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Essay by Vladimir Dudchenko
published in Alnis Stakle’s website
www.alnisstakle.com. Retrieved on
07.03.2009.
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Alnis Stakle is one of the few internationally acclaimed younger-generation
photographers. Alnis has participated in exhibitions of photography
and contemporary art since 1998, and has also created solo exhibitions.
Since 2005, he has been collaborating with the gallery and photo agency
Photographer.ru in Moscow. The process has begun, and the artist’s career
has been successfully developing in the last decade.

Working in a variety of genres, Alnis makes free use of diverse
means of expression in colour and black and white photography, adapting
these to the theme and message of each particular work. Thus, we have
documentary observation of a milieu and people (in the series ‘Living
Space — Daugavpils’), still life studies (‘Place for Dreams’), references to
the efforts towards an objective depiction within Neue Sachlichkeit, as
interpreted by the Disseldorf school and the Bechers (‘Ex [Pride]’, ‘Half
Life’), cityscapes saturated with the moods of Romantic art (Home Sweet
Home'), and self-portraits and interior studies inspired by Surrealist shadow
theatre (Nothing Personal’). The elements of content and form found in all
the previous series come together in his latest — ‘Broken Line'

Self-portraits, still lifes, close-ups of the private milieu and
detached, deserted (or almost deserted) landscapes — all of these are
characteristic motifs in Alnis’ photography. Commenting on his work,
Alnis often emphasises its personal character: motifs such as dreaming,
self-examination and meditation are combined and reiterated. True, these
works are personal in nature, but that doesn't mean they are open or
intimate. (Everything “personal”is subjected to rational control, and we can
see in the works only so much as the author has wished to reveal,) Alnis
uses material from life in order to create and develop his system of images,
and his work does not constitute a public diary, a passionate struggle with
demons or a flood of self-revelation: all of his works are characterised by
remote and reticent observation, as if from outside or from above, and this
special viewpoint, cleansed of emotion, is open to diverse interpretations.
"He illustrates himself. (...) But Stakle has too fine a manner and is too much
of an aesthete to wear his heart on his sleeve. He tempers his existential
misfortune so well that one can barely notice it,” is how Alnis" work in the
series ‘Living Space — Daugavpils'is commented by Vladimir Dudchenka',
art critic and one of the leaders of Photographer.ru.

Vladimira Dud¢enko eseja publicéta
Alna Stakles majaslapa interneta
www.alnisstakle.com (skatits
07.03.2009).
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Alnis Stakle ir viens no nedaudzajiem starptautisku ievéribu guvusiem
jaunas paaudzes fotomaksliniekiem. Kops 1998. gada Alnis piedalas
foto un laikmetigas makslas izstadés un riko personalizstades, kops
2005. gada sadarbojas ar galeriju un fotoagenturu “Photographer.ru”
Maskava. Process ir sacies, un makslinieka karjera desmit gadu laika
veiksmigi attistas.

Stradajot dazados zanros, Alnis brivi izmanto daudzveidigus
krasu un melnbaltas fotografijas izteiksmes lidzek|us, piemérojot tos
katra darba témai un véstijumam. Vina darbos sastopam dokumentalu
vides un cilveku verojumu (sérija “Dzives telpa Daugavpils”), klusas
dabas studijas (“Vieta sapniem”), atsauces uz Diseldorfas skolas, ka
ari Hillas un Bernda Beheru interpretétas Neue Sachlichkeit (t. s. jauna
lietiskiba) centieniem péc objektiva attélojuma (sérijas “Ex[Pride]”,
“Half Life"), tapat romantisma laikmeta makslas noskanu piesatinatas
pilsétas ainavas (“Maju sajita”) un sirrealisma énu teatra iedvesmotus
pasportretus un interjera studijas (“Neka personiga”). Visu lidz $im
veidoto sériju saturiskie un formalie elementi satiekas jaunakaja darba
“Lauzta linija”.

Pasportreti, klusas dabas un privatas dzives vides tuvplani,
distancéti tvertas vientuligas (vai gandriz vientuligas) ainavas - tie ir
Alna fotografijam raksturigi motivi. Komentéjot savus darbus, Alnis
bieZi uzsver to personigo raksturu — tajos satiekas un atkartojas
tadi motivi ka sapnosana, pasizzina, meditacija. Japiekrit, ka darbi
ir personigi, bet tas nenozimé, ka tie butu atklati vai intimi (viss
“personigais” tiek paklauts racionalai kontrolei, un darbos varam
ieraudzit tiesi tik daudz, cik autors vélas atklat). Dzives materialu Alnis
izmanto savas télu sistémas radisanai un izkopsanai, un vina darbi
nav ne publiska dienasgramata, ne aizrautiga cina ar démoniem,
ne emocionalu pasatklasmju virkne. Tiem visiem raksturigs atta-
linats un atturigs vérojums — ka no arpuses vai augsas, un sis ipasais,
no emocijam attiritais skatijums pielauj daudznozimiga tulkojuma
iespéjas. “Vins ilustré sevi. [..] Bet Stakle ir parak labi audzinats un
parak liels estéts, lai pléstu sev kreklu uz kratim. Savu eksistencialo
sapi vins savalda tik labi, ka to gandriz nevar redzét,” ta Alna darbus no
sérijas “Dzives telpa Daugavpils” komenté makslas kritikis un viens no
“Photographer.ru” vaditajiem Vladimirs Dud¢enko'.



At the source of
pleasures

Alnis ar mammu Moniku
Birzaku laukos. Tétis
fotografé. 1979

Alnis and Mum Monika
Birzaka in the countryside. The
photographer is Dad. 1979

Foto:/ Photo: Ernests Stakle

2 Awork in the series ‘Living Space
Daugavpils’, 2001-2006.

3 Russian: ‘Landscape Photography
Techniques', ‘Light Filters'.
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Alise Tifentale: What kind of contact with art did you have as a child?
Did you study albums of reproductions, draw or do anything of that
kind, and at what point did you decide that photography - the static
image - is the best way you could express yourself? Where do the
images and imagery come from (for example, the red blanket in the
landscape’ — what is it that made you shoot precisely that, rather
than the scene to the right or left)?

Alnis Stakle: You've perplexed me with your very first question.
Although I've thought a lot about what art means to me, and about
what makes an impression on me and why, as regards the question of
childhood and art... That's interesting, because, now that | think about
it, it's clear that there was a distinction between photography and art. Of
course, in “high society” photography was an art, but for a fourteen-year-
old (the age at which | started photographing) in Livani photography was
anything but an art-related process. Livani had no galleries or museums,
and no internet. A complete vacuum. Of course, we were taken on some
school trips, but somehow all of that has vanished from memory. As a
child, I suppose | spent more time looking at albums of photographs,
at albums of the kind we had back then: Tehnika peizazhnoy fotografiyi,
Svetofiltr® .. There was a photo club, and | suppose people were taught
something there, but I'm not sure | still remember any of it. | didn't
attend the club’s activities, but my work was included in their exhibitions
anyway.

Pie baudu avota

2 Darbs no sérijas “Dzives telpa
Daugavpils”, 2001-2006.

3 "Ainavas fotografijas tehnika’, “Gais-
mas filtri” (krievu val.).

“ Fredijs Krigers — galvenais varonis
3ausmu filma "Sausmas Gobu ield”
("A Nightmare on Elm Street", 1984,
rezisors Vess Kreivens) ar vairakiem
turpinajumiem.
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Alise Tifentale: Kada ir bijusi tava saskare ar makslu bérniba? Vai
pétiji reprodukciju albumus, ziméji vai tamlidzigi? Un kura bridi
izvélgjies, ka vislabak vari izpaust sevi ar fotografiju — statisku
attelu? No ka vispar rodas teli un télainiba? Pieméram, sarkana
sedzina ainava’ - kas ir licis tev nobildét tiesi to, nevis aininu pa
labi vai pa kreisi?

Alnis Stakle: Tu mani samulsinaji ar So pirmo jautajumu. Lai
gan esmu daudz domajis, ko man nozimé maksla, kas un kapéc atstaj
uz mani iespaidu, bet ar bérnibu un makslu... ir interesanti, jo, tagad
atceroties, ir skaidrs, ka bija noskirums starp fotografiju un makslu.
Protams, “augstajas aprindas” fotografija bija maksla, bet ¢etrpadsmit-
gadigam pusaudzim (tas ir tas vecums, kad saku fotografét) Livanos
fotografija bija kaut kas cits, ne ar makslu asociéjams process. Livanos
nebija galeriju un muzeju, un ari interneta. Vakuums. Protams, veda
mds Sur tur no skolas, bet kaut ka viss pagaisis no atminas. Bérniba
laikam vairak esmu skatijies fotografiju aloumus, kadi nu tie bija -
“TexHuka nelizaxHol pomoepagpuu”, “Ceemogpunemper™. .. Bija foto-
pulcins, kur laikam ari kaut ko macija, bet, vai es to atceros, nezinu
vairs. Es nodarbibas neapmekléju, bet manus darbus tik un ta lika
pulcina izstadés.

Ir vairaki aspekti, kapéc fotografija bija interesanta man jau
bérniba - fotoaparats visur bija lidzi visadas izklaidés pagalma un
arpus ta, gan darot kaut ko pozitivu, gan ari puskriminalu. Bet ta
bija tada fotografija arpus makslas. Vecakiem bija dazas ilustrétas
gramatas par slimibam, un es, zinkaribas dzits, ieskatijos tajas (5-7
gadu vecuma). Tad jau neviens Sausmenes pa televizoru neradija un
ari videoéra ar pieciem rubliem par seansu vél bija tikai tala nakotné.
Un te péksni - izgindusi, augoniem un ¢alam klati, slimibu nomociti
kermeni. Kaut kas lidzigs Borisa Mihailova fotografijam. Ar attéliem
ir ta, ka viss jau nebeidzas ar pasu skatisanas aktu. Vizualas atminas
turpinas gadiem. Atminas, kas iemiesojas izdomu télos, parvietojas
uz zemapzinu un reprezentéjas sapnos. Es ari kadu dalu no “Dark Side
of the Moon" (“Méness tumsa puse”) sérijas darbiem nofotograféju
no televizora ekrana devindesmitajos, kad pirmo reizi radija Fredija
Krigera filmu®. Ta laikam bija viena no pirmajam sabiedriskaja TV
translétajam Sausmu filmam - sava zina TV nevainibas laupisana.
Vai es uzskatiju to par makslu? Ta bija ka nepieciesamiba elpot, un



Livanu 1. vidusskolas maj-
turibas nodarbibu kabineta
interjers. Kabinets bija
aizslégts, un tika fotograféts
caur durvju stiklu. 1989
Interior of the home
economics classroom at Livani
1st Secondary School. The
room was locked and was
photographed through

a window in the door. 1989

Foto: no makslinieka personiska
arhiva / Photo: from the artist's private
archive

4 Freddy Krueger is the main protago-
nist in the horror movie ‘A Nightmare
on EIm Street’ (1984, directed by Wes
Craven), which had several sequels.
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Photography interested me as a child for several reasons: | always

had my camera with me when playing in the yard and elsewhere,
whether we were doing something positive, or something semi-criminal.
But that was a kind of photography outside of art. My parents had some
illustrated books on diseases: drawn by curiosity, | looked into them (at
the age of five to seven). In those days there were no horror movies on
TV, and the era of five-rouble video shows was yet to arrive. And here,
suddenly, were emaciated bodies, bodies covered in boils and sores,
bodies wracked by disease. Something resembling the photographs of
Boris Mikhailov. Images are not confined to the act of looking itself. Visual
memories last for years. Memories that manifest themselves as images
in the imagination are transferred to the subconscious and appear in
dreams. | photographed some of the works in the series ‘Dark Side of the
Moon' from the TV screen in the nineties, when the Freddy Krueger film
was first shown.* | suppose this was one of the first horror movies shown
on national TV —a kind of loss of innocence for TV. Did | see this as art? It
was something | needed so that | could breathe, and even today | only
photograph when | feel | can no longer live. Nobody had ever said that
photographing the TV image is a good thing. It wasn't the kind of thing
you could show anyone. In the context of traditional photography, it was
absolute rubbish. Lines across the image, all blurred, and so on. Only later
did I learn that it'd been done hundreds of times before. For me, it was only
in my student years that photography obtained a connection with art.

Klasesbiedri nodarbibas laika
Livanu 1. vidusskola. 1989
Class activities at Livani 1st
Secondary School. 1989

Foto: no makslinieka personiska
arhiva / Photo: from the artist’s private
archive

5 "Dzives telpa Daugavpils’,
2001-2006.
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ari Sobrid fotograféju tikai, ja ir tada sajata, ka vairs nevar izdzivot.
Neviens jau nebija teicis, ka fotografét televizora attélu ir labi. To

tacu nevaréja nevienam radit. Tradicionalas fotografijas konteksta
tas tacu bija galigais mésls. Stripas par attélu, viss izpladis, utt. Tikai
vélak uzzinaju, ka tas jau sen ir simtiem reizu darits. Man fotografija ar
makslu ieguva kaut kadu saikni tikai studiju gados.

Vai fotografija ir statisks attéls? No fotografijas ka medija
pozicijas — ja, bet no interpretétaja subjektiva skatijuma - ta nav sta-
tiska. Fotografija iegust savu sugestéjoso varu, pateicoties skatitaja
atminam un iztélei, un tie téli un asociacijas vairs nav statiski. Tas, kas
norit skatitaja smadzenés, vérojot attélus, ir tas pats emociju spektrs,
kas rodas, verojot realitati. Bet realitate jeb tas, kas patiesi nonak
cilvéeka smadzenés no aréjas vides, ir loti fragmentars un nepilnigs.
Apméram 80% informacijas par lietu telpiskumu tiek uzbuvéts,
balstoties uz iekséjam smadzenu informacijas rezervém. Reizém
fotografija var sniegt vairak informacijas par kaut ko attéla izolétu,
neka smadzenes ir pieradusas sanemt no realitates.

Nu lak, “sarkanas sedzinas” téls ir pilnigi cits gadijums. Ja to, ko
es dariju bérniba, var attiecinat uz tadu ka pilnigu iek3éjas pasaules
vaditu, bet tomér neapzinatu darbibu, tad “sarkana sedzina” batu
uzskatama par pirmajiem visapzinatak fotografétajiem, kaut uz ne-
jausibu atradumiem balstitiem, darbiem (tadas istas ielas fotografijas
konteksta). Es $is sérijas® darbus attiecinu uz tadu ka socialas ainavas



Ainava netalu no Livaniem.
1991

(Bérniba daudz laika
pavadiju, celojot ar
velosipédu un mekléjot
“labakos kadrus”. Seit ir
rezultats. Kad atnesu uz
pirmo skolas fotopulcina
nodarbibu savas fotogra-
fijas un teicu, ka izgatavoju
tas pie drauga, vaditajs
komentéja: “Ja Sis nav foto-
graféjis draugs, tad no tevis
iznaks lietaskoks.” Tagad
smiekligi atceréties.)

