografiskas
biedribas gadagramatu” (Yearbook of the Latvian Photographic Society), but the plan was not
realized.

The LFB organized outings to various parts of Latvia in order to practise plain air pho-
tography. These popular and entertaining trips also aimed to increase the club members’
awareness of cultural history and geology and to promote the aesthetic value of photography.
Organizing exhibitions was an important activity of the society. It was only the society mem-
bers who exhibited their works at the first three exhibitions it organized (1906, 1908, 1909)
and their purpose was to encourage the society members to improve and perfect their skills.
The fourth exhibition was the first one open to the general public. It was held during the 5th
Latvian Song Festival in 1910, first from June 19 to June 30, but later extended to July 11.
The exhibition was divided into three sections: the first was devoted to art photography; the
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second exhibited professional photography; the third displayed scientific and ethnographic
photography. In 1914, the LFB began to prepare an exhibition of autochrome photographs and
created a jury, which included Moscow photographers. In 1915, it planned to hold a photogra-
phy exhibition for the whole of the Russian Empire. Great hopes were placed on the “Latviesu
makslas amatniecibas un majas makslas izstade” (Exhibition of Latvian Art, Handicrafts and
Home Art) planned for 1916, in which separate sections were planned for photography.

In 1909, the LFB took part in the Dresden International Photography Exhibition (Inter-
nationale Photographische Ausstellung in Dresden) with a joint project, and several society
members participated in the first exhibition organized by the Liepaja Photographic Society. In
1909, the LFB member Johansson won a gold medal at the autumn exhibition in Rostov-on-
Don. The following year, the Budapest International Photo Exhibition (Die internationale pho-
tographische Ausstellung in Budapest) followed, where the LFB members won a bronze medal
by exhibiting works in the Russian Empire section. In the international exhibition organized by
the RFB in Riga in 1910, the LFB participated with a group project, but some society members
also exhibited their photographs separately. In 1912, the team project of the LFB won a bronze
medal at the international photography exhibition in St. Petersburg. The same year, some of
the society members participated in a photo exhibition in Graz. In 1913, at the Tambov exhibi-
tion, the LFB collective exposition won a silver medal and a diploma, and Rieksts won a gold
medal. At the exhibition held in Kuban (today Yekaterinodar) at the end of December of the
same year and in January of the following year, the LFB collective exposition won a 1st class
diploma, which was equivalent to a gold medal, while Edurdas Gaikis was awarded a second
class diploma for his autochromes. In 1914, the LFB collective exhibition in Tambov won a
silver medal, while R. Johansons and M. Buclers received awards in Tula.

Although only a few works with which the LFB photographers participated in exhi-
bitions elsewhere are known, judging by the awards obtained, it can be concluded that the
achievements of the Latvian masters were equal to those of the more experienced and better
equipped photographers.

2. 4. The Russian Photo Club

At the end of 1906, the Russian Photo Club (Pycckuii poTo-kny6, abbreviated KFK) was found-
ed in Riga, which united both professionals and amateurs. Soon after its inception, the KFK
embarked upon an ambitious project to organize an international photo exhibition in Riga in
1908. The exhibition was divided into six sections: art photography; scientific photography;
instantaneous, stereoscopic and outdoor photography; slides and colour photography; spe-
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cialist literature; and printed works. Photographers from Russia, Germany, Switzerland, Fin-
land and the Baltic provinces participated. A total of 969 works were included in the exhibition
catalogue.

The Club had its own magazine, “®oTorpaguyeckoe nckycctso” (Art of Photography).
It was supposed to be published every month and in 1906, the year the club was founded,
there were 6 issues, in 1907, 12 while in 1908, only two issues. Each issue included articles
on a number of topical issues, such as the nature of art photography, the choice of the sub-
ject to photograph, taking panoramic photos and taking pictures in the dark and in the in-
terior. The magazine also introduced its readers to the most up-to-date photo printing
techniques, Lumiere colour photography and new types of photo workshops. In addition, it
provided various practical tips for amateurs and information about the largest exhibitions in
the Russian Empire and abroad. Each issue also included 5 or 6 high-quality reproductions
of photographs. Specialists of the magazine “®oTtorpad-/lto6utens” (Amateur Photographer)
criticized ®oTorpaguyeckoe nckycctao for gross technical errors, and also pointed to its cop-

yright violations.

2. 5. The Liepaja Photographic Society

The Liepaja Photographic Society (abbreviation LieFB) was founded in April 1909. Both pro-
fessionals and amateurs joined the LieFB. In 1913, the total number of members in the society
reached 44. One of the mostimportant aspects of its work was the organization of exhibitions.
In addition, the LieFB acquired a slide projector and regularly held thematic slide shows. There
were slide shows solely for the society members as well as for a wider audience. Some of
the themes of the slide shows were: development of writing systems, history of the means
of transportation, buildings and cities in foreign countries, a voyage across the Arctic Ocean,
the Baltic regions and Latvian ethnography. Special consideration was given to the younger
audience.

The members of the LieFB planned to create an album with photographs of the area
around Liepaja and present it to the Liepaja Ethnographic and Scientific Museum. Similar to
the Latvian Photographic Society, the LieFB organized trips to the countryside to improve its
members’ skills of taking pictures in the open air. In 1912, the society held courses including
10 theoretical and 10 practical lessons. The LieFB cooperated with the Latvian Photographic

Society, learned from it and adapted what they had learned to the local conditions.
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3. OUTDOOR PHOTOGRAPHY: LANDSCAPE AND ARCHITECTURAL
PHOTOGRAPHY

3. 1. Landscape: An Overview of the History of the Genre

In art, the concept of “landscape” in the broadest sense can be used to refer to views of rural
areas, of the sea (seascape), of individual architectural monuments and of the city (cityscape)
with or without human figures. In the same sense, the term can also be used in the history of
photography, but in the current dissertation, for greater clarity, landscape photographs are

classified according to the objects captured in them.

3. 2. The Rise of the Landscape Genre in the Latvian Photography at the Turn of the
Century

As already indicated in the introduction, few original photograph from the 1890s, including
fine-art photographs, have survived. Therefore, in addition to the photographs in the collec-
tions of Ridzenieks, Johansons and Janis Rozentals, the thesis focuses mainly on photograph
reproductions from such publications as Malerische Ansichten aus Livland, Estland, Kurland:
ein Jubildums-Album aus Anlass des 700jéhrigen Bestehens der Stadt Riga and lllustrierte
Beilage der Rigaschen Rundschau. In addition to these rich sources of visual material, the mag-
azines “Stari” and “®oTorpaguyeckoe uckyccteo” have been mined for photograph repro-
ductions. Even though they published fewer photographs than the magazines in German, they
were of a higher quality. The thesis also explores the wide range of landscapes photographs
in such specialized publications as calendars and guides. The analysis of these images allows
us to outline the development of the genre of landscape photography and to explain its popu-
larity at the turn of the century.