Landscape not far from Livani.
1991

(In my childhood, 1 spent a
great deal of time travelling
round by bicycle and seeking
out the “best shots”. This is the
result. When 1 brought my
pictures to the first meeting of
the school photo club, saying
I'd made them at a friend’s
house, the tutor commented:
‘Assuming these haven't

been photographed by your
friend, then you really have
got it in you." It's amusing to
remember it now.)

Foto: no makslinieka personiska

arhiva / Photo: from the artist’s private
archive

*'Living Space Daugavpils', 2001-2006.
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Is a photograph a static image? In terms of photography as
a medium, yes, it is, but from the subjective viewpoint of someone
interpreting it, it's not static. A photograph obtains its suggestive power
thanks to the viewer's memories and imagination, and these images
and associations are no longer static. What happens inside the viewer's
mind when looking at images corresponds to the same spectrum
of emotions that derive from observing reality. And as regards reality,
what actually reaches the human mind from the surroundings is very
fragmented and incomplete. About 80% of the information about the
spatial nature of things is built up using the brain’s internal reserves of
information. Photography can sometimes provide more information
about something isolated in the image than the mind is accustomed to
receiving from reality.

Now, the “red blanket” image is a different case altogether. What
| did as a child can be regarded as an activity guided completely by
my inner world, but unconscious all the same, while the “red blanket”
can be regarded as the first very consciously photographed work, even
though it's based on chance discoveries (in the context of true street
photography). | consider the works in this series® as relating to a kind of
social landscape photography. Important for me in these photographs
were the traces left in an environment by a person active within it. No
less important was the right choice of colour. One of the starting points
for me was that everything photographed in this series should be of the
kind that would not “survive” in the black and white setting, since colour
photography is pointless otherwise.

Important to me was the possibility of going out and photo-
graphing, looking and seeing the surreal, the absurd and the true in
simple things, in the world of unimportant everyday events. Nowadays,
the freedom | had back then seems impossible: to simply wander
aimlessly with a camera. | do still have that possibility. But not so much
in Latvia. I do quite a lot of travelling, but now I've come to understand
that with that kind of impulse you can only photograph works such as
“red blanket” in a setting that you sense as being your own. I've learned
to photograph alien settings well, but it was important to me that these
photographs were taken in Latvia (even if it sounds banal), where | know
(I have a gut feeling) why that rug is hanging there (a beautiful, but old
rug from the Soviet period, and the lady beating the dust out of it simply

Klasesbiedri pargajiena laika.
1989

Ainava pie Livaniem. 1991
Ainava pie Livaniem. 1991

(Taja laika biju ietekméjies
no Latvijas 80. un 90. gadu
fotografijas poétiskas esté-

atdarinat savos darbos.)

Classmates on excursion. 1989
Landscape near Livani. 1991
Landscape near Livani. 1991

(At the time, [ was influenced
by the poetic aesthetics of the
1980s and 90s photography
in Latvia, and this I tried to
emulate in ny work.)

Foto: no makslinieka personiska

arhiva / Photo: from the artist’s private
archive
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¢ Bate, D. Kinship with Dream. Source
Photographic Review, No. 46, 2006,
pp. 50-51.

7 Alnis Stakle teaches visual culture in
Daugavpils University.
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has no other), why the lady’s sitting there, how the car door ended up
as part of an allotment fence, why the underwear is hanging out to
dry next to the main road, and so on. Colour accents in photographs
are very poetic, but that hasn't been the main thing in these works.
That's all a kind of surface layer, but in my eyes these works have a lot
to say about the little hell of the urban fringe and the small town. Why
don't | take photographs in the best documentary traditions: dying
homeless people, prisoners or scruffy children, if I'm so interested in the
documentary? It's always seemed to me that photographs in that style
contain a lot of manipulation with the viewer, who wishes to see the
“true face of life”, while in actual fact “the truth is out there”. Sometimes
it's enough just to sense what hides behind seemingly ordinary things.

A.T: The information vacuum you mention during the time of
the USSR is regarded by Western critics (including David Bate writing
about your Oxford exhibition®) as an advantage for us East Euro-
peans: we had no organic experience, spanning several generations,
of Modernism, Postmodernism etc., and in their eyes we are like
“children of Nature”, semi-savages in terms of intellectual, or rather,
cultural competence. (At least the Western art market expects this,
and gets it, too, in the work of Mikhailov, whom you mentioned, Kulik
and other artists, and perhaps also, unintentionally, in several of your
works - ‘Ex[Pride]’ and ‘Nothing Personal’. The Western viewer latches
onto what they see as “Soviet exotica” — Lenin or the USSR coat of
arms.) We, in our thirties, are the last generation with a metaphorical
“dual citizenship”, i.e., a conscious experience of the Soviet state and
independent Latvia, each characterised by a radically different idea
of what art is and why it exists, and we're somewhere in the middle,
at the boundary. Have you felt this when talking to (and looking at
the works of) the senior figures in Latvian photography, people your
own age, and your students’?

A.S.: If we view it as a paradigm of thinking, then the Soviet Union
also experienced Modernism, similar in many features to that of Western
Europe: industrialisation, competition, an atomic view of scientific disci-
plines and of social and individual development, oblivious of any broader
relationships or the interdisciplinary. We have had those same Modernist
Age strategies of thinking and living here in Eastern Europe, and, like
the whole of the Western world, our education and culture are rooted

¢ Bate, D. Kinship with Dream. Source
Photographic Review, No. 46, 2006,
pp. 50-51.
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fotografiju. Sajas fotografijas man bija svarigas cilvéka atstatas pédas
vidé, kura vin$ darbojies. Ne mazak svariga bija pamatota krasas
izmantosana. Viens no maniem iek$éjiem uzstadijumiem bija - lai
viss, kas tiek nofotograféts 3aja sérija, nespétu “dzivot” melnbaltaja
vidé, jo citadak krasu fotografijai nav jégas.

Svariga bija iespéja iet, fotografét, skatities un ieraudzit sir-
redlo, absurdo un patieso vienkarsas lietas, nesvarigu un ikdienisku
notikumu pasaulé. Tagad ta Skiet neiespéjama briviba, kas bija man
pieejama, — vienkarsi klist ar fotoaparatu bez mérka. Ir jau man ta
iespéja joprojam, tikai ne tik daudz Latvija. Es saméra daudz celoju,
bet tagad saprotu, ka darbus ar tadu ieksejo uzladejumu (“prieks
sevis”) kads ir “sarkanaja sedzina”, tu vari nofotografét tikai vidé, kuru
jati ka savéjo. Esmu labi iemacijies fotografét svesas vidés, tomér man
bija svarigi, ka $is fotografijas ir radusas Latvija (izklausas banali, bet
tomeér), kur es zinu (ar iek$am jatu), kapéc ta sega tur karajas (skaista,
bet veca padomju laika sega, un tai tantei, kas dauza puteklus,
vienkarsi citas nav), kapéc ta tante tur séz, ka sis automasinu durvis ir
nonakusas mazdarzina Zoga vieta, kapéec velina Sosejas mala zavéjas,
utt. Krasu akcenti fotografijas ir |oti poétiski, bet tas nebat nav bijis
$ajos darbos galvenais. Tas viss tads virséjais slanis, bet manas acis
$ajos darbos ir loti daudz par nomales un mazpilsétas elliti. Kapéc
es nefotograféju labakajas dokumentalas fotografijas tradicijas —
mirstosus bezpajumtniekus, cietumniekus, noskrandusus bérnus,
ja jau mani tik loti interesé dokumentalais? Man vienmeér ir 3kitis, ka
tada stila fotografijas ir loti daudz manipulaciju ar skatitaju, kurs grib
redzéet dzives patieso seju, bet patiesiba ir “tur ara”. To, kas slépjas aiz
it ka vienkarsam lietam, reizém pietiek tikai nojaust.

A. T.: Tevis minéto informacijas vakuumu PSRS laika Rietu-
mu kritiki (to skaita ari Deivids Beits tavas Oksfordas izstades
sakara®) uzskata par misu - austrumeiropiesu prieksrocibu: ka
neesam organiski vairaku paaudzu laika izdzivojusi modernismu
un postmodernismu u. tml. Un vinu acis intelektuala vai drizak -
kultiras kompetences zina esam tadi ka “dabas bérni”, “pusme-
zoni”. Vismaz Rietumu makslas tirgus to sagaida un ari sanem tevis
jau minéta Borisa Mihailova, ari Olega Kulika u. c. makslinieku iz-
pildijuma. lespéjams, neapzinata veida ari vairakos tavos darbos
(“Ex[Pride]”, “Neka personiga”) Rietumu skatitaja skatiens aizkeras
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in Christian dualism (which existed before the Soviet Union, and still
remains). Of course, we couldn’t compete in terms of the development
of our art industry, and in this regard we became “children of Nature” —
unspoilt and innocent from the perspective of art management. Neither
do I think that those in the West who talk about Mikhailov and Kulik really
know what theyre talking about. Isolation taught us other strategies
of thinking and expression, where the content of the message could
be much more broadly interpreted, not striving to express everything
directly and unequivocally. And for them (the Western art critics), this
message becomes the equivalent of a fairy story (undecipherable to
them). This is our identity, perhaps even more than we think it is. | re-
member the curfews (during training exercises), armoured cars in the
street, regular taping-up of window panes, training flights at night and
photographs being taken of cities from airplanes, home-made gauze
masks, practice alarms at school, May Day parades and change-of-shift
sirens in the factories. These have all become very distant, but also
sentimental memories. A unique experience, which has subsequently
fostered a wider, or different, understanding of the world and human life.

Of course, my students are aware that there’s art management in
the world, but there’s not much of it in Latvia, and photography doesn’t
exist as a field in its own right. Does that mean we can't have good
photography? If you consider the big names in art, then you see that
all of these artists have simply been conscientiously doing the things
without which they cannot live, either psychologically or socially. And
this is my recipe, too, with regard to students, and it's my yardstick for
identifying good art.

The senior figures here in Latvia are in a sorry position. Their world
and way of thinking is just too different. We can understand why this is
s0, but discussion is almost impossible. Students, being students, want it
all here and now, and they have no idea that only one or two people in
their year will actually be capable of achieving something, while the rest
will never come to comprehend where they've been and what they've
been doing there. The age of electronics has alleviated the exchange
of information, and also its creation, but it's hard to say whether this
stimulates the development of new ideas and concepts, because the
new works are often limited to “quotations of quotations”, which don't
lead to anything new.

7 Alnis Stakle ir vizualas kultaras
lektors Daugavpils Universitaté.

S317

pie, vinaprat, “sovjetiski eksotiskd” Lenina vai PSRS gerbona.
Meés, trisdesmitgadnieki, esam pédéja paaudze ar metaforiski “du-
bulto pilsonibu”, t. i., apzinatu padomju un brivvalsts pieredzi.
Katra no tam ir radikali atskirigs prieksstats par to, kas un kapéc
pastav maksla, un meés it ka esam pa vidu, uz robezas. Vai esi to
izjutis, skatoties darbus vai sarunajoties ar misu fotografijas vec-
meistariem, saviem vienaudziem un saviem studentiem”?

A. S.: Ja uzskata to par domasanas paradigmu, tad Padomju
Savieniba bija tas pats modernisms ar daudzam loti lidzigam
iezimém, kadas bija Rietumeiropa: industrializacija, konkurence,
“atomars” skatijums uz zinatnes disciplinam, sabiedribas un individa
attistibu, neredzot kadas lielakas kopsakaribas un starpdisciplinaro.
Ta pati modernisma laikmeta domasana un dzives stratégija ir bijusi
ari Seit — Austrumeiropa. Tapat ka visa Rietumu pasaulé, masu izgli-
tiba un kultdra ir balstita uz kristietisko dualismu (ta tas bija pirms
Padomju Savienibas un ir joprojam). Protams, més nevaram paspidéet
ka lidzvértigi makslas industrijas attistiba, un 3aja zina klGstam par
“dabas bérniem?”, kas ir nesamaitati un nevainigi no makslas menedz-
menta skatpunkta.

Nedomaju, ka tie, kas tur Rietumos runa par mihailoviem
un kulikiem, tiesam zina, par ko vini izsakas. Izolétiba iemacija citas
domasanas un izteiksanas stratégiju, kad véstijuma saturu bija iespé-
jams interpretét daudz plasaka amplitida, neméginot izteikt visu
tieSi un viennozimigi. Un te nu viniem (Rietumu makslas kritikiem)
Sis véstijums klGst lidzvértigs pasakas sizetam (viniem nenolasams).
Ta ir masu identitate varbat pat vairak, neka més domajam. Atceros
macibu komandantstundas, brunutransportierus uz ielam, regularas
logu stiklu aizlimésanas, macibu lidojumus naktis un pilsétas foto-
grafésanu no lidmasinam, pastaisitus marles respiratorus, macibu
trauksmes skola, 1. Maija parades, darba mainu sirénas rapnicas. Tas
viss ir kluvis par loti talam, bet tomér ari sentimentalam atminam.
Unikala pieredze, kas péc tam ir veicinajusi plasaku vai citadu izpratni
par pasaules un cilvéka dzives iekartojumu.

Mani studenti, protams, redz, ka pasaulé pastav kaut kads
makslas menedzments, bet Latvija neka daudz nav un fotografija
ka nozare nepastav. Vai tadé| nebut labai fotografijai? Ja paskatas,
kas tad ir tie lielie vardi maksla, — visi makslinieki ir vienkarsi godigi



#World Press Photo has been holding
the Joop Sward Masterclass in photo
journalism since 1994. It is named
after the former head of the World
Press Photo organisation, Joop Swart
(1925-1994). Cf. www.worldpress-
photo.org
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A.T.: Please tell me about your collaboration with the Moscow
gallery and photo agency Photographer.ru! Can we say that in this
way you've managed to circumvent the local problems of art
management?

A. S: It all started with the ‘Objective Reality’ foundation. Liza
Faktor, head of the foundation, was one of the founders of the Photo-
grapherru agency, and, thanks to her, | was nominated for the Joop
Swart Masterclass® in 2004. Thus | was permitted to take part in the
portfolio competition, and | was lucky enough to get in the top 12 out
of 120 candidates. After this, | was invited to become one of the agency’s
photographers. Liza's interest in social landscape photography also
determined the agency’s choice of collaborating with me. But the agency
has virtually no possibility of selling my work directly. It's a different matter
with editorial or corporative commissions, but that’s not exhibition work.
When the gallery was established, they decided to work with some of
the agency’s photographers (those who were capable of something
more than just photo reporting and who were doing such things on
their own initiative).

| have a high regard for the intelligence and choices made by
the gallery owners, but it would be wrong to say that the gallery has
compensated for the lack of management at the local level. Still today,
everything happening in my life involves our local curators, or activities
on my own part.

A.T: When Man Ray was asked what camera he uses, he’s said
to have replied that nobody asks writers what brand of typewriter
they write on. However, could you let the viewer look into your
workshop for a moment? This would also be of interest to certain
art researchers in Latvia, and even to some respected professors,
who are wont to assert that “photography is not an art”, that the
photographic process itself is something abstract and mechanical,
simple and technical (that the image is created automatically by
pressing the shutter, without the least contribution from the author’s
personality).