The development of the landscape photography at the turn of the 20th century was facil-
itated by the boom in tourism and the accompanying growth of travel literature. Thanks to the
improvement in the printing technology at the end of the 19th century, there was anincrease in
the publication of travel albums. The boom in travelling coincided with a marked improvement
in photographic techniques, which made outdoor photography easier, so the number of out-
door photographs taken by amateurs increased significantly. Urbanization was an important
factor in the growth of nature photography. As more and more people moved from the country
to the city, city-dwellers’ longing for nature grew more intense. In Latvia, migration to the city
became widespread in the late 19th and early 20th century, and it was at this time that outings

to the country became popular.
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Conception of the Beautiful. The main task when photographing the landscape was to
create the beautiful. In the 1890s, photographs representing the landscape realistically with-
out special post-processing were particularly valued. Realistic depiction of nature, character-
ised by clear forms and attention to detail, resonated with the realist and naturalist trends in
the fine arts that flourished in the 19th century and that were encouraged by positivist philoso-
phy. In the last decade of the 19th century, the photographer’s main task was to find a place in
nature that would correspond to the idea of the beautiful, which often meant the picturesque.
At the beginning of the 20th century, as the dominant styles in art changed, the treatment of
forms typical of pictorialism was introduced into art photography, which corresponded to the
forms used in contemporary painting and graphics. Not surprisingly, connoisseurs noticed
similarities between black and white photography and both graphics and painting.

Panoramic and More Focused Composition. During the period considered in the doc-
toral thesis, the views on what constituted good composition in a photograph changed. In
the 1890s, although close-ups were taken, panoramic compositions were more widespread,
especially among professional photographers. At the beginning the 20th century, however,
more focused compositions became more popular than the comprehensive, panoramic ones.
Panoramic landscape compositions were still in use at the beginning 20th century, mostly to

record the peculiarity of a particular place in topographic photography.

3. 2.2. Main Motifs in Landscape Photography

Water. Both in the 1890s and at the beginning of the 20th century, depictions of various bodies
of water, such as ariver, a lake, a stream or a pond, are often found in the photographs of na-
ture scenes. Their composition often includes reflections of the surroundings on the surface
of the water, which, alongside the rich chiaroscuro, added a picturesque quality to the image.
Sea views form a separate group of nature scenes. There is a wide variety of marine photo-
graphs: steamboats ploughing an expanse of the sea, waves raging in a storm, slowly melting
ice on a halcyon spring day. Wave studies were also popular, echoing the paintings and graphic
artworks of their time, as well as their depictions in literary works.

The Sky and Clouds. Almost as important a motif as water was the sky. In the photo-
graphs taken in Latvia, clouds can be seen in an endless variety of configurations, which are
similar to the graphics in the tradition of symbolism in the Latvian magazines at the start of
the 20th century. The sky also plays an important role in sea views, where it seems to become
equivalent to the vast expanse of the water.

Nature in Different Seasons. At the turn of the century, summer images were more popular
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than those of the other seasons because it was easier to take photographs at that time of the
year. However, other seasons were also quite well represented. At the photography lessons, it
was often emphasized that the best time for taking photographs is autumn because there is
an abundance of shadows and the falling tree foliage supplies the composition with a variety
of linear rhythms, making it more enchanting and intriguing. Special attention was always
paid to winter, because capturing it in photographic images successfully required excellent
skills.

Light and Shade. Photographers were interested in capturing various light effects, such
as the rays of the setting sun. Photographers were also interested in light at night, photograph-
ing which, like winter, required special skills. Buclers, giving a tutorial on night photography,
pointed out that when photographing a night view, long exposure time is not enough. In the
scenes of moonlight, the moon must sometimes be photographed separately and then add-
ed to the picture positive. Chiaroscuro, or the play of light and shade, was one of the most
common compositional elements. Rich or deep shadows were especially often sought in the
reflections in the water, the representation of which can be found in many photographs of
nature scenes.

Silhouette and Figure. At the beginning of the 20th century, the silhouette became an im-
portant element of the compositions. Sometimes in photographs of backlit object, the contours
of the silhouette became particularly sharp. Ridzenieks experimented with tree silhouettes in his

compositions, while Rieksts showed them with considerable expressiveness.

3. 3. Architectural Photography
3. 3.1. Photographs of Architecture at the Turn of the Century

The author of the doctoral thesis has classified the main trends and styles of representing
buildings and urban views according to the photographer’s objective in photographing them.
This approach is based on the image-making principles of the prominent French author
Charles Négre. As Négre explains, one object can be photographed in three different ways
according to the wishes of the customer. For an architect, the most important thing is the
general view of an object and the accuracy in the representation of its geometric properties;
for a sculptor, close-ups of the most interesting details of an object are most important; for a
painter, the expressive effect of the picturesque and poetic charm of an object is what is most
significant.

When choosing an angle from which to photograph a building, the photographer must

take into account the available lighting, which may affect the importance of the shadows
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cast by the parts of a building. When photographing an urban environment, the photographer
needs to decide whether to include human figures into the composition. Those who wanted to
achieve a picturesque effect preferred city views with people. The photographers who agreed
with the architect’s conception of what matters in a photograph of an urban area or a building,
chose to take pictures without human figures. Bird’s eye views of cities, taken from a tower, for
example, were quite widespread. Such views also tried to capture a general view of the built
environment. In all the above-mentioned cases, the topographical approach prevailed over the
pictorialist one. While pictorialist photographers placed a premium on the subjective dimen-
sion of mage taking, including post-processing, those who took the topographical approach
aimed to provide objective detailed visual information about the building or urban area they

photographed.

3. 3. 2. A Picturesque Approach to Architectural Photography

Most of the photographs of architecture examined in the doctoral thesis are images in which
the objects were represented with the “picturesque and poetic charm effect”. The picturesque
quality of architectural photographs was most often provided by the inclusion of greenery and
other natural elements in them, which became especially important in photographing the rural
landscape. Human figures, such as lonely pedestrians, cabmen and passers-by idly watch-
ing a photographer also contributed to the picturesque effect. Some of the photographers
who took a picturesque approach to urban and architectural photography were Carl Schultz,
Emanuel von Eggert, Hebensperger & Co, Wilhelm Bonitz workshop masters and Ernst Plates.

Architectural photographs were also placed in guidebooks and calendars. In 1892,
Alexander Stieda’s publishing house published the first topographical-historical guide to Riga
with 24 pictures. This edition was followed by the illustrated guidebooks to Vidzeme Switzer-
land, to the surroundings of Ogre and to Baldone. In 1907, the Album Balticum: Landschafts,
Cultur und Reisebilder als Beitrage zur baltischen Heimatskunde compiled by the teacher and
regional researcher Oscar Emil Schmidt was published with descriptions of natural and his-
torical monuments, illustrated with his own photographs. Five years later, a guide to Jelgava
and its surroundings (Mitau und Umgegend mit den Kurischen Hercogsschlssern in Wort und
Bild (1913)) with photographs and descriptions by Schmidt followed with a significantly better
print quality.

Both albums and guides often place the same architectural monuments in the limelight.
Among the historical buildings in the largest city of the Baltic provinces that were profiled in

the albums and guides, we can mention the Riga Castle, the Blackheads’ House, the Town
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Hall, the Great and Small Guild Halls, the Powder Tower, the Dom Cathedral and St. Peter’s
Church. Among the new buildings of the time in Riga that were featured in such publications,
the following deserve to be mentioned: the Vidzeme Knights' House, the Stock Exchange, the
Customs building, the First and Second City Theatres and the Riga Orthodox Cathedral of the
Nativity of Christ. The view of the new boulevards from Bastejkalns (Bastion Hill), the iconic
panorama of the right bank of the Daugava taken from the opposite side and pictures of the
newly built bridges also found favour with the readers of these publications. In addition to in-
dividual buildings, street views were popular among photographers. They mostly showed the
streets of Old Riga, the new circle of boulevards and such central thoroughfares as Aleksandra
(Alexander) street and Nikolaja (Nicholas) boulevard. In Jirmala, Horn’s garden, health resorts,
hotels and the main streets were popular among photographers, while in Krimulda, they loved
taking pictures of the so-called Swiss house. Views of ancient castles form a special category
of architectural photographs. In the photos taken by professionals for the general public, they
are usually shown from panoramic vantage points similarly to the watercolours painted in the
first half of the 19th century. The images of castle ruins also had a political dimension. This
was most clearly manifested in the photographs of the remains of the castles burned down
during the revolution of 1905, which were of special interest to the Baltic Germans.
Similarly, in smaller towns, local photographers took pictures of architectural monuments.
Among them, we can mention Andersons and Ludvigs Borevics in Césis; Péeteris Skrastins,
Janis Dinis in Valmiera; Eugen Floris Kumberg in Talsi; Julius Gessau and Carl Alexander Wil-
helm Gessau in Kuldiga; Albert Kiissner in Liepaja; Friedrich Kiepert in Jelgava; Antons Ruditis
in Valka.

A special group of architectural photographs consists of images of exhibition pavilions.
Of all the exhibitions covered in the current thesis, the most ambitious one was the exhibition
held in Riga in 1901, which celebrated the city’s 700th anniversary. It was also important in
the history of photography, as a richly illustrated catalogue with the pavilions shown in the
exhibition was published. The photography rights for it were acquired by the workshop of Karl
Schultz, and published by the Jonck&Poliewsky publishing house. The catalogue is dominated
by picturesque topographic photos, showing buildings from high and low angles, without pay-
ing much attention to details. There were also many pictures of interiors with objects made
by industrial manufacturers and craftsmen. The compositions in the photographs were both

symmetrical and asymmetrical.
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3. 3. 3. Geometric Accuracy in the Representation of Objects

The geometric precision described by Charles Négre is important for both architects and scien-
tists. The first significant example of this approach in the period considered in the doctoral thesis
is the album by Karl von Lowis of Menard published in 1892 on the initiative of the Riga History
and Antiquities Society about secular architecture from the Gothic to the Baroque era in Riga,
Reval and Narva (Die stddtische Profanarchitektur der Gothik, der Renaissance und des Barocco
in Riga, Reval und Narva). Johannes N6hring was invited from Liibeck to take pictures for it.
Riga and seine Bauten, published in 1903 thanks to the cooperation between the Riga
Technical Society and the Riga Architectural Society, contains many views of buildings, which,
presumably, were taken specifically for this publication with an emphasis on geometric preci-
sion. The buildings discussed in the book are grouped according to their functions and include
industrial, institutional and historical buildings. In the illustrations, the view of a building as
a whole most often does not include the surrounding area, which makes it appear more im-
pressive. For the most part, photographers avoided sharp contrasts between light and shade.
High-quality images are also included in Wilhelm Neumann'’s scientific studies Riga und Reval
(1908) and Der Dom zu St. Marien in Riga. Baugeschichte und Baubeschreibung (1912).
Perfectionism and precision are characteristic of the images of new buildings, which are
included in the yearbook Jahrbuch der Bildenden Kunst in den Ostseeprovinzen, published on
the initiative of the Riga Society of Architects. These buildings appear in photographs taken
from multiple vantage points. Alongside photographs of buildings as a whole there are pic-
tures of their parts. The names of the photographers, with a few exceptions, are not known.
Judging by the special framing of the exterior and interior views of the buildings, the photogra-

phers took the pictures of the new buildings following the recommendations of the architects

3. 3. 4. Photographs of Industrial Buildings

Industrialization in Latvia began in the second half of the 19th century and flourished at the
beginning of the 20th. One of the most important innovations introduced thanks to the indus-
trialization was the railway. Pictures of the buildings along the Riga-Valka-Pleskava railway
line completed in 1889 should be included within the chronological limits of the thesis. The
buildings were photographed by Péteris Zonvalds and Hugo Hoffers. In addition to the finished
buildings and railway sections, their photographs show intermediate stages of construction of
various buildings and of the railway and initial stages of bridge construction. They also photo-

graphed station buildings, overpasses and new bridges.

59



At the turn of the century, cities were undergoing a rapid process of modernization: pow-
er plants were built and electrification began; new means of transportation were introduced;
water supply and sewerage systems were installed. Due to the special customs policy of the
Russian government, the number of factories in Riga increased rapidly and modern equipment
was installed in them. The citizens of Riga were proud of their achievements and recorded
them in photographs that appeared in various specialized publications. For example, the pho-
tographers from the photo studio Hebensperger&Co took pictures of the equipment of the
Union factory Machine Hall and the interior views of the Riga power station, which provided
electricity for the operation of the electric tram. The industrial interiors of the Prowodnik fac-

tory were also often photographed.

3. 3. 5. Photographs of Interiors

Compared to buildings and cityscapes, interiors were less frequently photographed. Most of
the photos in this category show the interiors of churches, including their general views, al-
tars and organ facades. For research purposes, photographs of these interiors were taken
from different points of view. The rooms of important public buildings, such as the meeting
hall of the Landtag of Vidzeme knighthood and the hall of the Great Guild in Riga, were also
photographed. Exhibition hall interiors, museum expositions, interiors of the Song Festival
buildings were photographed somewhat less frequently. A rich selection of modern interiors
is published in the yearbook Jahrbuch der Bildenden Kunst in den Ostseeprovinzen. In this edi-
tion, in addition to the general views of the rooms, several pictures are dedicated to individual

sets of furniture.

4. THE STYLISTIC FEATURES OF THE PORTRAIT GENRE

At the end of the 19th and at the beginning of the 20th century, most of the portraits were
still taken in a specially designed room of the photographers’ workshops. In most cases, the
portraits taken in the photo studio, or salon, are quite dispassionate, yet they can still evoke an
intense individual emotional response, which Roland Barthes terms punctum.

At the beginning of the 20th century, the aesthetic qualities of the background in a pho-
tograph were widely discussed. Janis Jaunsudrabins believed that the average photographer
needed a painted background and compared it to stage decoration. He suggested rejecting

routine templates and replacing German landscapes with Latvian ones. Moreover, he believed
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that the background view should be specific to a particular place. At the beginning of the 20th
century, furnishing photo salons like a regular living room interior, often in the style of Art
Nouveau, became a standard practice.