A.S.: It's clear that photography as a medium subsists from what
is there in reality, but, just as with painting, you need skills that allow you
to use the language of the medium to your advantage. Photography
simply requires different skills. Anyone can take a picture, but you need

8 Organizacija "World Press Photo" riko
fotozurnalistikas meistarklasi - The

Joop Swart Masterclass kops 1994. gada;

ta nosaukta par godu Jopam Svartam
(Joop Swart, 1925-1994), kadreizéjam
“World Press Photo" vaditajam (vairak
informacijas sk. interneta majaslapa:
www.worldpressphoto.org).
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darijusi to, bez ka nav bijusi spéjigi izdzivot psihologiski un sociali.
Un ta arl ir mana recepte gan sev, gan studentiem, ari latina labas
makslas noteik3sanai.

Ar Latvijas vecmeistariem ir smagi - ta ir parak cita pasaule
un domasana. Var izprast, kapéc ta ir tada, bet diskusija gandriz
nav iespéjama. Studentiem, ka jau studentiem, gribas visu tagad
un uzreiz, bet vini nemaz nenojaus, ka no kursa labi ja viens vai divi
bis spéjigi kaut ko izdarit; paréjie ta ari nesapratis, kur bija, ko darija.
Elektronikas laikmets ir atvieglojis vizualas informacijas apmainu un
ari radisanu, bet, vai tas veicina jaunu ideju un koncepciju attistibu,
ir grati teikt, jo biezZi vien jaunie darbi aprobeZojas ar “citatiem par
citatiem”, ne pie ka jauna nenovedot.

A.T.: Pastasti, ladzu, par savu sadarbibu ar galeriju un foto-
agentiiru “Photographer.ru” Maskava. Vai var teikt, ka tadejadi tev
izdevies apiet lokala makslas menedzmenta trakumus?

A. S.: Viss sakas ar fondu “Objective Reality” (“Objektiva reali-
tate”). Pateicoties $a fonda vaditajai Lizai Faktorei, kas bija agentiras
“Photographer.ru” dibinataju vida, mani 2004. gada nominé&ja Jopa
Svarta meistarklasei®. leguvu tiesibas piedalities portfolio konkursa
un paveicas no 120 kandidatiem tikt divpadsmitnieka. Péc tam sekoja
uzaicinajums bat par vienu no agentdras fotografiem. Lizas interese
par social landscape (“socialas ainavas”) fotografiju ir ari noteikusi
agentaras izvéli sadarboties ar mani. Bet agenturai tiesi pardot manus
darbus gandriz nav iesp&jams. Ja ir pasutijumi (preses izdevumiem,
uznémumiem), tad ir citadi, bet tie nav izstazu darbi. Kad izveidojas
galerija, taja uzaicinaja sadarboties dazus agenturas fotografus (kas
bija spéjigi un péc personigas iniciativas darija vairak, neka vienkarsi
fotograféja reportazas).

Augstu veértéju galerijas 1pasnieku inteligenci un izveli, bet
teikt, ka galerija ir kompenséjusi lokala menedZmenta iztrikumu,
batu nekorekti. Joprojam viss, kas notiek mana dzivé, ir vai nu saistits
ar vietéjiem kuratoriem, vai manu personigo aktivitati.

A. T.. Kad Menam Rejam jautaja, ar kadu fotokameru vins
strada, vins esot atbildéjis, ka rakstniekam gan neviens nejauta,
ar kadas markas rakstammasinu vins raksta. Bet lauj skatitajam
uz mirkli ielGkoties sava darbnica; tas batu interesanti ari daziem
Latvijas makslas zinatniekiem un pat cienijamiem profesoriem, kas
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the whole spectrum of aspects that make it a work of art. Management,
too, is part of this.

All works of art are created in order to gain pleasure (at the mo-
ment of creating them and afterwards). Of course, it's all a highly subjective
process, besides which there's the cultural context, the historical value,
etc.,, but the mechanism of gaining pleasure lies at the root of it, and
that's why the artist creates the work and why people come and see
it. In such an individual and/or collective psychophysiological context,
photography cannot be set apart from painting (or any other artistic
medium). The chemical substances produced in the brain are the same.

As regards materials and techniques, it's always the idea that
determines my choice of technology. Every camera has its own “soul’,
or most convenient way of using it in photography. | still photograph
on film, and there are several reasons for this. One is that | want to have
material evidence of what I've been doing (a special kind of proof of
my existence). The second is that | wish to free myself from superfluous
duplicates, which makes selection more difficult. In many cases, | take
just a single shot, so that I have only one negative from a particular event,
which may be affected by errors on my part and by technical accidents.
Thirdly, | often take pictures using medium format cameras and long
exposures, and with film this gives me better quality results than
with digital photography. Once, when promoting a digital Hasselblad
camera, the company manager said it's intended for a photographer
who can earn several thousand euro in a day... Well, | can't. I've used
traditional black and white silver and colour photography processes
and the possibilities of pigment print. Nowadays | scan my negatives or
slides and the works are printed from files as digital colour printouts or
pigment prints.

Once before in a discussion with you, | said that | don't like the
traditional tendency of sterilising photography as a medium (drawing
virtual boundaries). | have no complexes about the media | use for
expressing myself (and I've done various kinds of things already,
althoughl need to put more work into them. ... there’s been video, etc)).
Photography really is just one of many media. What's most important is:
why that which I'm looking at is the way it is. From this point of view, | get
pleasure from the dreamy colour photography of Saul Leiter, and from
‘Hell’ by the Chapman brothers.
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médz apgalvot, ka “fotografija jau nav nekada maksla” un ka pats
fotografiskais process ir kaut kas abstrakti mehanisks, vienkarss,
tehnisks (attéls rodas automatiski, nospiezot slédzi, bez mazakas
autora personibas lidzdalibas).

A.S.:Ir skaidrs, ka fotografijas medijs partiek no realitaté esosa,
tomer, tapat ka gleznieciba, ir vajadzigas prasmes, kas lauj izmantot
medija valodu sava laba. Fotografija Sis prasmes vienkarsi ir citas.
Nobildéet jau var katrs, bet ir nepiecieSams viss aspektu spektrs, lai
darbu padaritu par makslas darbu; dala no ta ir ari menedZzments.

Jebkur$ makslas darbs ir radits, lai iegltu baudu (radisanas
bridi un péc tam). Protams, tas viss ir loti subjektivs process; ir vél,
pieméram, kultirkonteksts, vésturiska vértiba utt., bet baudas gasa-
nas mehanisms tomér ir pamata tam, kapéc pats makslinieks rada
un kapéc skatitaji nak un skatas. Sada individuali un/vai kolektivi
psihofiziologiska konteksta fotografija nav noskirama no glezniecibas
(vai jebkura cita makslas medija). Vielas, kas izdalas smadzenes, bas
vienas un tas pasas.

Par materialiem un tehniku. To, kadas tehnologijas izvelos,
vienmér nosaka ideja. Katrai kamerai ir sava “dvésele” jeb veids,
ka ar to értak fotografét. Joprojam fotograféju uz filmas, un tam ir
vairaki iemesli. Viens no tiem - véléSanas iegut materialu liecibu
tam, ko esmu darijis (savdabigs pieradijums savai eksistencei). Otrs ir
apzinata atbrivosanas no liekiem dublikatiem, kas sarezg izlasi; biezi
ir ta, ka apzinati nofotograféju tikai vienu reizi un iegustu tikai vienu
kldmem un tehnologiskajam nejausibam. Tredais iemesls — biezi
fotograféju ar vidéja formata kameru, lietojot ilgas ekspozicijas;
lidz ar to uz filmas tiek iegati kvalitativaki rezultati neka digitalaja
fotografija. Reiz, reklaméjot digitalo Hasselblad kameru, menedzeris
izteicas, ka $i kamera ir domata fotografam, kas diena spéj nopelnit
vairakus tukstosus eiro... Nu, es nespéju. Esmu izmantojis tradiciona-
los melnbalta sudraba un krasu fotografijas procesus, pigmentdrukas
iespéjas. Sobrid savus negativus/slaidus skenéju un darbi tiek drukati
no failiem ka digitala krasu izdruka vai pigmentdruka.

Vienreiz jau saruna ar tevi izteicos, ka man nepatik tradiciona-
laja fotografija sastopama tendence - sterilizét fotografiju ka mediju
(novilkt virtualas robezas). Man nav kompleksu izmantot pilnigi jebko,
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A.T.: Can you explain how you developed the notion that the
creation of a work of art relates to pleasure? To me it's always seemed
thateverything connected with art (or with any creative act) isnothing
but torment, both internal (everything going on in the artist’s head,
from self-censorship and inferiority complexes to megalomania, from
doubt to ecstasy, and suchlike dreadful experiences) and external
(difficulties with realising ideas for lack of material resources, an
audience that is too small or uncomprehending, and so forth).

A. S Artists do visualise their pain (although not all of them do).
There's only one reason for this: the satisfaction from compensation,
sublimation, protest against repression, deriving from one’s own
internal struggle, and so forth. In this way, the artist gains pleasure from
compensation. Not ecstatic pleasure, perhaps, but a kind of secular inner
peace that enables a person to continue living. And the “torment” you
refer to can sometimes be regarded as a kind of pleasure, since what kind
of compensatory mechanism would it be if it simply involved replacing
one kind of suffering with another? For a psychologist, it's suffering +
suffering, but for an artist it's a short-term feeling of liberation. A person’s
always looking for satisfaction, peace and well-being, no matter how
strange the path to it may be.

With regard to the material aspects, what this means is that
ambition does not match possibility. A psychologically healthy individual
understands that their work and/or ideas are simply not good enough
to warrant support (too little effort, perhaps), or else the reality in which
they find themselves is not really appropriate (economically, socially, etc.).
Awareness of this does not cause suffering. There are a million possible
forms of self-expression, and if an artist is incapable of ironically reflecting
on themselves and their situation through the process of art, then what
kind of artist is he or she anyway?

¢ Amerikanu fotografs — Saul Leiter
(dz. 1923).

 Britu makslinieki — Jake Chapman
(dz. 1966), Dinos Chapman (dz. 1962).
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lai izteiktos (ir jau darits, tomér vél ir japastrada. .. video utt.). Fotogra-
fija tiesam ir tikai viens no daudzajiem medijiem. Svarigakais — kapéc
tas, uz ko es skatos, ir tads, kads tas ir. 5ada aspekta man baudu sniedz
gan Saula Leitera® sapnainas krasu fotografijas, gan bralu Dzeika un
Dinosa Cepmenu' “Elle”.

A.T.: Vai vari paskaidrot, ka esi izkristaliz&jis prieksstatu par
to, kamakslasdarbaradi$anairsaistitaarbaudu? Man ganvisulaiku
ir licies, ka viss, kas ar makslu - vai jebkuru radosu aktu - saistits, ir
vienas vienigas mocibas, ganiek$éjas (viss, kas notiek autora galva:
no pascenziras un mazvértibas kompleksa lidz lielummanijai, no
Saubam lidz ekstazei u. tml. sausaligi pardzivojumi), gan aréejas
(gratibas ar ideju realizéSanu materialo resursu nepietiekamibas
dél, parak maza vai nesaprotosa auditorija u. c.).

A. S.: Makslinieki vizualizé savas sapes (gan ne visi). Tam ir tikai
viens iemesls — gandarijums no kompensacijas; sublimacija, protests
pret apspiestibu, kam pamata ir savas iek3éjas pasaules cina, utt., un
rezultata makslinieks gust baudu no kompensacijas. Ta varbat nav
ekstatiska bauda, bet tads laicigs iek$ejs miers, kas lauj cilvékam
turpinatdzivot. Un tas tevis minétas “mocibas” reizém var uzskatit par
baudas gusanu, jo ka gan var nosaukt kompensacijas mehanismus,
kur vienas cieSanas tiek aizvietotas ar citam? Psihologam tas ir cie-
$anas + ciesanas, bet maksliniekam - islaiciga atbrivosanas sajlta.
Cilvéks vienmér meklé gandarijumu, mieru un labsajatu, lai cik divaini
veidi tie butu.

Par materialajiem aspektiem — ambicijas nesakrit ar iespé&jam.
Psihologiski vesels cilvéks saprot, ka darbs un/vai iecerétais nav pie-
tiekami labs (iespé&jams, par maz stradats), lai batu pelnijis atbalstu,
vai arl - ka realitate, kura vins atrodas, nav isti atbilstosa (ekonomiski,
sociali utt.). Izpratne nerada mokas. Pasizpausmei ir miljons dazadu
veidu. Un, ja makslinieks nespéj ironiski caur makslas procesu reflek-
tét par sevi un apstakliem, tad kads gan vins ir makslinieks?



Place for Dreams
(2001-2006)

? See, for example, the book by
sociologist T. H. Eriksen (Mirkja tiranija.
Straujs un gauss laiks informacijas
sabiedriba. Riga: Norden AB, 2005).

“The term is used in a similar way
in theology, referring to God's
“management of his household",
i.e. the living and functioning world
as part of the divine plan for the
salvation of humanity.

"I'Significantly, in what is so far the
only historical account of fine art
photography in Latvia (Latvijas
fotomaksla. Vésture un masdienas:
Rakstu krajums / Sast. P. Zeile. Riga:
Liesma, 1985) the genre of still life is
represented by only five works.

20ne of the early examples
frequently reproduced in books on
the history of photography is a corner
of the studio pictured by Daguerre
(LAtelier de l'artiste, 1837) with
sculptural objects in the foreground
and a bottle and framed image in the
background.

n such classic examples as the
1920s still lifes of André Kertész, the
composition and objects have been
borrowed directly from painting
(the newspaper, bottle, fruit, etc.).
Likewise, in a sense we can regard
as a continuation of the tradition of
painting the “portraits” by Edward
Weston in the 1930s of particular
objects (a pepper, a mushroom and
a shell), while Irving Penn’s still lifes
from the 1940s and 50s present us
with motifs — splendid arrangements
of fruit — that are reminiscent of the
Dutch Old Masters.

*For example, the work by Cindy
Sherman and Joel Peter Witkin in
this genre formally retain the classic
composition, while emotions such
as revulsion or curiosity are aroused
by the choice of subject matter: in
Sherman’s case it is rotting fruit and
dolls torn apart, and in Witkin's case
they are body parts of dead people.

> Represented, for example,

by the flower studies of Robert
Mapplethorpe.