In contrast to all the monotonous output by professional photographs, new trends ap-
peared in the amateur photography of the 1890s, which further developed at the beginning
of the 20th century. As the art historian Eduards Klavin$ has pointed out, one of them was
similar to the tendency to aestheticize the subject in the painted portraits at the turn of the
20th century. At the beginning of the 20th century, only a small number of professional pho-
tographers who followed the new trends considered photography an art. They advocated the
kind of portraiture that would reveal the portrayed subject’s individuality, scorned vignetting
and preferred close-ups, which were facilitated by better quality lenses. The portraits were
often done in a Pictorialist manner with vague contours and somewhat blurred shapes, and
sometimes infused with a Symbolist mood of mystery. When taking this approach to portrai-
ture, it was important to skilfully use light while taking photographs and to make prints in the
up-to-date techniques of the time, such as rubber printing and pigment printing.

In terms of the social status of the portrayed person, we can distinguish between photo-
graphs of ordinary people and portraits of famous and prominent people, such as actors, writ-
ers, musicians and statesmen. The photographs in the latter group were taken from flattering
angles and often included objects associated with the represented person’s sphere of activity.

Among the photographic portraits of the famous people at the beginning of the 20th
century, those of the painter Janis Rozentals and of his wife Ellija Rozentale stand out thanks
to the greater diversity of the chosen settings, attributes and angles, which bespeaks the par-

ticipation of the painter himself in the creation of the images.

4. 3. Portraits in the Open Air

It was outdoors - in the yards and gardens as well as in the fields and parks - that amateurs
liked to make portraits. A larger set of photographs consists of portraits taken by Oscar Emil
Schmidt often showing participants in local history excursions. We should also mention the
portraits of Carolina von Grothuss, her relatives and acquaintances, made in Puzenieki in the
summer of 1895 by Rozentals. During the period under review, professionals often made por-
traits of large groups in the open air, in particular of the members of various professional
associations, factory workers, participants in trade union congresses or courses, song festival
groups, wedding guests, etc. In the 1890s, there were not many such photographs, but their

number increased significantly at the beginning of the 20th century.
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5. REPRESENTATION OF VARIOUS EVENTS

5. 1. A Historical Overview

In the history of photography, representations of various public events are as important as the
photographs in the landscape and portrait genres. In contrast to genre painting, which most-
ly depicts ordinary people engaged in everyday activities, the category of photographs dis-
cussed here includes not only the scenes characteristic of genre painting, but also the events
in socio-political and cultural life, as well as views of natural disasters. The images discussed
in this part may also be classified as documentary photography.

In Latvia, the first reproductions of photographs appeared alongside illustrations made
in the technique of photogravure at the end of the 1890s in the magazines “Majas Viesa
Ménesraksts” (Houseguest Monthly) (1895-1905) and “Austrums” (East) (1885-1928). A new
development in illustrated publications at the beginning of the 20th century is associated
with the illustrated supplement /llustrierte Beilage of the Rigasche Rundschau, in which pho-
tographs of various events were reproduced alongside portraits of prominent people and
other characters. The photographing of sports events was stimulated by the Sport supple-
ment of the Rigasche Zeitung. In 1911, the illustrated magazine “Atpita” (Recreation) (1911-
1912) introduced a more extensive coverage of various events illustrated with photographs.
In 1913, the magazines “Spogulis” (1913-1914) and “Varaviksne” (Rainbow) (1914-1916)
followed this trend.

At the turn of the 20th century in Latvia, magazine publishers usually did not have photo
journalists on their permanent staff. In the periodicals of that time, you could find appeals to
readers to send in photographs, and a fee was paid for each photograph accepted for pub-
lication. It was common practice not to credit the author of the photograph or the source
from which the photo was taken. Such an approach corresponded to the practice of Western
European editorial offices of the time, which considered photos their property and handled the
visual material as they saw fit, without taking into account the interests of the photographers.
However, the name of the photographer was often mentioned or it was emphasized that the

photograph was taken specially for the publication where it appeared.

5. 2. Socio-political Events and Conflicts

During the period covered in the thesis, one of the most important political events was the
1905 revolution. Some of the most vivid photographic records of it were the images of the

revolutionaries’ mass gathering by the photographer Eduards Kalcenavs from Rijiena and of
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the mass rallies in Dundaga and Jaundundaga captured by unknown photographers. Presum-
ably, similar pictures were made in other parts of Latvia, but they were destroyed in the course
of the later events when martial law was introduced, which allowed the authorities to punish
rebels even without a trial.

The visit of Nicholas Il (Hukonatii Il PomaHoB) to Riga in honour of the 200th anniversary
of the incorporation of Vidzeme into the Russian Empire was widely covered in photographs.
The record of this visit can be considered the first photo reportage of a political eventin Latvia.

In 1913, the 300th anniversary of the Romanov dynasty was celebrated in many places
and there are photographs of the festivities held in Limbazi, Valmiera and Tukums. A great
number of photographs documenting the events of the First World War were published in the

magazine “Varaviksne”.

5. 3. Cultural Life

Various cultural events were recorded in the photographs. In the period covered in the doctoral
thesis, the IVth and Vth Nationwide Latvian Song Festivals took place. The fourth, which was
called the Nationwide Latvian Song and Music Festival, took place in Jelgava in 1895, and the
organizing committee entrusted the photographing of the festive events, including large group
photos, to Friedrich Kiepert. The Vth Nationwide Latvian Song Festival, which took place in
June 1910, was immortalized in more diverse photos. In addition to the usual static portraits,
several snapshots show the participants of the festival in a procession through the streets of
Riga, as well as the gathering of spectators at the Song Festival building. The compositions
of these images show stylistic changes, because, unlike the photos of Kiepert made fifteen
years ago, Schultz, Skarins and Rieksts preferred a lower angle of view for some of the images,
which included fewer people into the scene. At the turn of the 20th century, photographers
captured the celebrations of the Harvest and Spring Festivals, of the Latvian national festival
Umurkumurs and others. Much attention was also paid by photographers to the Children’s Day,
the Ligo (Midsummer Eve) Festival and the White Flower Festival, during which funds were
collected for tuberculosis patients. The photos of the period also captured various events
in schools. Much attention was paid to the funerals of notable people, which were usually
captured in a series of photos. The initiation of important construction projects and the open-
ing ceremonies after the construction was completed were also immortalized in photographs

even though there are precious few such photos left.
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5. 4. Sports and Recreation

The increasing availability of instantaneous photography at the turn of the 20th century fa-
cilitated coverage of sporting events, which were on the rise at the time. By comparison with
other kinds of events, the coverage of sports events in photographs is one of the richest.
The photographic images of sports events appeared in several publications, such as the /-
lustrierte Beilage, the sports supplement of the Diina-Zeitung and the magazine “Spogulis”.
We should also mention the once authoritative magazine Pycckuii ciopt (Russian Sports),
whose photo correspondent from the Baltic area was Martin§ Sams, a member of the Latvian
Photographic Society. The richest coverage of sports was to be found in the Rigasche Zeitung
supplement Sport, which was published once a week (with some exceptions) from 1907 to
1914. It sometimes published up to five photographs of sporting events in one issue, and
in the last years of its existence it started publishing extensive photo reports of individual
sports events.