S3 24

It's possible to obtain the impression that, more than ever before, in
order to survive at the present day you need competence at a superficial
level, communication, agility and mobility. That it's a fast age — an age
suitable for movement halted in snapshots, for a momentary succession
of images on a monitor, for transcontinental phone-calls and for the
capacity of doing everything quickly. But this is just a delusion. Equally
real is “slow time" — where there's no need to be fast and effective, no
deadline, no dread of being late. The kind of slow time that we can plan
and devote to oikovouia or “managing the household™®, creating the
world and maintaining order within our own miniature spatiotemporal
scale — for a brief moment and at a very small scale. Aimost all of the
works by Alnis Stakle remind us of the possibility of such time, but we
see this most directly in the series ‘Place for Dreams’ (for the most part
still lifes of the most commonplace everyday objects). In terms of fast
time, the genre of still life as such would appear to be an anachronism
that almost belongs in a museum, all the more so in photography
(since in terms of its historical development, still life has been the
genre of photography most closely connected with the old masters
and with academic painting, and so has always been viewed as least
conditioned by the specific possibilities offered by photography as an
artistic medium'). But what happens is the exact opposite: all who hurry
actually long for the chance of not hurrying, and are very happy to for-
get themselves and lose themselves in islands of slow time, wherever
they detect them.

Essentially, the still life is always a sign of unhurried time (regard-
less of the subject). Because of the need for long exposures, some of
the first photographic images were arrangements of objects.?In the first
half of the 20th century, still life photography always had reactionary
connotations, an orientation towards what has gone before (if we
take as our point of departure the idea that the genre of reportage,
documentalism, portraits with a social message etc. are “progressive”)®.
On the other hand, in Western photography during the second half
of the 20th century, the genre of still life has been used to express a
metaphorical, allegorical or metaphysical message, for aesthetic quests
within the technical limits of photography,® and for documenting
chance occurrences, giving a voice and an artistic language to the state
of things “as they are”, without intervening in an arrangement that has

Vieta sapniem
(2001-2006)

11 Sk., pieméram, socialantropologa
Tomasa Hillanna Eriksena gramatu
(Eriksens, T. H. Mirka tiranija. Straujs
un gauss laiks informacijas sabiedriba.
Riga: Norden AB, 2005).

2 Lidziga izpratné, ka o vardu

lieto teologija, apziméjot Dieva
“majturibu’, “saimniecibu’, t. i, dzivo
un funkcionéjoso pasauli dieviskaja
cilvéces glabsanas plana.

3 Zimigi, ka lidz $im vienigaja Latvijas
fotomakslas véesturiskaja apskata (Lat-
vijas fotomaksla. Vésture un masdienas:
Rakstu krajums. Sast. P. Zeile. Riga:
Liesma, 1985) klusas dabas Zanru
parstav vien pieci darbi.

“ Fotografijas véstures gramatas biezi
reproducéts ir agrinais paraugs —
Luija Dagéra uznemtais darbnicas
staritis (“LAtelier de l'artiste”, 1837) ar
skulpturaliem objektiem tuvplana un
pudeli un kadu ieramétu attélu fona.

* Tados klasiskos paraugos ka André
Kertésa 20. gadsimta 20. gadu klusas
dabas, kompozicija un prieksmeti
vistiesakaja veida parnemti no
glezniecibas (laikraksts, pudele,
augli u. c). Par glezniecibas tradicijas
turpinajumu sava zina varam uzskatit
ar Edvarda Vestona 30. gadu dabas
studijas ar atsevisku objektu “portre-
tiem” (pipars, séne un gliemezvaks)
un Ervina Penna 40.-50. gadu klusas
dabas, kuru motivi - bagatigas auglu
kompozicijas - savukart atgadina
holandiesu vecmeistarus.

' Pieméram, Sindijas Sérmanes un
Dzoela Pitera Vitkina darbi saja zanra
formali saglaba klasisku kompoziciju,
tacu emocijas, riebumu vai zinkari
izraisa autoru izvéléto objektu, t. i.,
pustosie augli, gabalos saraustitas
lelles (Sérmane), miruso cilveku
kermena dalas (Vitkins).

Ko parstav, pieméram, Roberta
Mepltorpa ziedu studijas.

'8 Sk., pieméram: Parr, M. British Food.
Paris: Gallery du Jour, 1995; Parr, M.
Common Sense. Stockport: Dewi
Lewis Publishing, 1999; Parr, M. Think
of England. London: Phaidon Press,
2000; u.c.
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Var rasties iespaids, ka Sodien izdzivo$anai vairak neka jebkad
nepiecieSama virspuséja “kompetence, komunikacija, operativitate
un mobilitate”; tads straujais laiks, kam piestav momentfotografija
apstadinata kustiba, acumirkliga kadru maina monitora, trans-
kontinentala sazvanisanas un spéja jebko izdarit atri. TaCu tas ir
tikai iedomas. Tikpat reali pastav ari ta sauktais gausais laiks' — bez
nepieciesamibas bat atram un efektivam, bez “naves linijas” (deadline)
un paniskam bailém nepaspeéet. Gausais laiks, ko varam ieplanot
un veltit oikovouia jeb majturibai'?, pasaules radisanai un kartibas
uzturésanai sev atbilsto$a miniatara laiktelpas méroga — uz isu bridi
un nieciga apjoma. Par sada laika iespéjamibu atgadina gandriz visi
Alna Stakles darbi, bet vistiesak — fotografiju sérija “Vieta sapniem”,
lielakoties klusas dabas ar visparastakajiem sadzives priekSmetiem.
Straujaja laika, skiet, klusas dabas Zanrs ka tads batu gluzi vai mu-
zejam piedienigs anahronisms, vél jo vairak fotografija. (Klusa daba
fotografija vésturiski veidojusies ka vecmeistaru, ar akadémisko
glezniecibu viscie$ak saistitais Zanrs, tapéc tas allaz vismazak attie-
cinats uz fotografijas ka makslas medija specifiskajam iespé&jam.”)
Bet notiek pretéjais — visi, kas steidzas, ilgojas vairs nesteigties un
itin labprat aizmirstas un pazaudéjas gausa laika salinas, kur vien tas
pamana.

Klusa daba - neatkarigi no ta, kas attélots, — péc batibas vienmér
ir nesteidziga laika zime. Priek3metu kompozicija ir viens no pirmajiem
fotografiska cela iegltiem attéliem - to noteikusi nepieciesamiba péc
ilga ekspozicijas laika attéla iegGsanai." 20. gadsimta pirmaja pusé klu-
sajai dabai fotografija allaz piemitis kaut kas reakcionars, uz pagatni
un bijuso vérsts (par atskaites punktu pienemot, ka “progresivs” ir
reportazas zanrs un dokumentalitate, sociali angazéts portrets u. c.).””
Savukart 20. gadsimta otraja pusé klusas dabas zanrs Rietumu
fotografija tika izmantots gan metaforiska, alegoriska vai metafiziska
véstijuma pausanai,'® gan estétiskiem mekléjumiem fotografijas teh-
nisko iespéju robezas,"” gan nejausibas dokumentésanai, pieskirot balsi
un maksliniecisku valodu lietu stavoklim, “kads tas ir”, neiejaucoties
spontani tapusa kompozicija (ka to dara, pieméram, Martins Pars). Uz
Para izkopto banketa, édnicu un krodzinu piedavajuma klusas dabas
fragmentaro estétiku'® varam atsaukties, aplakojot Alna darbus no
sérijas “Vieta sapniem””.



Skats no personalizstades
“Flash Back” (2006) galerija
Modern Art Oxford Lielbritanija
Scene from the solo exhibition
‘Flash Back’ (2006) at the
Modern Art Oxford gallery,
Britain.

Foto: no makslinieka personiska
arhiva / Photo: from the artist’s private
archive

'S For example, Parr, M. British Food, Paris:
Gallery du Jour, 1995; Parr, M. Common
Sense, Stockport: Dewi Lewis Publishing,
1999; Parr, M. Think of England, London:
Phaidon Press, 2000, etc.

7 The references can only be of

a thematic nature, since in his
photographs Martin Parr has made the
process of eating, the food, the dishes,
the cutlery, etc. one of the main
instruments of a critique of consumer
culture, while in his series Alnis Stakle
has given these same objects an
entirely different role: perhaps they
become objects of introspective
meditation, witnesses, souvenirs, etc.
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come about by chance. (As practiced, for example, by Martin Parr) We
can refer to the fragmented aesthetics of Parr’s still lifes of food offered
at refined banquets, and in cafés and pubs'® when considering the work
by Alnis in the series ‘Place for Dreams'”.

If we bear all of this in mind, what can an artist working at the
beginning of the 21st century offer us by documenting in colour photo-
graphs everyday items in his kitchen and bedroom? When regarding the
unmade beds, cups, plates, bowls and cutlery, the viewer can mentally
acknowledge that these still lifes are spontaneous witnesses of people’s
everyday activities, and that the photographic image of these objects
might project a sense of homeliness, cosiness and comfort, as is the
case with motifs of this kind in the Intimist painting of the late 19th
century, since the objects and situations are essentially the same. For
example, Pierre Bonnard painted ‘Dining Room in the Country’ (1913)
with an open veranda door in the background, revealing a sunlit garden,
a dreamy woman and a cat on a chair, and this painting literally radiates
peace, a Sunday feeling of well-being, the slow passage of time and
placid acceptance.

9 Atsaukties varam gan tikai tematiska
aspekta, jo Martins Pars ésanas
procesu, édienu, traukus, galda
piederumus u. c. savas fotografijas

ir padarijis par vienu no galve-
najiem patérétajkultaras kritikas
instrumentiem. Savukart Alnis Stakle
3aja fotografiju sérija tiem pasiem
prieksmetiem pieskir citu lomu,
varbut tie klGst par introspektivas
meditacijas objektiem, par lie-
ciniekiem, suveniriem utt.

0 "Fotografijas formala kompozicija
neko nepaskaidro. Taja attélotais

ir noslépumains vai, gluzi otradi,
saprotams atkariba no skatitaja
zinasanam par attéloto pirms
fotografijas uzlukosanas” (Berger, J.
Understanding a Photograph [1972].
In: Classic Essays on Photography.

Ed. by A. Tachtenberg. New Haven:
Leete’s Island Books, 1980, p. 293).

2! Di Piero, W. S. Out of Eden: Essays on

Modern Art. Berkeley: University of
California Press, 1991, p.105.
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Ko gan mums, to visu paturot prata, var piedavat 21. gadsimta
sakuma stradajoss makslinieks, dokumentédams krasu fotografijas
savus sadzives priek$metus virtuvé un gulamistaba? Aplakojot nesa-
klatas gultas, krazites, skivjus, blodinas un galda piederumus, skatitajs
itin labi var ar pratu aptvert, ka 3is klusas dabas ir cilvéku ikdienisko
gaitu spontani veidojusas liecinieces. To fotografiskais attéls varétu
izstarot majas mieru, omulibu, labsajatu — gluzi ka lidzigi motivi
intimistu gleznieciba 19. gadsimta beigas, jo situacijas un priekSmeti
batiba ir tie pasi. Pieméram, Pjérs Bonars gleznoja “Pusdienu galdu
laukos” (1913) ar fona atvértam verandas durvim un skatu uz saules
pielietu darzu un sedo3u sapnainu sievieti ar kaki; un 31 glezna burtiski
izstaro mieru, svétdienigu labsajatu, gausu laika ritéjumu un ramu
samierinasanos.

Tematikas (un gausa laika) dé| Alna Stakles fotografijas it
ka varétu atgadinat lidzigas izjutas, bet tajas nav ne svétdienigas
noskanas, ne sapnainu sievieSu, ne kaku. Acimredzama veida
dziviba ir klatesosa sérijas viena fotografija: blakus jau citos darbos
iepazitajam, ar ikdienu “noaugusajam” virtuves galdam séz virietis
ar aizdegtu sérkocinu (pasportrets), $is saimniecibas saimnieks un
galvenais sapnotajs. Vins diez cik svétdienigi neizskatas, un majigu
palavibu nevies ari vina neskaidrie noldki. Bédu ielejas noskanu
raisa ari fons — apsaubami dekoréta siena un plakats ar aicinajumu
uz komunistisko sestdienas talku. Tapat omuligumam traucé tik loti
realie, ikdieniskie un parastie pieticibas atribati, kas nemaz neizliekas
par ko vairak (3is tas @dams, krazites un kivisi, saguléts spilvens un
sanurciti palagi, zobu suka un mobilais telefons, utt.). No tum3as
nekurienes iznirst gaiss galda virsmas staris ar particibas simboliem —
aboliem, kirbi un citronu, un tie neblt neizskatas iekarojami (vai ta-
péc, ka dabiska apgaismojuma un krasu fotografija izskatas parak
“parasti”?).

Ta ari jabat, jo Alna Stakles fotografijas glezniecibu neat-
darina, kaut ari uz tas tradiciju netiesi atsaucas. Dzons Bergers atzist,
ka kompozicija ir raksturiga glezniecibai un ka 30 vardu tada nozimé
nav iesp&jams lietot attieciba uz fotografiju.® Savukart V. S. Di Pjéro
piebilst: “Konkrétiba, ar kadu fotografija reprezenté nekartibu (vai
intelekta ieviestas kartibas trakumu), ir allaz vairak ietilpiga un
satriecosa, jo ta izmanto ainas doto faktu."”'



8 "The formal arrangement of a
photograph explains nothing. The
events portrayed are in themselves
mysterious or explicable according to
the spectator’s knowledge of them
prior his seeing the photograph.”
Berger, J. Understanding a Photo-
graph [1972]. In: Classic Essays on
Photography, Ed. by Tachtenberg,
A.New Haven, Leete’s Island Books,
1980, p. 293

“ Di Piero, W. S. Out of Eden: Essays

on Modern Art. Berkeley: University of
California Press, 1991, p.105.

S3]28

Considering the subject matter (and the slow time), the photo-
graphy of Alnis Stakle might be expected to elicit similar feelings, but
there’s no Sunday mood here, no dreamy women or cats. There is a clear
presence of life in one of the photographs included in the series: next to
a table "overgrown” with the stuff of everyday life, a table familiar from
other works, sits a man with a lighted match (a self-portrait), the man
responsible for this place and the principal dreamer. He doesn't have a
Sunday feel about him, and neither do his rather suspect intentions inspire
any sense of homely confidence. A mood of despondency is introduced
by the dubious wall decor in the background and a poster urging
good Communists to come to work on a Saturday. Just as incongruous
with any sense of homeliness are the very real, very ordinary and
commonplace attributes of a modest life, with no pretence at anything
more (some scraps of food, cups and plates, a crumpled pillow and
sheets, a toothbrush and mobile phone etc.). A lit corner of the tabletop
emerges from a dark nothingness, with symbols of plenty: apples, a
pumpkin and a lemon, which don't look at all appetising (because they
seem too “ordinary” in natural light and colour photography?). This is as it
should be, since the photographs do not replicate painting, even if they
contain an indirect reference to the tradition. John Berger emphasises
that composition is a characteristic of painting, and that the term is not
applicable in the same sense to photography,’® while W.S. Di Piero adds
that “The starkness with which photography represents disorder (or the
absence of an order imposed by intellect) is always more charged and
shocking because it works with the given fact of the scene.””

A view from above has been chosen for many of the works
in these series — introducing a degree of power and control over the
conditions, while at the same time revealing the relative feebleness of
this power. (After all, what kind of eagle’s eye view can you have of a
bowl of potato salad or the most prosaic dish brush?). Like Bonnard,
the photographer shows his own (?) breakfast table, in the hope that
the viewer will see it through his eyes and will imagine or remember
themselves in a similar place, holding a similar cup, and so forth, and
really will reach the envisaged place of dreams (of dreaming?), that the
title indicates. An ordinary, unaestheticised and humble setting as a real
'Place for Dreams": such a juxtaposition may suggest the idea of breaking
out and getting away without looking back (now that the match has

2 Eyemazing, No. 7, Summer 2007,
pp. 126-137.

2 Partraucu $o zurnalu iegadaties
majas bibliotékai péc 2007. gada

4. numura, kura bija bagatigi
reproducétas 19. gadsimta fotografijas
ar dazadu slimibu medicinisko
dokumentaciju. Paradoksala karta
divus gadus péc 3a (ja, burzuaziska)
cenzaras akta nakas gan skirstit
zurnala numurus, gan atceréties
konkréto gadijumu, jo lidziga

satura attélus ka spilgtu bérnibas
“pirmsmakslas” pieredzi mingjis Alnis
(sk. 9. 1pp.).

*Taja pasa numura, kur publicéti
darbi no Alna Stakles fotografiju
sérijas "Vieta sapniem”, skatamas
fotografijas no Borisa Mihailova slave-
nas "bomzu sérijas", Rodzera Ballena,
Martina Para un Saras Manas darbi,
ka ar erotomana Ricarda Kerna nu
pavisam apsaubamas fotografijas.

2 Whisnand, T. Place for Dreams.

Eyemazing, No. 7, Summer 2007, p. 136.

*Turpat.
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BieZi vien 3as sérijas darbiem ir izraudzits skatpunkts no augsas —
ka simbolizéjot zinamu varu, kontroli par apstakliem, bet taja pasa
laika ieziméjot 3is varas relativo niecigumu (nu kads gan érgla lidojums
iespéjams par rasola blodu vai visprozaiskako trauku birsti?). Autors
rada savu (?) brokastgaldu, (lidzigi ka, pieméram, jau minétais Bonars)
cerot, ka skatitajs to uzltkos vina pasa acim, iedomasies vai atcerésies
sevi lidziga vieta, ar lidzigu kraziti roka vai tamlidzigi, patiesi nok|as
sapniem (sapnosanai?) paredzéta vieta, ka vedina iedomaties sérijas
nosaukums. lkdieniska, neestetizéta un pieticiga vide ka ista “Vieta
sapniem” - Sis kontrastéjosais salikums, iesp&jams, mudina izlauzties
un neatskatoties tikt prom (sérkocins jau aizdegts, ko nu?), bet varbut
aicina uz pazemibu un viedu samierinasanos vai norada uz skietami
nevértigu lietu vértibu, kuru tam pieskiram mes pasi (kas to lai zina,
kadus atminu, ceribu un fantaziju bezdibenus kadam var paveért
saulstara apspidéts platsmaizes gabals).

Darbus no $is sérijas public&jis musdienu fotografijas zurnals
“Eyemazing”?, kas kluvis ievérojams gan nestandarta (XL jeb kafijas
galda) formata dél, gan saistiba ar redaktores Suzannas Zadé visnotal
ekstravaganto personibu un gaumi?. Interesanti, ko dara Stakles
nevainigas krizites, ritaina vilnas sega un varitu kartupelu skivis
starp Istu un télotu nepratu, saltu socialu ironiju, riskantu erotiku un
glamuru?* Tailers Visnands vina darbus komenté ka |oti personigus -
tajos “[autors] jatas parsteigts par savu situaciju, par savu ikdienas
realitati un sadzives elementiem. [..] Kopa ar autoru mées varam sava
iztéle brivi klejot vina attélos aiz realitates (kuru vins fikséjis tiesi, bet
romantiski) robezam.”” Romantikas elements varétu bat sapnu (drosi
vien nepiepildamu) piesauk3ana, savukart tieSums - izvéléto ainu
parastums, kompozicionala neizsmalcinatiba. “Stakle sniedz mums un
pats sev savas fiziskas eksistences enciklopédiju vai katalogu,”® un to
veido gan nepieciesamiba ést un gulét, un darboties, gan ari tikpat liela
nepiecieSamiba reflektét, pieskirt (vai meklét) dzilaku jégu tam, kas
var but tikai eksistence, bet var ari tapt par istu dzivi. “Vieta sapniem”
Sis tap3anas process notiek ka kluss, varbut nedaudz melanholisks
vai samierinats, majturibas akts, par galveno makslas izejmaterialu
izmantojot nesteidzigo, gauso laiku (ieraugot to ari visvienkarsakajos,
sadzivé tapusos klusas dabas “uzstadijumos”).



2 fyemazing, No. 7, Summer 2007,
pp. 126-137.

2| ceased to purchase the journal

for my private library after issue

No. 4 in 2007, which featured a rich
array of 19th century photographs
constituting medical documentation
of various diseases. Paradoxically,
two years after this act of censorship
(bourgeois, admittedly), I'm forced to
leaf through the issues of this journal
once again, and remember this
particular case, since Alnis mentions
images with similar content as a vivid
part of his childhood experience prior
toart.See p. 10.

* The issue containing work from
Alnis Stakle's series ‘Place for Dreams’
also includes photographs from the
famous series on homeless people
by Boris Mikhailov, the work of Roger
Ballen, Martin Parr and Sarah Moon,
as well as the very dubious work of
erotomaniac Richard Kern.

2 Whisnand, T. Place for Dreams.

Eyemazing, No. 7, Summer 2007, p. 136.

* |bid.

S330

been lit, what next?), perhaps inviting humility and wise acceptance,
perhaps indicating the value of seemingly worthless things, value that
we ourselves instil. (Who knows what abysses of memory, hope and
fantasy may be opened up by a sunlit piece of pie?)

Works from this series have been published in the contemporary
photography journal Eyemazing®, known for its non-standard (XL or
coffee-table) format, and the extravagant personality and tastes of its
editor Susan A. Zadeh?'. So, what are Stakle’s innocent cups, checked
woollen blanket and plate of boiled potatoes doing in the company of real
and imaginary madness, cold social irony, risqué erotica and glamour???
Tyler Whisnand comments on the work as being very personal: “Stakle
could be seen as being amazed by his situation, his everyday reality and
those elements in his daily existence (...) we are free to imagine with Stakle
in his images beyond the reality he captures in a raw yet romantic way."?
The romantic element may be in reference to dreams (most probably
unrealisable), while the directness lies in the mundane character of the
scenes chosen and the unpolished nature of the composition. “Stakle
provides us and himself then with a physical encyclopedia or catalog of
his physical existence”? which is founded on the necessity to eat, sleep
and be active, and an equally great necessity to reflect and to find (and
seek?) a deeper meaning in that which may be no more than existence,
but could also become a real life. In ‘Place for Dreams’ this process of
coming into being takes place as a quiet (perhaps slightly melancholy or
resigned) act of housekeeping, where unhurried, slow time serves as the
main raw material for art (@ raw material identified in the simplest of still
life “arrangements’, which have come about in the course of everyday
activities).

Tévs. 2008. gada Lieldienas.
No fotografiju sérijas "Broken
Line”

My father. Easter, 2008. From
the series ‘Broken Line’

Foto: no makslinieka personiska

arhiva / Photo: from the artist’s private
archive
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Ex[Pride]
(2004-2008)

2 Williams, V. Moving Pictures. Royal
Academy of Arts Magazine, No. 90,
Spring 2006, pp. 48-49.

*See Note 8, p.16.

2 The exhibition "11th Joop Swart
Masterclass: Pride’, Foam_Fotografi-
emuseum Amsterdam, 12 November
2004 to 2 January 2005.

% In the former Soviet zone it was

the collapse of Communism and the
planned economy, while in the West
it was the decline of industrial society,
with a transition to an information
and service economy and the reloca-
tion of production plants to other
countries.

2 "Artistic’ in at least two different
senses: first, because abandoned
industrial interiors, just like railway
tracks, for example, are popular with
amateur photographers as favourite
settings for photo sessions, and
secondly because in the West, and
likewise in Latvia and elsewhere in
the former territory of the USSR, the
old factory workshops have become
‘cultural centres’ of a kind - public
spaces for art and culture.

*The German artist Candida Hofer
(1944) documents vast and mighty
interiors in a monumental style, full of
pathos. These are publicly accessible
spaces relating to cultural activities
(libraries, theatres, art academies, art
museums, etc.).
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In reviewing the 2006 annual photography fair ‘Photo-London’, British
art critic Val Williams considers only the work of a few authors within
the immense range on offer. The review includes Alnis’ work from the
‘Ex[Pride]" series: “Stakle’s austere small-scale black-and-white photo-
graphs of the ruined interiors of Latvian factories are mysterious and
seductive. Combining documentary methods that evoke nostalgia for
a photographic past, with a contemporary outlook, Eastern European
photographers have a purity of style and vision as yet uncomplicated
by market demands.”” In 2004, British art critic and curator Val Williams
was one of the lecturers at the annual Joop Swart Masterclass, held by
World Press Photo?, in the frame of which Alnis worked on the ‘Ex[Pride]’
series. These works were shown in the ‘Pride’ exhibition at the museum
of photography in Amsterdam?.

The concept of “former factories” is a capacious one: it relates to the
changing times? and provides a markedly “artistic” setting.?” The portrait
of an industrial setting in the ‘Ex[Pride]’ series seems romanticised
and at the same time quite dispassionate and documentary - like an
archaeologist's perspective on an unexpectedly vivid piece of evidence
relating to the achievements of a long-gone civilisation, where natural
human amazement and delight coincides with the scientist's duty of
documenting the discovery with maximum precision and responsibility.
| can imagine how in the Romantic and pre-photography age, from the
late 18th up to the mid-19th century, researchers such as Vivian Denon
(who copied the monuments of Ancient Egypt), or Eugene Flandin (who
recorded the newly-discovered sculptures and inscriptions of the once-
powerful ancient empire of the Assyrians), were gazing at historical
evidence in a similar way.

In formal terms as well, several of the works in this series
are reminiscent of scientific documentation: the direct frontal view,
reminiscent of scientific “objectivity”, creates the impression that “it was
just so”, even though Alnis is certainly not inviting the viewer to “trust”
his photographs as documents. (The viewer always retains a suspicion
that the objects may have been moved in order to create an expressive
composition,) The tradition of dispassionate interior documentation
has been developed in contemporary photography by Candida
Hofer, for example, a pupil of Hilla and Bernd Becher®. The technique
appears similar — it is so self-evident, rational and “mechanical” (in the

Ex[Pride]
(2004-2008)

Termoelektrocentrale
Daugavpili. 2006

(Viena no vietam, ko
fotograféju, un reizém ari
ieklistu aiz Zoga. Neatsakos
ari no funkcionéjosiem
industridliem objektiem.
Tiem vienmeér ir kada
mirusi vai atmirstosa dala,
kurd ari var ieklit.)

Thermal power station in
Daugavpils. 2006

(One of the places I photo-
graph, sometimes from inside
the fence. I don’t turn down
functioning industrial sites.
These always have some
dead or dying part that is
accessible.)

Foto: no makslinieka personiska
arhiva / Photo: from the artist’s private
archive

7 Burtiska tulkojuma no anglu valodas -
“Bijusais lepnums”.

& Williams, V. Moving Pictures. RA
Royal Academy of Arts Magazine, No.
90, Spring 2006, pp. 48-49.

2 Sk. 8. atsauces piezimi 19. Ipp.

3 \zstade “11th Joop Swart Masterclass:
Pride", Amsterdamas Fotografijas
muzejs FOAM, no 2004. gada 12. no-
vembra Iidz 2005. gada 2. janvarim.

31 Bijusaja padomju teritorija — ar
komunisma un planveida ekonomikas
krahu, bet Rietumos - ar industrialas
sabiedribas norietu, parejot uz infor-
macijas un pakalpojumu ekonomiku
un novirzot razosanu citam valstim

3 "Maksliniecisku” vismaz divos
aspektos: pirmkart, pamests
industrialais interjers, tapat ka,
teiksim, dzelzcela sliedes, ir populara
un amatierfotografu iecienita vide
fotosesijam; otrkart, gan Rietumos,
gan ari Latvija un citviet bijusas PSRS
teritorija kadreizéjie rapnicu un fabriku
cehi partop par savveida "kultaras
namiem” - sabiedriskam telpam
makslai un kultarai.
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Recenzéjot 2006. gada fotografijas gadatirgu “Photo London”, britu
makslas kritike un kuratore Vela Viljamsa no milzu piedavajuma aplu-
ko tikai dazu autoru darbus, to skaita ari Alna fotografijas no sérijas
“Ex[Pride]": “Stakles askétiskas, nelielas melnbaltas fotografijas ar
Latvijas rlpnicu izpostitajiem interjeriem ir noslépumainas un valdzi-
nosas. Apvienojot dokumentalas metodes, kas izraisa nostalgiju péc
fotografijas pagatnes, un masdienigu skatpunktu, Austrumeiropas
fotografiem piemit stila un skatijuma skaidriba, ko vél nav samaitajusas
tirgus prasibas.”® Vela Viljamsa 2004. gada bija pasniedzéja “World
Press Photo” rikotaja ikgadéja Jopa Svarta meistarklasé?®, kur stradaja
ari Alnis pie sérijas “Ex[Pride]". Sie darbi bija skatami izstadé “Lepnums”
Amsterdamas Fotografijas muzeja*®.

“Bijusas rlpnicas” ir ietilpigs jédziens - tas asociéjas gan ar
laikmeta parmainam?, gan izteikti “maksliniecisku” vidi*2. Industrialas
vides portretéjums serija “Ex[Pride]” $kiet romantizéts un vienlaikus
arl saméra bezkaisligs un dokumentéjoss - ka arheologa skatiens uz
negaiditi dzivu liecibu par sen zudusas civilizacijas sasniegumiem,
kad viena acumirkli cilvécisks parsteigums un jasma sajaucas ar zinat-
nieka pienakumu maksimali precizi un atbildigi dokumentét visu, kas
atklats. Labprat iedomajos, ka lidzigi uz véstures liecibam noraudzijas



3! Alnis Stakle's website
www.alnisstakle.com. Retrieved on
07.03.2009.

32 Kasirers, E. Apceréjums par cilvéku.
Riga: Intelekts, 1997, 141. Ipp.
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sense in which people tend to speak of the “mechanical character of
photography”), but at the same time so capacious and manoeuvrable
that the likeness becomes elusive and you end up with no choice but to
reduce it to the formal aspects (an interior with natural light, a stable and
substantial composition).