Yacht races in the summer and ice yacht races in the winter were some of the most
frequently photographed sports events. Likewise, thanks to the popularity of automobile
clubs, photographers often took pictures of cars and of car races. This was encouraged by
the promotional strategy of the local Russo-Balt factory. The Swiss engineer Julien Potterat,
who worked at the factory and who was a racing driver himself, believed that participation
in the races was a good promotion for the company’s products. Unfortunately, only a few
photographs of such an important event as the 1177 km rally Petersburg-Riga-Petersburg in
mid-August 1909 that were published in Sport are extant. More photographs of the verst (3500
feet) - long speed races in Ropazi, where speed records of the time were set, have survived. In
1911, the Riga Automobile Club went on its second trip to Tehran. Sport published a review of
the trip accompanied by several photographs. Other kinds of sports generated less interest.
Footage of figure skating and tobogganing is rare. Air sports flourished in Riga. The first flights
took place in 1910, and the first air race, the following year. The event aroused the interest not
only of the members of the Riga Polytechnic Institute Aviation Engineering Student Associa-
tion, some of whom photographed the event, but also the interest of professional photogra-
phers. Equestrian competitions were quite often photographed. The best snapshots managed
to capture the rapid movement of horses overcoming obstacles. Less attention was paid to
the track and field events, of which pole vaulting was photographers’ favourite as they enjoyed

the challenge of photographing athletes in motion in the air.
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5. 5. Natural Disasters

The damage caused by a natural disaster in the territory of Latvia was photographed for the
first time by Gustav Hermann Ziemens in 1872. He captured the consequences of the great
hurricane of May 10 (22) 1872 in the vicinity of Césis, which was later also depicted by Jilijs
Feders in his impressive paintings. In the period up to the First World War, no other such large-
scale natural disaster occurred in the territory of Latvia, but smaller-scale disasters did cause
some damage. For example, at the beginning of September 1908, a rapid rise in the water level
in the Daugava caused timber rafts to jam. Another big jam of timber rafts occurred at the be-
ginning of May 1911 on the Daugava at Jumpravmuiza, when a jam of about 1,500 timber rafts
stretched for a couple of versts (7000 feet). Floods were often photographed, too. Ridzenieks
took photos of them in Ventspils, Smits, in Daugavpils. The ice jam that made the river Gauja
change its course at the end of January 1914 was photographed by an unknown photographer.
The photo report about the fire on board the ship “Volturno” in the fall of 1913 was made by the
Liepaja photographer Mikelis Buks.

In cities, photographers captured the burning of important buildings. In June 1908,
Rieksts photographed the burning of the building of the Latvian Society. A great fire raged
in Majori on August 28, 1913, when 35 buildings burned down within a few hours, including
Horn's concert garden and photographer Egerts’ summer house. The photographs of the fire,
taken by Ansis Skarin§ and a Hebensperger&Co photographer, were published in the lllustrierte

Beilage and in the magazine “Spogulis”.

5. 6. Daily Labour and Industrial Photography

The photographs in this category include both scenes of daily work and scenes of the con-
struction of modern industrial facilities. In the first case, it is usually photographed for ethno-
graphic purposes. Such photos were taken by Janis Kréslins during his ethnographic expedi-
tions, providing materials for the 1896 Latvian Ethnographic Exhibition. Everyday work scenes
were also photographed by Oscar Emil Schmidt. At the beginning of the 20th century, Martins
Buclers encouraged photographers to take pictures of workers’ activities for their ethnograph-
ic value. Several such photographs accompanied by descriptions of the activities shown in
them were published in the magazine “Stari”, while others were added to the ethnographic
collection of the Latvian Photographic Society.

Photographers were fascinated by stone breakers’ work, which was photographed by

Rozitis and an unknown author. Janis Rozentals took snapshots of workers, such as those
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making hay, for his painting compositions. Ridzenieks photographed firewood cutters, log car-
riers and port workers in Ventspils.

The photographs also served to promote a progressive way of farming. For this purpose,
several photographs of gardening scenes were placed in the “Farmers’ Calendar” of 1914.

One of the symbols of industrialization of its time was the railway. Photographers cap-
tured particularly intense moments in the construction of the Plavinas - Valka narrow-gauge
railway. The photograph showing the workers in the process of installing a steam boiler during
the construction of the first power plant subsidized by the city of Riga in Andrejsala is impres-
sive. The workers’ figures are seen against the background of the machine and seem tiny com-
pared to the huge metal body. The image heralds the so-called “machine age”, which would be
both worshipped and decried in the photography and cinema of the 1920s.

At the turn of the 20th century, many urban improvement projects began. They proceed-
ed especially rapidly in Riga. They were purposefully photographed for the annual reports of

the city of Riga, and the pictures often show builders at work on the new engineering systems.

5. 7. Vernacular Photography

The images in this group best correspond to the concept of genre painting accepted in the his-
tory of the fine arts, which is understood as the depiction of everyday life. In the history of pho-
tography, since the 1980s, this group of images is often referred to as vernacular photography.
As usual in photography, the term is understood broadly, but the most important thing in ver-
nacular photography is snapshots of everyday scenes. The authors of such images are mostly
amateurs, but it is also possible to include the works of professionals into this category.

The thesis examines the turn of the 20th century photographs in museum and library
collections that belong to the genre of vernacular photography. Special attention is paid to
those photo albums that are particularly rich in high quality domestic scenes.

Chronologically, the first of such albums is the so-called Krimulda album (in the Latvi-
an National Library; hereinafter LNB), which is full of photos reflecting the time spent by the
family of Natalie von Lieven in her Krimulda manor. The author or authors of the photographs
are unknown. The photographs show von Lieven resting, her children working in the garden,
the von Lieven family going horse riding and visiting the family of Prince Nikolajs Kropotkins
(KHs13b Hukonai mutpueny KponotkuH). The album also includes portraits of manor serv-
ants and other scenes. In general, it can be said that the author/s of the photographs had a
good sense of composition, especially when portraying people at rest.

Around the turn of the 20th century, an album of views of Baldone (LNB) was compiled
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by an unknown amateur. Along with photos of landscapes and architectural monuments, there
are views showing people riding in carriages and going for a walk. Riga street views at the turn
of the 20th century can be found in snapshots by other unknown authors, including the snap-
shots in the red album of views of Riga and in the album produced by the Hebensperger&Co,
which are preserved in the Museum of the History of Riga and Navigation. Many photos in
these albums depict architectural monuments.

The album of the artist Karlis Brencéns, which is preserved in the Latvian Museum of
Photography, contains portraits of students in St Petersburg in the mid-1890s, including a
photograph of the well-known group of artists “Riikis” (Dwarf). There also photos of the pho-
tographer’s models, portraits of his family members, scenes of social gatherings and scenes
from his workshop. Of special interest are the small-format snapshots taken on trips abroad,
which show random passers-by alongside the photographer’s friends and acquaintances. The
latter images can be classified as street photography, which is characterised by spontaneity
and immediacy.

The rich collection of photos of the musician and music critic and editor of “Muizikas
Nedela”, Karlis Paucitis, shows his friends relaxing in their living rooms in Jurmala and in-
dulging in sports activities in the open air. It also contains a number of street views.Janis

Rozentals’ collection of photographs also abounds with scenes of everyday life.