Thereis a paradox in the fact that the spaces Alnis has “unearthed”
have certainly not lain under metres of cultural deposits. Less than
twenty years have passed, but what was once a source of pride and
employment has turned into a real Troy or Pompeii, with objects and
instruments of inexplicable significance and function, and with traces of
human activity within a ghostly expanse. “Inner environment of factories
that even now doesn't seem to be lifeless and goes on with its inner
quiet life. (...) Noise of dropping water, wind in broken windows, old
posters and documents, books from Soviet times, personal belongings
of workers,”" writes the artist. Utilising the ambiguity of black and white
photography, and a simple, symmetrical composition in a square format,
Alnis has prematurely imbued the life-after-death of these industrial
buildings with the solemnity of witnesses to history, just as the aesthetes
of Western Europe, enraptured with everything ancient, once admired
every sculpture from antiquity, no matter how battered and abused.
The only difference is that, in contrast to the diligent and objective
documenters of archaeological finds, Alnis chooses to depict that
which corresponds to his aesthetics. “As soon as you adopt the artist’s
perspective, the world must be looked at through their eyes; there is a
feeling as if the world had never before been seen in such an unusual
light, but we are convinced that this light is not a momentary flash. The
work of art has deepened it and given it permanence.”?

*Vacu maksliniece Kandida
Heéfere (Candida Hofer, dz. 1944)
monumentala un patosa pilna stila
dokumenté vérienigus un varenus

interjerus — publiski pieejamas telpas,

kas paredzétas kultGras aktivitatém
(bibliotékas, teatri, makslas
akadémijas, makslas muzeji u. c.).

* Alna Stakles majaslapa interneta
www.alnisstakle.com (skatits
07.03.2009).

¥ Kasirers, E. Apceréjums par cilvéku.
Riga: Intelekts, 1997, 141. Ipp.
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romantikas un “pirmsfotografijas” laikmeta - 18. gadsimta beigu, 19. gad-
simta pirmas puses pétnieki Vivans Denons (kas parziméja senas Egip-
tes pieminek|us), Ezéns Flandéns (kas fiks€ja tikko atklatas senas un
savulaik tik varenas Asirijas impérijas skulptdras un uzrakstus) un citi.

Ari formali vairaki $as sérijas darbi atgadina zinatniskiem
noltkiem veiktu dokumentésanu. Tas ir konkréts un zinatnisku objek-
tivitati atgadinoss pretskats telpa, radot prieksstatu, ka tiesi ta “ir bijis”,
kaut ari skatitajs nebut netiek aicinats uzticéties Alna fotografijai ka
dokumentam (skatitaju nepamet aizdomas, ka priek$meti varétu bat
parvietoti par labu izteiksmigakai kompozicijai). Bezkaisligas inter-
jera dokumentésanas tradiciju masdienu fotografija kopj, pieméram,
Hillas un Bernda Beheru skolniece Kandida Héfere.** Panémiens skiet
lidzigs - tik loti passaprotams, racionals un “mehanisks” (taja izpratné,
ka médz runat par “fotografijas mehanisko dabu”). Taja pasa laika
tas ir tik |oti ietilpigs un manevréjams, ka lidziba top netverama un
nakas to reducét vien uz formaliem lidzekliem (interjers, dabiskais
apgaismojums, stabila un pamatiga kompozicija).

Paradokss saistams ar faktu, ka Alna “izrakumos” atklatas telpas
nebut nav duséjusas zem metriem bieza kulturslana - pagajusi vien
nepilni 20 gadi, un kadreizéjais lepnums un darba devéjs ir kluvis par
istu Troju vai Pompejiem ar neizskaidrojamas nozimes un lietojuma
priek§metiem un instrumentiem, ar cilvéku rosibas pédam spokainos
plasumos. “So fabriku telpas pat tagad nemaz neskiet nedzivas un
pamestas, tajas turpinas sava iek$éja dzive... Pilo$a udens troksnis,
caurvéjs sasistos logos, veci plakati un dokumenti, padomiju laiku
gramatas, stradnieku personiskas mantas,”*raksta autors. Izmantojot
melnbaltas fotografijas nosacitibu, simetrisku un vienkarsu kompo-
ziciju kvadrata formata, Alnis Sai industrialo éku pécnaves dzivei
priekslaicigi pieskir véstures liecibas nopietnibu - lidzigi ka ar visu
antiko aizravusies Rietumeiropas estéti savulaik jismoja par katru
antiko skulptdru, lai cik apdauzita un piesmieta ta batu. Vienigi,
atskiriba no arheologijas atradumu citigajiem un objektivajiem
dokumentétajiem, Alnis izvélas attélot to, kas atbilst vina estétikai.
“Tiklidz nostajas makslinieka perspektiva, pasaule jaskata vina acim;
rodas sajuta, it ka pirms tam pasaule nekad nebutu redzéta tik ipatnéja
gaisma, tomér esam parliecinati, ka $1 gaisma nav mirkligs zibsnis.
Makslasdarbs to ir paildzinajis un darijis pastavigu.”



Nothing Personal
(1996-20006)

Skats no personalizstades
“Neka personiga” (2006)
Latvijas Nacionala makslas
muzeja izstazu zales
“Arsenals” Radosaja darbnica
Scene from the solo exhibition
‘Nothing Personal’ (2006) in
the Creative Workshop at the
Arsendls exhibition hall of the
Latvian National Museum

of Art

Foto: no makslinieka personiska
arhiva / Photo: from the artist’s private
archive

* Benjamin, W. A Short History of
Photography [1931]. In: Classic Essays
on Photography, Ed. by Tachtenberg,
A. New Haven, Leete’s Island Books,
1980, p. 203.

* For example, in 2000 Alnis wrote:
“As a child, | was afraid of death. When
my parents went off to work and
locked me in the flat, | was left to my
dreams, my thoughts and the good
and bad characters of my illusions.
Perhaps it's because of this that I'm
very partial to meditation as a form
of cognition.” Stakle, A. [commenting
the series of photographs ‘Dark Side
of the Moon'] Studija, Nr. 4(13), 2000,
55.1pp.

* These are the words of Susan
Sontag, who goes on to elaborate:
“Surrealism lies at the heart of the
photographic enterprise: in the very
creation of a duplicate world, of a
reality in the second degree, narrower
but more dramatic than the one
perceived by natural vision.” Sontag, S.
On Photography. Penguin Classics.
2002, pp. 51-52
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Several of Alnis’ series of photographs combine the same motifs: dreaming,
self-examination, meditation, introspection and self-reflection — all of
these nice words for activities directed towards oneself. All persistent
introspection will lead sooner or later to a kind of “critique of the mind” or
self-analysis aimed at ascertaining the limits of the mind, of consciousness,
in order to determine what's really going on “in there” (in the head, the
soul, the conscious, the subconscious, and so forth). As Walter Benjamin
writes, "It is through photography that we discover the existence of this
optical unconscious, just as we discover the instinctual unconscious
through psychoanalysis™3. The references to dreams and the surreal in the
reviews and press comments on this (and other) series of photographs by
Alnis are only logical, since the photographer himself is fond of references
to dreams and dreaming.** How do you materialise the wonderful (or
dreadful) things you have seen “with your own eyes’, but which leave
nothing tangible, nothing that exists, nothing that can be photographed?
And why should it be done anyway?

Surrealism defined itself as the “photography of dreams” (“(...)
photography is the only art that is natively surreal...”) and utilised material
reminiscent of the illogical, paradoxical structure of the dream, while
retaining a conspicuously realistic depiction of individual details. In a dream,
or released in some other way from the mind'’s control, a person becomes

Neka personiga
(1996-2006)

Skats no personalizstades
“Neka personiga” (2006)
Latvijas Nacionala makslas
muzeja izstazu zales
“Arsenals” Radosaja darbnica
Scene from the solo exhibition
‘Nothing Personal’ (2006) in
the Creative Workshop at the
Arsenadls exhibition hall of the
Latvian National Museum

of Art

Foto: no makslinieka personiska
arhiva / Photo: from the artist's private
archive

* Benjamin, W. A Short History of
Photography [1931]. In: Classic Essays
on Photography. Ed. by ATachtenberg.
New Haven: Leete's Island Books,
1980, p. 203.

7 Pieméram, 2000. gada Alnis
rakstija: "Bérniba es baidijos no
naves. Kad vecaki devas uz darbu

un ieslédza mani dzivokli, es paliku
viens ar saviem sapniem, domam,
labajiem un launajiem savu ilaziju
varoniem. Laikam tapéc meditacija
ka viens no izzinas veidiem ir man |oti
tuva.'(Stakle, A. [Komentars fotografiju
sérijai "“Méness tumsa puse”. Studija,
Nr. 4 (13), 2000, 55. Ipp.)

* Ta rakstija amerikanu rakstniece,
kultaras teorétike Stzena Sontaga
(Susan Sontag,1933-2004), talak
izversot: "Sirredlisms ir fotografijas
sirds un dvésele - tiedi tapéc, ka
fotografija rada pasaules dublikatu,
sekundaru realitati, sasaurinatu, toties
dramatiskaku par to, ko cilvéks var
saredzét pats savam acim” (Sontaga, S.
Par fotografiju. Riga: Laikmetigas
makslas centrs, 2008, 66.-67. 1pp.).
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Vairakas Alna fotografiju sérijas satiekas tie pasi motivi: sapnosana,
pasizzina, meditacija, introspekcija, pasrefleksija - visi Sie jaukie, “uz
sevi vérstu darbibu” apzimejosie vardini. Katra daudzmaz uzstajiga
ielikosanas seviagrak vai vélak noved pie savveida “prata kritikas” vai
pasanalizes ka vélmes izzinat prata, apzinas robezas, noskaidrot, kas
tad “tur” (galva, dvéselé, apzina, zemapzina utt.) isti notiek. Ka rakstijis
Valters Benjamins, “ar fotografiju més atklajam optiskas zemapzinas
eksistenci, tiesi tapat ka ar psihoanalizes starpniecibu - instinktivo
zemapzinu”.* Likumsakariga ir sapnu un sirrealitates pieminésana 3as
(un ari citu) Alna fotografiju sérijas kritikas un komentaros presé, jo
sapni un sapnosanu labprat piesauc ari pats autors.” Ka materializet
to brinisko (vai baiso), ko esi redzéjis “pats savam acim”, bet par ko
neliecina nekas taustams, nekas eksistéjoss, nekas nofotograféjams?
Un kapéc vispar tas batu jadara?

Sirrealisms sevi pieteica ka “sapna fotografiju” (“Fotografija ir
vieniga maksla, kas ir sirredla péc savas iedabas™®) un izmantoja sapna
nelogisko, paradoksalo struktiru atgadinoSu materialu, vienlaikus
saglabajot uzkritosi realistisku atsevisko detalu attélojumu. Sapni vai
citadi atbrivots no prata kontroles, cilveks klust par mediju - starpnieku
zemapzinas plasmai, kas vienlaikus ir vina privatais, personigais,
intimais “Ipasums” un ari visparéjs, universals un kolektivs fenomens



* In his search for the essence and
origin of art, Ernst Cassirer describes
the views of the Romantics in the
following terms: “It is said that a
textbook on poetics cannot teach
one to write good poetry, since art
has its origin in other, deeper sources
In order to discover these sources,
itis said that one must first forget

the generally accepted examples
and delve into the mysteries of the
subconscious. An artist is said to be
in some way a sleepwalker, who must
proceed free from the intervention
or control of consciousness. (...) Artis
said to be a waking dream, to which
one submits willingly.” Kasirers, E.
Apceréjums par cilvéku. Riga: Intelekts,
1997, 153.-154. Ipp

37 Some of the most influential figures
who promoted Oriental spirituality

in the West (including magical
practices and the development

of “supernatural abilities”) include

G. |. Gurdjieff (1866-1949) and his
follower P. D. Ouspensky (1878-1947),
Aleister Crowley (1875-1947) and
others. These ideas were formulated
in westernised form by Madame
Blavatsky (1831-1891), and in Latvian
culture we find such ideas in the
work of Konstantins Raudive, Roberts
Maks and others. In art, a great variety
of artists were influenced by these
ideas, including the contemporaries
Nicholas Roerich (1874-1947), James
Ensor (1860-1949), Piet Mondrian
(1872-1944), Wassily Kandinsky
(1866-1944) and others

3 Whether ‘unreason’ should be
valued above ‘reason’is a different
question.

¥ Stakle, A. [comment on the series
‘Dark Side of the Moon'] Studija, Nr.
4(13), 2000, 55. Ipp.

“0Solo exhibition ‘Nothing Personal.
Creative workshop at the Arsendls
exhibition hall of the Latvian National
Museum of Art, 14 December 2006 to
21 January 2007.

“'Astahovska, I. Aizsifréta esiba. Studija,

Nr. 52,2007, 20. Ipp.
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a medium —a mediator in the flow of the subconscious, which is both the
person’s private, personal and intimate “property”, and is at the same time
a general, universal and collective phenomenon (since how else could we
recognise a depiction of a “dream”). Before Surrealism, this kind of liberation
from the mind’s control has associations with the Romantics and their
criticism of Classicism?®, and with various religious and magical practices —
both in the form of religious trances or meditation, and with shamanism
and magic (a subject that attracted considerable interest in Western
Europe in the late 19th century, as part of a general fascination with all
things Oriental, including dervishes, fakirs, snake charmers and magicians®,
an interest that persists today and finds expression in the popularity of
esoteric and occult literature). What is it that the mind controls? This is
what Freud, Jung and his followers began studying at that same time, with
the difference that they used the ‘more scientific” terminology of Western
culture. Seeking out and examining spirituality, in contrast to the rational
mind, again and again ever since Dadaism and Surrealism, 20th century
artists have studied themselves, their dreams, their “unreason”, in order
to attain what appear to be “higher” truths.3® Alnis has said of his route to
self-cognisance: “Religion has always fascinated me. (...) Not having found
anything sufficiently broad in the traditional religious systems, | identified
myself with the idealistic calls of the occultists. And finally I've liberated
myself from these as well, although | remain sympathetic to Oriental
religious systems, with their unified comprehension of the Universe."
Reviewing Alnis’ solo exhibition ‘Nothing Personal“?, art researcher leva
Astahovska points out, “The most characteristic feature of the portrait of
a particular setting is emptiness — something particularly emphasised by
the shadows that appear in almost all of the photographs. (...) Aimost like
a visualised Buddhist apotheosis of emptiness.!

The series of photographs has been carefully thought out,
structured and staged under controlled conditions. We are presented
with what is, in formal terms, a set of altogether very classic values in black
and white photography. What can be more rewarding than the play of
shadows in space and the blurred movements recorded by long exposure?
And the inclusion of the photographer’s shadow, interacting with objects
on the earth, is reminiscent of the self-portrait method practiced, for
example, by American photographer Lee Friedlander. If we take a general
look at Alnis” work, we find that ‘Nothing Personal harks back to the ‘Place

* Ernsts Kasirers, makslas batibu

un izcelsmi mekléjot, romantiku
uzskatus raksturo sadi: “Poétikas
macibu gramata nevarot iemacit
rakstit labu dzeju, jo maksla rodo-
ties no citiem, dzilakiem avotiem.

Lai $os avotus atklatu, vispirms

esot jaaizmirst visparpienemtie
paraugi, jagremdéjoties bezapzinas
mistérijas. Makslinieks sava zina esot
meénessérdzigais, kam jadarbojas bez
apzinas iejauksanas vai kontroles.

[.] Maksla esot nomoda sapnis,

kam laujas labpratigi.” (Kasirers, E.
Apceréjums par cilvéku. 153.-154. lpp.)

“0 Dazas ietekmigakas figaras orientala
gariguma (t. sk. arf magijas prakses

un "pardabisku spéju” izkopsanas)
popularizésana Rietumos: Georgs
Gurdzijevs (1866-1949), vina skolnieks
Pjotrs Uspenskis (1878-1947), Alisters
Kroulijs (1875-1947) u. c; 3is idejas
rietumnieciskota forma ka teosofiju
formuléjusi Heléna (Madam) Blavatska
(1831-18971). Latvijas kultara lidzigi
prieksstati bijusi tuvi Konstantinam
Raudivem (1909-1974), Robertam M-
kam (1923-2006) u. c. Savukart maksla
no 3im idejam iedvesmojusies tik
atskirigie makslinieki un laikabiedri -
Nikolajs Rérihs (1874-1947), Dzeimss
Ensors (1860-1949), Pits Mondrians
(1872-1944), Vasilijs Kandinskis
(1866-1944) u. c.

“1Vai "neprats” ir vértéjams augstak
par “pratu’, tas batu atsevisks
jautajums.

“ Stakle, A. [Komentars fotografiju
sérijai "Méness tumsa pusel. Studija,
Nr. 4 (13), 2000, 55. Ipp.

“ Personalizstade “Neka personiga’,
Latvijas Nacionala makslas muzeja
izstazu zales "Arsenals” Radosa
darbnica, no 2006. gada 14. decembra
lidz 2007. gada 21. janvarim.

4 Astahovska, I. Aizsifréta esiba.
Studija, Nr. 52,2007, 20. Ipp.
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(ka gan citadi més pazitu “sapni” tur, kur tas attélots?). Pirms sirrealisma
$ada atbrivoSanas no prata kontroles asociéjas gan ar klasicismu
kritizéjoSiem romantikiem?’, gan dazadam religiskam un magiskam
praksém (religisks transs vai meditacija, Samanisms un magija), par ko
19. gadsimta beigas Rietumeiropa, visparéji un fascinéjosi aizraujoties
ar visu orientalo, ieskaitot dervidus, fakirus, ¢asku dresétajus un magus,
radas plasa interese.” Sadas intereses aktualitati nav zaudéjusas vél
Sodien un izpauzas ezoterikas un okultisma literatlrras popularitaté.

Kas ir tas, ko prats kontrolé, uzsaka pétit — izmantojot Rietumu
kultdras “zinatniskako” terminologiju un praksi - Zigmunds Freids, Karls
Gustavs Jungs un vinu sekotaji. Mekl&jot un izprotot garigumu ka pret-
statu racionalajam pratam, atkal un atkal 20. gadsimta makslinieki péc
dadaisma un sirrealisma pétijusi sevi, savus sapnus, savu “nepratu”, lai
tadéjadi piek|atu kadam skietami “augstakam” patiesibam.*' Alnis par
savu pasizzinas celu ir teicis: “Religija vienmér maniir fascingjusi. [.] Ta ari
neatradis neko pietiekami plasu tradicionalajas religiskajas sistemas,
es identificéju sevi ar okultistu idealistiskajiem saukliem. Un beidzot
esmu atbrivojies ari no tiem, kaut gan Austrumu religiskas sistémas
ar savu vienoto Universa izpratni man joprojam ir dzili simpatiskas.”*
Makslas zinatniece leva Astahovska, recenzéjot Alna personalizstadi
“Neka personiga”*, norada: “Vides portreta raksturigakais vaibsts ir
tukSums - Tpasi to akcenté gandriz visas fotografijas klatesosas énas.
[..] Gandriz tada ka vizualizéta budisma tukSuma apoteoze.”*

Fotografiju sérija ir rlpigi pardomata, sakartota un inscenéta
kontrolétos apstaklos. Formali te baudamas visnotal klasiskas
melnbaltas fotografijas vértibas: kas gan var bt pateicigaks par énu
spéelém telpa un ilgaka ekspozicija uznemtam izplddusam kustibam?
Savukart autora énas fiksésana mijiedarbiba ar priekSmetiem uz
zemes atgadina, pieméram, amerikanu fotografa Li Fridlandera
pasportretésanas metodi. Skatot Alna darbus ka kopumu, “Neka
personiga” sasaucas gan ar sériju “Vieta sapniem” (vérigs skatitajs
sastop to pasu virtuves galdu, to pasu rataino vilnas segu un citus
priek3metus), gan ar “Ex[Pride]” (abas ir padomiju laika suveniru klat-
batne, pieméram, Lenina portrets sérija “Ex[Pride]” un plakats ar
uzrakstu “PSRS konstitlcija” — sérija “Neka personiga”).

Lai nu kas, bet humors Alna Stakles darbiem nav raksturigs,
tomer, iespéjams, sérija “Neka personiga” ir vieniga, kur izpauzas



“ It should be added that the artist
has chosen this particular photograph
to introduce his website
www.alnisstakle.com, augmenting

it with a red square over his heart.
Retrieved 14.01.2009.

# Historian of literature and art Denis
Hollier combines the two in his term
“performative realism”. He asserts
that the shadow is one of the most
characteristic signs of Surrealist art.
The literary equivalent to a shadow
is direct speech in the first person,
which is an indexal sign and “less
arepresentation of an object than
the effect of an event”. Cf. Hollier, D.
Surrealist Precipitates: Shadows Don't
Cast Shadows. October 69 (Summer
1994), pp. 114-129.

4 Buclers, M. Okultisms un fotografija.
Objektivs, Nr. 9/10, 1931, 16. Ipp.
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for Dreams’ series (so that the observant viewer will recognise the same
kitchen table, the same checked woollen blanket and other items), and
to ‘Ex[Pride]’ (the presence of souvenirs from the Soviet era — such as a
portrait of Lenin in ‘Ex[Pride] and a poster that reads ‘Constitution of the
USSR’ in the ‘Nothing Personal’ series).

Humour is certainly not a characteristic element of the work by
Alnis Stakle, and the series ‘Nothing Personal’ may be the only one that
expresses his individual sense of humour, his audacity and willingness to
place before the demanding contemporary viewer of photography his
own private jokes, if this is the right term to use. (In a conversation Alnis
refers to the films of Joel and Ethan Coen, which present a quite irrational
mix of drama and even tragedy, along with sentiment, pathos and irony.)
Several self-portraits in this series exhibit such heightened drama (the
“shoot myself” gesture, the “frightening” shadow of an indoor plant on
a bare torso* and so forth) that you're forced to smile. Equally well, we
may perceive here an attempt to materialise the invisible: something of
that which makes up the uncontrolled conscious (subconscious) flow
of images, devoid of the consciously imposed separation between the
banal and the original, the tragic and the comic, etc. This explains the
application of two techniques characteristic of Surrealism: the consistent
use of shadows (a short-term imprint, a darkened area, a “shadow zone”,
etc.) and “play-acting” (a sketch or performance) on the part of the
photographer.®® How else can you reveal to others that which you alone
can see? Photographers have made an earnest claim that they can do
this: “To present visible documents from an invisible world is the highest
mission of humanity’s greatest invention, photography: to bring about a
revolution in the spiritual ideas of humanity, opening the door to human
ideas in an altogether alien world."**

* Japiezimé, ka tiesi so fotografiju

autors ir izvél@jies par ievadu savai inter-

neta majaslapai www.alnisstakle.com
(skatits 14.01.2009), turklat papildinot
to ar sarkanu kvadratinu sirds vieta.

“ LiteratGras un makslas zinatnieks
Deniss Holjers abus $os panémienus
apvieno jédziena “performativais
redlisms”. Vin$ apgalvo, ka tiesi

éna ir viena no sirrealistu dailradei
raksturigakajam zimém. Enas literarais
ekvivalents ir tiesa runa pirmaja
persona, un ta ir indeksala zime,

kas "nevis reprezenté objektu, bet
gan notikuma sekas". (Sk.: Hollier,

D. Surrealist Precipitates: Shadows
Don't Cast Shadows. October, No 69,
Summer 1994, pp. 114-129)

4 Buclers, M. Okultisms un fotografija.
Objektivs, Nr. 9/10, 1931, 16. Ipp.
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vina individuala humora izjata, uzdrosinasanas un atlausanas “celt
prieksa” masdienu prasigajam fotografijas skatitajam savus privatos
jokus, ja ta tos varétu saukt. (Kada saruna Alnis atsaucas uz DZoela
un Ttena Koenu filmam, kuras visai iracionali savijas drama un pat
tragédija, sentiments, patoss, ironija.) Vairaku $as sérijas pasportretu
izteiksme ir tik dramatiski sakapinata — “nosauties” Zests, istabas auga
“biedéjosa” éna uz atkailinata torsa® u. c. -, ka nakas pasmaidit. Tikpat
labi to var uztvert ka méginajumu materializét neredzamo - kaut
ko no ta, kas veido nekontrolétas apzinas (bezapzinas) télu plasmu;
un taja vairs nav apzinas radito atskiribu starp banalo un originalo,
tragisko un komisko u. c. Tas izskaidro abus sirrealismam raksturigos
panémienus: konsekvento énas izmantojumu (islaicigs nospiedums,
aptumsums, “kréslas zona” u. tml.) un autora nospéléto “teatri”
(etide, performance).* Jo ka gan citadi padarit redzamu citiem to,
kas redzams tikai pasam? Péc spéjas to paveikt fotografi ir tiekusies
ari pilna nopietniba: “Sniegt no neredzamas pasaules redzamus
dokumentus ir cilvéces lieliskaka atklajuma, fotografijas augstaka
misija: nest cilvéces garigas atzinas revollciju, paverot durvis cilvéces
atzinai pavisam svesa pasaulé.”*



Half Life" (2002)
and Home Sweet
Home (2006-2007)

* Alnis Stakle comments on the
choice of an English title for the series:
“The title came about under the
influence of the various interpretations
of this concept in contemporary
culture. The term is used in science
with reference to the stages of
radioactive decay of an atom, but 'Half
Life'is also a popular computer game,
which imbues this term with a set

of meanings that cannot be directly
translated into Latvian. | consider that
disintegration and the transformation
of energy (both in a documentary and
a conceptual sense) are very closely
connected with the visual message of
this series.”

“ ‘Private’ exhibition of contemporary
Latvian photography at the
Contemporary Art Centre Winzavod,
Moscow, 19 February to 15 March
2008.

Y 'From M to ZZZ', an exhibition

of work by Latvian artists at the
Langhans Gallery, Prague, 19
November 2008 to 11 January 2009.

8 |n this tradition landscape as a motif
in its own right flourished with the
17th century painting of Jacob van
Ruisdael and other Dutch masters,
and saw later development in English
and French painting.

4 Berger, J. Ways of Seeing.
Hammondsworth: Penguin, 1972.
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“| detest landscapes to such an extent that when | travel | draw the curtains
of the train carriage window", is approximately what the refined aristocrat
and artist Henri de Toulouse-Lautrec is once supposed to have said. In his
view, alandscape in art could only serve as a backdrop for human passions,
weaknesses and beauty. More than a century later, we see that the works
of Alnis Stakle in the series 'Home Sweet Home"® and ‘Half Life”, even if
they might be included in the genre of landscape, are actually focussed
on the human being: while the gaze is concentrated on the background
and scenography of another life, it is the viewer and their imagination,
their fantasies and still undefined longings that are placed at the centre.
These works have associations with similar approaches to themes in
art during the last centuries. We've been familiar with the night-time
landscape and with elements of uncultivated Nature as themes worthy
of art since the Age of Romanticism, and “romantic” is the first word that
comes to mind on seeing this collection of private homes photographed
at dusk. As is the case with the paintings by Caspar David Friedrich (1774—
1840), where the lyrical protagonist, with his back to the viewer, gazes into
the majestic distance. In ‘Half Life" we are moved by the attention and
care bestowed on that which is humiliated and unappreciated: someone
has finally looked with interest at “plain ordinary bushes” — at something
which seems nondescript, inexpressive and bothersome, revealing true
self-sufficiency, nobleness and a superabundance of form.

The artistic components and imagery that constitute these series
are imbued with language and with a special loquacity by their history:
where, how and why these same elements have been used in various
periods. The landscape in photography has inherited a great deal from the
Western European tradition of painting.*® The prominence of the genre of
landscape in 18th and 19th century art is explained by some historians as
reflecting a weariness of industrialisation and a wish to seek refuge in the
delights of untouched, unspoilt Nature, or in a pastoral idyll. At the same
time, researchers applying the methods of sociology emphasise different
reasons: as interpreted by John Berger', the reason for such interest was
to be sought not in a suddenly blossoming love towards greenery and the
open air, but in a desire on the part of landowners to affirm their status as
proprietors. Even so, the figures of the 19th century Barbizon Schoolin French
painting, for example, were certainly not in the service of wealthy land-
owners. Quite the contrary, they were seeking in the rural landscape a

Half Life" (2002)
un Maju sajata
(2006-2007)

“Vliena no vardkopas nozimém
anglu valoda —"pussabruksanas
periods”. Nosaukuma izvéli komenté
Alnis Stakle: “Nosaukums radies,
iespaidojoties no vairakam 3a jédziena
interpretacijam masdienu kultara.
Jédzienu lieto zinatné, attiecinot

uz atoma radioaktivas sabruksanas
stadijam, bet “Half Life" ir ar populara
datorspéle, kas pieskir sim jédzienam
nozimju kopumu, ko nevar tiesi
parnest latviesu valoda. Domaju, ka
noardisanas un energijas partapsana
(gan dokumentala, gan konceptuala
nozimé) ir pat |oti saistitas ar sérijas
vizualo véstijumu.”

4 Latvijas musdienu fotografijas
izstade “Privats’, Laikmetigas makslas
centrs "Winzavod", Maskava, no 2008.
gada 19. februara lidz 15. martam.

0 | atvijas makslinieku darbu izstade
“No M idz 277", galerija “Langhans”,
Praga, no 2008. gada 19. novembra
lidz 2009. gada 11. janvarim.

°''Vacu gleznotajs - Caspar David
Friedrich (1774-1840).

*2 Ainava ka pilnvértigs motivs
uzplauka Jakoba van Reisdala u. c.
holandiedu meistaru 17. gadsimta
gleznas un vélak attistijas anglu un
francu gleznieciba.

% Berger, J. Ways of Seeing. Hammond-
sworth: Penguin, 1972.