6. THE APPLICATION OF PHOTOGRAPHY IN SCIENCE, MEDICINE,
FORENSICS AND AGRICULTURE

Even though it is not possible to provide an accurate and comprehensive overview of the use
of photography in science in Latvia at the end of the 19th and at the beginning of the 20th
century thanks to the lack of both relevant visual material and specialized research, it is still
possible to give an insight into it, mainly on the basis of the extant written documents. As there
was no scientific research institution in Latvia in the given period, the use of photography in
science was related to the local scholarly societies, or associations, which united the local
intelligentsia, some of whose members had received an academic education.

Turning to the use of photography in the exact and natural sciences, we should single
out the Riga Technical Society, whose members were interested in the use of photography
in specific fields of research. The work of Maximilian von Glasenapp, whose contribution to the

development of amateur photography has been discussed above, was of particular importance
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to this society. Von Glasenapp not only kept abreast of the latest developments in photogra-
phy but also conducted scientific experiments, looking for an aluminium substitute for the
magnesium used in photographic flashbulbs. The work of the Riga Society of Naturalists
(Naturforschervereins zu Riga), founded in 1845, was also important for the development of
scientific photography. Its images of natural phenomena were published in the Korrespondenz-
blatt des Naturforschervereins zu Riga. Some of them were taken by a member of the society,
researcher-botanist Karl Reinhold Kupffer. The society carefully followed novelties in the field
of photography, such as the use of electromagnetic radiation, discovered by Wilhelm Conrad
Rontgen in 1895, in X-ray photography. The discovery was discussed with the members of the
Society of Practising Physicians (Gesellschaft praktischer Artze), founded in 1822, at a meet-
ing on January 29, 1896, where the first X-ray photos were demonstrated, and the event was
widely covered in the report of the meeting. Such x-ray photographs were mostly taken by the
doctors themselves. They were exhibited in the science sections of photography exhibitions.
For the first time X-ray photos were displayed at an amateur exhibition in Riga in 1902.

Some members of the Latvian Photographic Society took photographs of astronomical
phenomena. Buclers, for example, photographed the solar eclipse in 1912 and the total solar
eclipse that took place on August 8, 1914.

According to the division of photography into genres accepted at the turn of the 20th
century, scientific photography also included photographs used in forensics. In fact, photo-
graphs started to be used in forensic medicine just a few years after the invention had been
patented. The professionalism of the photographers of the Riga criminal police at the begin-
ning the 20th century is attested by the first prize they received at the International Exhibition
in Dresden in 1909 and by a small gold medal at the International Exhibition in Riga in 1910.

In the first two decades of the 20th century, taking photographs of various agricultural
activities became common practice. Photography was also widely used in the field of ethnog-
raphy, which in the Latvian cultural context was closely related to the construction of national
identity. Ethnographic expeditions were organized to various parts of Latvia, and Janis Kréslin$
made the greatest contribution to the growing stock of ethnographic photographs. In 1899, the
composer Emilis Melngailis contributed to the ethnographic studies by taking photographs of
folk storytellers. The teacher Jurijs Novosjolovs (fOpuii Aumutpuesny Hosocénoa), who set-
tled in Riga in 1902, focused on researching the life of the Latvian people and photographed
Latvians in their traditional folk costumes. Together with his associate A. Kuznecovs (A. /.
KysHeyoB), he published the book “/laTeiwn” (Latvians) in 1910. The photographs of rural peo-
ple using traditional farming tools by Oscar Emil Schmidt can also be considered ethnographic.

At the beginning of the 20th century, on the initiative of Martins$ Buclers, ethnographic
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photographs were collected by members of the LFB. An album was created, and several
images supplemented with descriptions were published in the “Stari” magazine. Buclers
and Martin$ Lapin§ made photographs of ethnic Latvians for the First Universal Races Con-
gress, which was held in London in 1911. They later donated them to the museum of the Riga
Latvian Society.

Finnish specialists who were interested in the culture of the Livs also did ethnographic
research in Latvia. In 1902, the head of the Ethnography Department of the National Museum
of Finland, Axel Olai Heikel, took the first photographs of the Livs while getting to know the area
inhabited by them in North Kurzeme from Mikeltornis to Kolka. The Finnish language special-
ist Eemil Nestor Setélad had collected ethnographic materials in the Liv villages of Kurzeme in
1888. He returned there in 1912 together with his son Vilho Suonio Setala, who photographed
the Livs’ clothing and their practices of fishing, beekeeping, agriculture and animal husbandry.

Photography played an important role in historical research. The Society of Researchers
of the Baltic Provinces and Antiquities (Gesellschaft fiir Geschichte und Altertumskunde der
Ostseeprovinzen Russlands), founded in 1834, became the main institution for historical re-
search. On its initiative, ancient documents were collected, commented upon and published.
Material artefacts of different kinds were collected. The most important events and personal-
ities in the history of the Baltic lands were researched.

Other associations and societies, such as The Kurzeme Society of Literature and Art, the
Riga Literary and Practical Citizens’ Union, the Museum of the Local History Society of Césis
(Museum der Gesellschaft fiir Heimatkunde in Wenden) and the Riga Society of Architects,
also archived photographs documenting historical events as well as photographs of historical
documents and artefacts. Such photographs also found their way into private collections.

Art history emerged under the auspices of historical research. The fine and applied arts
were studied alongside architecture. Photography also played an increasingly important role
in art history research. For example, photographs greatly complimented the text in such pub-
lications as “Gotikas, renesanses un baroka laiciga arhitektiira Riga, Révelé un Narva” (Gothic,
Renaissance and Baroque Secular Architecture in Riga, Ravel and Narva) mentioned above,
Goldschmiedearbeiten in Livland, Estland und Kurland (1892) with the text by Anton Buchholtz
and Werke mittelalterlicher Holzplastik und Malerei in Livland und Estland (1892) with the text
by Wilhelm Neumann. The photographs for these volumes were taken by Johannes Néring, the
photographer and publisher hired by the Baltic Provinces and Antiquities Society.

The photographic images included in the album series Alt-Livland: Mittelalterliche
Baudenkméler Liv-, Est-, Kurlands und Oesels (1896) compiled by Reinnhold Guleke. Wilhelm
Neumann, the first art historian with a university diploma in Latvia, often included photographs
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into his publications. In the history of the fine arts, Neumann’s book Baltic Painters and Sculp-
tors in the 19th Century: Biographical Sketches with Artists’ Photographic Portraits and Repro-
ductions of Their Works (Baltische Maler und Bildhauer des XIX. Jahrhunderts: biographische
Skizzen mit den Bildnissen der Kiinstler und Reproductionen nach ihren Werken) (1902) marked
a new level of systematization of visual material in the history of Baltic art. It should be noted
that while working on this book, Neumann had at his disposal Julius Déring’s materials about
the artists, but he refused to follow his older colleague’s decision to include information
about the photographers in his work, nor did he do it in his Dictionary of Baltic Artists (Lexikon
baltischer Kiinstler) published in 1908.

At the beginning of the 20th century, photography also began to be used in the teaching
of art history in the Latvian educational institutions. It was a period when there was a great
interest in folk art, which was collected in museums and used by artists to create a national
style, which fused traditional and innovative forms and patterns. An important role in this
process was played by the Latvian Society of Riga, which created a museum to house its eth-
nographic collection. At the beginning of the 20th century, professional Latvian artists were
actively involved in collecting ethnographic materials. One of them was Rihards Zarins. Ap-
pointed editor of the “Maksla un amats” (Arts and Crafts) section of the magazine “Austrums”
(1904-1905), he called upon the magazine readers to send in relevant materials, including pho-
tographs of various ethnographic artefacts.

Photography played a very important role in the work of Jilijs Straume. In 1907, he ac-
cepted the job offered to him by the Ministry of Agriculture of Russia and went to do ethno-
graphic research in Georgia, where he spent 16 years. In Georgia, Straume photographed car-
pets and other works of applied art. During his expeditions to the villages of Georgia, Armenia,
Azerbaijan and Dagestan, he also photographed ancient buildings.

The artist Voldemars Matvejs used photography in his research. He turned to it in the
summer of 1912, when, having received the directive of the “Youth Union” to establish contacts
with colleagues in Germany, he visited Munich, where he got to know the representatives of the
artists’ group Der Blaue Reiter (The Blue Rider). Traveling for two months together with his as-
sociate Varvara Bubnova (Bapsapa by6HoBa), Matvejs visited twelve ethnographic museums
of Western Europe (in Germany, France, Holland, Belgium, England and Norway), where he took
photographs of the then little known artworks from Africa and Oceania. He also photographed
North Asian sculptures in the collection of Peter the Great Museum of Anthropology and Eth-
nography (Kunstkamera) of the Russian Academy of Sciences. The photographs he took in the
Western European museums became the illustrative material for his essays “Easter Island Art”

and “Negro Art” (published posthumously in 1919). Presumably, he would have included the
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photos he took in St Petersburg in his essay on Northern Asian sculpture had it been complet-
ed and published. A large number of images that may have been included in the intended pub-
lication have survived. In addition, Matvejs’ research of non-European arts provided valuable
insights for his theoretical study of texture, “Creative Principles in the Plastic Arts: Texture”.

Photography contributed to research in art history, and it was also important in popular-
izing works of art. The use of photographs in lectures devoted to the fine arts was a common
practice, and slides began to be used in 1900. The German writer and art historian Bertha
Noelting was one of the first to use slides in her lectures. Martins Buclers donated 120 slides
with the works of Latvian artists, which were intended for Jaunsudrabins’s lecture on Latvian
art, to the Society for the Promotion of Latvian Art.

The role of periodicals in the popularization of works of art should also be noted. The
largest number of photographic images of paintings and works of the graphic and applied arts
was included in the yearbook Jahrbuch der Bildenden Kunst in den Ostseeprovinzen. The au-
thors of these photographs are unknown, with the exception of some reproductions of paint-
ings by Rozentals and Purvitis, which were based on the photographs by Sofia Badche. Among
the periodicals published in Latvian, the magazines “Majas Viesa Ménesraksts” (1895-1905)
and “Vérotajs” (Observer) (1903-1905) published especially many reproductions of artworks.
The former favoured works by the old masters, while the latter gave the pride of place to mod-
ern artists, including Janis Rozentals’ essays on his contemporaries. In connection with the
First Latvian Art Exhibition (1910), The first art review in the Latvian press appeared in the
magazine “Izglitiba” (Education) (1909-1911) in connection with the First Latvian Art Exhibi-
tion (1910). It included reproductions of the works displayed at the exhibition. The same mag-
azine published a review of the play “Uguns un nakts” (Fire and Night) by the Latvian poet and
playwright Janis Rainis. The review also included several high-quality photographic images.
Photographs of theatrical performances and of stage sets as well as their sketches were pub-
lished in the magazine “Skatuve un Dzive” (Stage and Life) (1913-1915), which also published
images of sculptural portraits and monuments of famous theatre personnel. In 1909, Janis
Rieksts planned to publish the first part of the study dedicated to Latvian art, but the project

was not realized.
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7. PHOTOGRAPHY IN THE WORK OF ARTISTS

At the end of the 19th and at the beginning of the 20th century, the use of photography by
artists both in research and in the creation of their artworks become widespread; moreover,
some of them took photographs themselves. The interplay between photography and painting
is easiest to see in the works of Janis Rozentals thanks to his well-preserved photo archive,
which included both his own and others’ photographs. We can thoroughly examine the inter-
connections between his photographs, paintings and graphic artworks.

Following the agenda set by the first generation of the art group “Rikis” to show the
life of his people, Rozentals collected photos of different social and ethnic types: beggars,
gypsies, rafters, landlords, the young Latvian intelligentsia, and used some of these images
while working on his graduation project, for which he received the title of the first-class artist
on October 23 (November 5) 1894.

Many photos taken in the former photo studio on Sadovaja Street in St. Petersburg,
which Rozentals rented in 1895 — 1896 together with Vilhelms Purvitis and Johans Valters,
reveal the artist’s search for the composition of his painting “Makslinieka darbnica” (In the
Artist's Workshop).

The two extant photos that Rozentals used in his work on the composition for the painting
“Gaviléjosie berni” (Rejoicing Children) also known as “Pavasara dziesma” (Spring Song), (1901,
LNMM) show teenagers both in the painter’s studio and in a meadow with a hill in the back-
ground. The painting served as an inspiration for textbook illustrations and the children depicted
in it also appeared in the painting “Pavasaris” (Spring) (circa 1909-1911, Tukums Museum).

Rozentals often photographed his wife Ellija and used her photographs to create the
compositions of a number of his paintings, including “Zem piladza” (Under a Rowan Tree),

=7

“Rudens saulé&” (Autumn Sun) and “Gimene Sigulda” (Family in Sigulda). Rozentals also used
photographic images created by professional photographers in collaboration with the painter.
For example, Ernst von Hirschheydt's photographs were used for the paintings “Laila” and
“Ellija ar abolu” (Ellija with an Apple), which may be seen as a representation of Eve, several
portraits of Ellija and presumably also for the altarpiece “Kristus un samariete” (Christ and the
Samaritan). Rozentals also collaborated with Janis Rieksts.

The poetic, somewhat mysterious photographic portraits of Ellija, which also served as
an inspiration for Rozentals’ compositions, may have been made by Sofija Badhe in collabora-
tion with the painter. His collaboration with the amateur photographer Arvids Zile resulted in
one of the most effective double portraits of Ellija and Janis, which later served as the source

for the drawing “Dubultportrets” (Double Portrait) (1905, LNMM).
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The use of photography in the works of Eduards Brencéns has not been researched so
far. He started using them while working on the illustrations for the Brothers Kaudzites’ novel
“Mérnieku laiki” (Times of Surveyors). Brencéns had received funding from the Department of
Useful Books of the Riga Latvian Society to collect visual material for the illustrations.

Voldemars Matvejs used photography in his research, but it also indirectly reflects his

search for a new form in painting after his visit to Gotland and Visby in 17909-1910.

CONCLUSIONS

The research of extensive visual materials and written sources carried out in the study allows
us to conclude that at the turn of the 20th century, photography in Latvia was put to many dif-
ferent uses in a wide variety of fields: to capture everyday moments, to aid scientific research,
to help painters in their work on composition, etc.

It was during the period examined in the doctoral thesis that professional photography
developed in Latvia. While at the end of the 1880s professional photographers’ studios were to
be found in major cities, at the beginning of the 20th century, photographers started opening
workshops in small towns, too. Shortly before the First World War, the number of professional
photographers grew especially rapidly. By the end of the timespan researched in the thesis, the
number of ethnic Latvians among photographers had increased as well. They worked along-
side German, Russian, Jewish and Polish colleagues. Also, the number of women photogra-
phers had increased significantly.

The educational opportunities for photographers in Latvia were similar to those through-
out the Russian Empire: in the absence of specialized educational institutions, the profession
was mainly learned under the guidance of an experienced master in a workshop or photogra-
phers were self-taught. At the beginning of the 20th century, the LFB organized specialized
courses, which played an important role in promoting new photographic developments and
helping photographers improve their skills. Latvian photographers were also informed about
the opportunities to get a professional education in Germany.

Previous studies of the history of photography in Latvia focused mainly on the develop-
ment of the medium since the beginning of the 20th century and paid the greatest attention to
the work of ethnic Latvians. The research discussed in the current thesis shows, however, that
the amateur photographers’ movement in Latvia had begun earlier than thought before: in the
late 1880s and early 1890s. It was the Baltic Germans who had founded the first photographic
society here as early as in 1890. In the first decade of its work, that society organized two
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exhibitions devoted solely to photography, which distinguished them from those very popular
agricultural and crafts exhibitions where photographs had to compete for the visitors’ atten-
tion with diverse handicrafts.

While amateurs dominated the Riga Photographic Society and the Russian Photo Club,
in the Latvian Photographic Society and the Liepaja Photographic Society, professionals work-
ing alongside amateurs played an important role. This can largely be explained by the Latvi-
ans’ need to improve their economic conditions, which were not as secure as those of the
representatives of the Baltic German and Russian nobility. Therefore, the best Latvian experts
in the field of photography were professionals, and their greater involvement in the work of the
photographic associations contributed to a more active exchange of knowledge and experi-
ence, which benefited not only amateurs, but also professionals themselves.

The amateur photographic movement in Latvia also raised the question of whether pho-
tography was an art. Among the amateurs, as well as the professionals who joined the so-
cieties, there was a belief that it was an art. In contrast, in Latvian society at large, with few
exceptions, the dominant view was that photography was one of the crafts and that it was also
related to science. Further research is needed to show how the copyright laws developed in
the Russian empire in the timeframe examined in the thesis affected the status of photogra-
phy in society.

The current study has significantly broadened our vision of the activities of photographic
societies in general and of the Russian Photo Club in particular. While members of the Latvi-
an photographic societies went on group fieldtrips, those of the German and Russian photo-
graphic societies preferred individual trips.

Organization of exhibitions was an important activity of the photographic associations.
The RFB was the first to organize an exhibition dedicated solely to photography in 1894, while
the KFK organized the first international exhibition in 1908, which, thanks to the higher qual-
ity of the exhibited photographs, was surpassed by the international exhibition organized by
the RFB in 1910. In the early stages of its work, the Latvian photographic society organized
expositions only for the members of the society. The first exhibition intended for a wider au-
dience was held in 1910 at the same time as the First Latvian Art Exhibition. The LFB actively
participated in foreign exhibitions and the high awards its members received there allow us
to conclude that the achievements of the Latvian masters were equal to the performance of
more experienced and better-equipped photographers.

Along with the exhibitions, local photography criticism began to develop. Although there
were not many reviews and the names of some of their authors are unknown, it should be

noted that articles on photography were published in periodicals alongside articles devoted to
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other areas of cultural life, which gradually increased the public’s awareness of the medium. In
the 1880s and 1890s, there was still a difference between Baltic Germans’ and ethnic Latvians’
degree of awareness of photography. High-quality articles by critics and researchers from
Germany and Austria were published in the German language in the local press. Their number
was not large, but sufficient to inform the German reading public about the history of the me-
dium, the latest technological developments and the aesthetic potential inherent in it. Special
attention was paid to portrait photography. The facts mentioned in the study also show that
in addition to the specialized publication Illustrierte Beilage der Rigaschen Rundschau (1900-
1914), articles in the newspapers Diina-Zeitung, Rigasche Zeitung and Libausche Zeitung were
important in disseminating the knowledge of the medium. Similar articles in Russian were
published in the journal ®otorpaguyeckoe nckyccrso (1906-1908), and in Latvian in the jour-
nal “Stari” (1906-1908, 1912-1914). It can be added here that future research could focus on
the development of special photographic terminology in the Latvian language.

Analysis of the extant visual material has allowed us to conclude that photographic por-
traits are the most frequently preserved genre of photography, although landscape photogra-
phy was the most popular genre at the turn of the 20th century. At the end of the 19th century,
scenes of nature followed the aesthetics of straight photography without post-processing of
prints, whereas at the beginning of the 20th century, especially in the works intended for ex-
hibitions, the techniques characteristic of pictorialism began to be used. The author of the
thesis believes that both straight and pictorialist photography should be qualified as an art.

In the terms of the current thesis, architectural photography, alongside landscape pho-
tography, is a subgenre of outdoor photography. Photographs of architectural monuments
taken in the period under consideration are better known because they have been widely repro-
duced in specialized publications and studies, yet tracing the sources of all such photographs
requires further research, especially for the images included in the yearbook Jahrbuch der
Bildenden Kunst in den Ostseeprovinzen (1907-1913). Their formal stylistic features coincide
with those of the turn-of-the-century architectural photography elsewhere, favouring clear
form over the impressionistic vision characteristic of pictorialism.

The portrait genre is dominated by the photographs of ordinary individuals, which were
taken by professional photographers in a routine manner. A greater variety of formal tech-
niques can be observed in the portraiture of prominent people.

Photographing political events, natural disasters, events in cultural life, sports activities
and scenes of industrialization can be considered the beginning of photojournalism in Lat-
via. At the beginning of the 20th century, photomechanical reproduction of images improved

and largely replaced the previously often used techniques of lithography or steel engraving,
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which helped to increase the number of periodicals in which images of current events were
published.

Nowadays, there is a growing interest in vernacular photography, which shows people’s
everyday life. In Latvia, similarly to other countries, such pictures were most often collected
in albums. In general, vernacular photography opens wide opportunities for further research
as it can be analysed both as a part of material culture and as having its own unique identity.

Outlining the use of photography in medicine, forensics and in the exact and humanitari-
an sciences is essential for the history of photography in the given period. Further research of
the available factual and visual materials would make it possible to specify the uses of photo-
graphic images in various sciences (especially in the exact sciences) and in science-related
fields and to identify the authors of the photographs.

Since its inception, the medium of photography has been highly valued by artists. The
images created by light began to replace the studies of nature and people in pencil or paint.
In the thesis, the main focus is on the actual use of photography in the artists’ work, but this
process can also be analysed from other angles. For example, it would be interesting to exam-
ine ways in which photography may have influenced the composition in the work of a particular

artist or the capturing of the passage of time in a work of art.
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