**Eliass, K., Eliass, G. Francu

jaunlaiku gleznieciba. Riga: Makslas
apgadnieciba, 1941, 142.-143. Ipp.
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“Ainava man riebjas tik |oti, ka celojot aizvelku aizkarus vagona logam,”
apméram ta esot teicis 19. gadsimta izsmalcinatais francu aristokrats
un makslinieks Anri de Tullzs-Lotreks. Vinaprat, ainava maksla var bat
tikai fons cilvéciskajam kaislibam, vajibam un skaistumam. Parlecot
vairak neka gadsimtu, likojamies uz Alna Stakles fotografijam “Maju
sajuta™ un “Half Life™®, un, kaut ari tas bltu attiecinamas uz ainavas
zanru, to centra atrodam cilvéku: koncentréjot skatienu uz svesas
dzives fonu un scenogréfiju, galvenaja loma nonak pats skatitajs un
vina iztéle, fantazija, vél nedefinétas ilgas. Darbi raisa asociacijas ar
lidzigu tému risinagjumu maksla pédéjo gadsimtu laika - nakts ainava
un nekultivétas dabas elementi ka makslas darbu cienigas témas
pazistamas kops romantisma laikmeta. “Romantisks” ari ir pirmais
vards, kas nak prata, ieraugot kréslas stunda fotografétas privatmajas;
tapat ka skatot Kaspara Davida Fridriha®' gleznas, kuras liriskais varonis,
paveérsis muguru pret skatitaju, noraugas majestatiskas talés. Savukart
“Half Life" aizkustina ka uzmaniba un rlpes par pazemotajiem un
nenovértétajiem: lak, kads beidzot pievérsies un ar interesi apliko
“kaut kadus kramus”, to, kas Skietami ir “nekads”, neizteiksmigs un
traucéjoss, un atklaj taja patiesu paspietiekamibu, cildenumu un
formu parbagatibu.

Abu fotografiju sériju makslinieciskajiem elementiem un
télainibai ipasu dailrunibu pieskir vésture — kur, ka un kapéc daza-
dos laikos izmantoti Sie pasi elementi. Ainava fotografija daudz
parmantojusi no Rietumeiropas glezniecibas tradicijas*’. Ainavas zanra
aktualitati 18.-19. gadsimta maksla dazi vésturnieki skaidro ka noguru-
mu no industrializacijas un veélmi patverties neskartas, nesamaitatas
dabas jaukumos vai pastorala idillé. Savukart pétnieki, kas balstas uz
sociologisko metodi, min citus iemeslus; saskana ar Dzona Bergera inter-
pretaciju®’, iemesls sai interesei bija mekléjams ne jau péksni uzplaukusa
milestiba pret zalumiem un svaigu gaisu, bet gan zemes ipasnieku
vélmé apliecinat, apstiprinat savu ipasnieka statusu. Taja pasa laika,
pieméram, 19. gadsimta Barbizonas skolas parstaviji francu gleznieciba
nebit neapkalpoja turigos ipasniekus, bet gluzi pretéji — mekléja lauku
ainava ar materialo labklajibu nesaistitu garigumu, atsaucoties uz tobrid
aktualo romantisma vilni. “Tikai romantisms saka modinat gleznieciba
plasaku un tuvaku interesi par dabu, paverot tai durvis uz gleznotaju
darbnicam, kuras klasicisms bija gandriz pilnigi noslédzis.”*



0 Eliass, Kr., Eliass G. Francu
Jaunlaiku gleznieciba. Riga: Makslas
apgadnieciba, 1941, 142.-143. Ipp.

' Kant, I. Critique of Judgement.
23§-298.

52 Kasirers, E. Op.cit. 149. Ipp.

53 Wells, L. On and Beyond the White
Walls. In: Photography: A Critical
Introduction. 3rd edition. Ed. by Wells,
L. London and New York: Routledge,
2005, p. 292.

5 From a formal perspective, they
created and formulated means of
expression specific to black and white
photography, used to express the
nobleness and drama of landscape,
i.e.to interpret human emotional
and spiritual experience in visual
language, and attribute them to
landscape and natural objects,
permitting the surface of the image —
the nuanced, precise depiction of
fine detail (grains of sand, tree bark,
the shimmer of light reflected in
water, etc.) - to please the eye as

an ornamental, meditative design,
and instilling into a metaphoric
significance into the chosen subject
matter (a lonely tree as a portrait of
a stubborn, independent character,
a stormy sky as a drama of human
emotion, a mountain landscape as a
sign of spiritual strength, consolation
and idealism, and so forth). Thus,

for example, some of the forest

and mountain landscapes of Ansel
Adams are not much different in
content from the paintings of Caspar
David Friedrich, showing a similar
composition and motifs.

% In the early 1970s, Susan Sontag
mentions “nature defiled": “Nature has
become more a subject for nostalgia
and indignation than an object of
contemplation, as marked by the
distance of taste which separates
both the majestic landscapes of
Ansel Adams (Weston's best-known
disciple) and the last important

body of photographs in the Bauhaus
tradition, Andreas Feininger’s The
Anatomy of Nature (1965), from current
photographic imagery of nature
defiled.” Sontag, S. On Photography.
Penguin Classics. 2002, pp. 102
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spirituality unconnected with material welfare, responding to the wave
of Romanticism that was topical in their day. “Only Romanticism began
to awaken in painting a broader and closer interest in Nature, opening for
it the doors of painters’ studios, which Neoclassicism had closed almost
completely.°

In Alnis” work the viewer encounters all of these contradictory
directions of thought in earlier centuries. A little indirect social critique (a
hint of the meagre conditions of the social reality), as well as romanticism
(since, whether we like it or not, the night-time landscapes invite us to
look beyond the ordinary, the commonplace and the materialistic) and
escapism (since the gaze is directed away from the positivist movement of
the contemporary mainstream).

When they adopted the technique of photography, the artists
of the 19th century largely maintained the Romantic tradition, making
"expressive” use (in accordance with the Neoclassical idea) of landscape as
an element in a staged piece with a spiritual or metaphysical message, or,
in the tradition of Pictorialism, striving by various methods to conceal the
distinctive characteristics of the photographic image (detail, sharpness, etc)),
so that the resulting image might resemble as closely as possible a drawing,
watercolour or print. The landscape remained a symbolic image, as in
the thrilling and astounding (noble or sublime, in the language of Kant®")
landscapes of C. D. Friedrich, for example. The viewer is not given a text
'to be read’ (a subject from mythology or the Bible). Instead, the viewer is
invited to use theirimagination. “In Romantic thinking, (...) the imagination
was no longer a special activity that creates the world of art, it was regarded
as possessing universal metaphysical value. The poetic imagination became
the sole key to reality.””? Landscape photography classics of the first half of
the 20th century — Ansel Adams, Minor White, Edward Weston and others —
“stressed the aesthetic and spiritual dimensions of landscape, producing
elegant and elegiac abstract imagery.”® The landscape in black and white
photography to a large degree continued the search for the sublime in
the visual arts, not retreating much in terms of content from the Romantic
idea of landscape as bearer of a metaphysical, spiritual message®. And it
was Romanticism in particular that introduced uncultivated Nature into art:
a motif that we encounter in the ‘Half Life’ series of photographs.

In contemporary photography we often encounter a “non-land-
scape”, i.e. instead of a pictorial landscape reminiscent of other works

% Kants, |. Spriestspéjas kritika. Riga:
Zvaigzne ABC, 2000, 70.-87. Ipp.
(238-299).

“ Kasirers, E. Apceréjums par cilvéku.
149. Ipp.

*"Wells, L. On and Beyond the White
Walls. In: Photography: A Critical
Introduction. 3rd edition. Ed. by
LWells. London; New York: Routledge,
2005, p. 292.

8 Formala aspekta vini izveidoja un
formuléja melnbaltajai fotografijai
specifiskus izteiksmes lidzek|us, lai
paustu ainavas cildenumu un drama-
tismu, t. i, tulkotu cilvéka emocionalus
un garigus pardzivojumus vizualaja
valoda, piedéveéjot tos ainavai un
dabas objektiem. Attéla virspusei -
niansétam, precizam siku detalu
attélojumam (smilsu graudini, koka
miza, gaismas atspulgu nirbona
udentu. c.) - tika lauts priecét aci ka
ornamentalam, meditativam rakstam
un izvélétajam saturam pieskirta
metaforiska nozime (vientulais koks ka
spitiga, patstaviga rakstura portrets,
negaisa debesis ka cilvécisku emociju
drama, kalnu ainava ka gariga spéka,
mierindjuma un idealisma zZime, utt.).
Ta, pieméram, dazas Ansela Adamsa
meza un kalnu ainavas saturiskaja
zina daudz neatskiras no Kaspara
Davida Fridriha gleznam ar lidzigu
kompoziciju un motiviem.

* Stzena Sontaga 1970. gadu sakuma
runa par “apganito dabu”: “Sodien
daba kluvusi drizak par nostalgijas

un sadutuma objektu un nevis par
aicinajumu gremdeties apceré, un par
to pasu liecina atdkiriba starp Ansela
Adamsa majestatiskajam ainavam

vai pédéjo nozimigo Bauhausa
darbu, Andreasa Feiningera “Dabas
anatomiju” un 3odienas fotografiju,
kur télota apganita daba.” (Sontaga, S.
Par fotografiju. 123. Ipp.)
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Alna darbos skatitajs sastop visus 3os iepriek$éjo gadsimtu
pretrunigos domas virzienus: gan nedaudz netieSas socialas kritikas
(majiens par pieticigo socialo realitati), gan romantikas (gribot negribot
nakts ainavas aicina lakoties pari ikdieniSkajam, sadziviskajam un
materialistiskajam), gan eskeipisma (skatiens versts prom no $abriza
popularas pozitivisma kustibas).

Pievérdoties fotografu darbnicam, 19. gadsimta autori liela méra
turpinaja romantisma tradiciju un (saskana ar klasisko priek3statu)
izteiksmigu ainavu izmantoja par sastavdalu inscenéjumam ar garigu
vai metafizisku véstijumu. Savukart piktorialisma tradicijai atbilda vinu
centieni ar dazadam metodém noslépt fotografiska attéla ipatnibas
(detalizacija, asums u. c.), lai iegutais attéls maksimali lidzinatos zime-
jumam, akvarelim vai grafikas lapai. Ainava joprojam bija simbolisks
téls, ka, pieméram, Kaspara Davida Fridriha gleznotas satriecosas un
satraucosas (cildenas jeb sublimas, ka to dévétu Kants*) ainavas. To
aplukotajam netiek dots teksts “lasisanai” (mitologisks vai biblisks
sizets), bet vins tiek aicinats iztéloties. “Romantiska domasana [..]
iztéle vairs nebija Tpasa aktivitate, kas rada makslas pasauli, tai
piedévéja universalu metafizisku vértibu. Poétiska iztéle kluva par
vienigo realitates atslégu.”® 20. gadsimta pirmas puses fotografija
ainavas klasiki — Ansels Adamss, Mainors Vaits, Edvards Vestons u. c. -
“akcentéja ainavas estétiskas un garigas dimensijas, radot elegantu un
elégisku, abstraktu télainitbu™’. Ainavisti melnbaltaja fotografija liela
méra turpinaja sublima mekléjumu vizualaja maksla, saturiski daudz
neatkapjoties no romantiku prieksstata par ainavu ka metafiziska,
gariga véstijuma neséju.’® Un tiedi romantisms ieviesa maksla
nekultivétu dabu - motivu, kas piemit fotografiju sérijai “Half Life".

Musdienu fotografija biezi sastopama “nekada ainava™, t. i.,
nevis piktoriala ainava, kas atgadina citus, ieprieks redzétus makslas
darbus, bet izvéléta péc atskirigiem — semantiskiem (ne estétiskiem)
kritérijiem. 20. gadsimta beigu un 21. gadsimta sakuma maksliniekiem
“pastkarsu” un “kalendaru” ainavas ka parmeru idilliskas un estetizetas
neko jaunu pavéstit vai atklat nevar, cildenums tiek mekléts
prozaiskos, neizteiksmigos un Skietami mémos skatos, no kuriem
ieprieksejo gadsimtu makslinieki novérsas. Turklat tiek izmantoti tie
pasi fotografiskie lidzekli, kurus savulaik “skaistajai” ainavai pieméroja
20. gadsimta pirmas puses fotografi (kopskata veidosana no nianséta



% Cotton, Ch. The Photograph as
Contemporary Art. London: Thames &
Hudson, 2002, p. 104.

% Thomas Struth, 1954. In
photographs that the artist himself
has dubbed ‘membranes for
meditation”, the overabundance of
natural forms and the enviable vitality
of the greenery almost squeezes the
viewer into a corner, because of the
camera'’s almost hyper-real recording
of the order of things, depicted

in such detail (appearing chaotic

to the human eye), and because

of the format chosen by the artist
(approximately 170x260 cm).

% Some of the works in this series
are published in the album Thomas
Struth: New Pictures from Paradise.
Essays by: Hartmann, I, Reust, R.H.
Munich: Schirmer/Mosel, 2002.

2 Arne Maasik (1971) is a
photographer of architecture,

but, surprisingly enough, he

has also become interested in

the spontaneously developed
“architecture” of scrub, not structured
or shaped by Man, which he has
scrutinised in his black and white
series ‘Tangles’ (2005).

0 Alnis Stakle's website

www.alnisstakle.com. Retrieved on
07.03.2009.
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of art seen before, we have one selected according to other criteria —
semantic, not aesthetic. To artists of the late 20th and early 21st century,
“postcard” and “calendar” landscapes appear overly idyllic and aestheticised,
and seem not to tell or reveal anything new, while the sublime is sought
in prosaic, inexpressive and seemingly mute views, such as the artists
of earlier centuries had avoided. Moreover, the photographic means of
expression utilised here are the same ones that were once applied to the
"beautiful” landscape by the photographers of the first half of the 20th
century (creating an overall view from the nuanced depiction of detail,
using grand, monumental compositions, along with sober clarity and
sharpness, and so forth). Tedious and humdrum subjects are depicted as if
they were lofty — the very embodiment of the sublime. “The fine balance
between the sublime and romantic capacity of a landscape subject and
a style of photography that is clear-cut and not obviously subjective has
been a fertile creative area for contemporary photographers,”® writes
Charlotte Cotton, commenting on the interpretation of the genre of
landscape in contemporary photography. She gives as one example the
black and white series ‘Czech Landscapes’ by Czech artists Lukas Jasansky
and Martin Polak (1999-2000): visually “uninteresting” images that record
the most dull and ordinary landscape, as seen from the edge of a field.

The texture and spatiality of scrub and jungle have been used to
effect by one of the world’s most popular contemporary photographers,
Thomas Struth, a pupil of the Bechers,”” in his ‘Paradise’ series of colour
photographs (a series created in 1998 and augmented ever since).>® That
same “protagonist” — a wild, untamed diversity of scrub — is presented in
the black and white photography of one of Alnis Stakle’s contemporaries,
Estonian artist Arne Maasik,”® who uses the same square format as in Alnis’
'Half Life’ series, indicating stability and monumentality.

In commenting on this series, Alnis emphasises his interest in the
theme of competition between Man and Nature: “Symbolically my works
are based on representation of sequences of a struggle between a modern
human and nature. Thus while shooting I am mostly fascinated by suburbs
where visually it's not clear who dominates in this endless struggle of
evolution (...). Such environment is in a transit point between the wild
and the modernized, the dead, the living and its traces, the meaningful and
the absurd.”® In the photographs of ‘Half Life’, we almost always encounter
evidence of human activity: through the greenery or dead branches, we

 Cotton, Ch. The Photograph as
Contemporary Art. London: Thames &
Hudson, 2002, p. 104.

& Cehu makslinieki — Lukas Jasansky
(dz. 1965), Martin Polak (dz. 1966).

2 Vacu fotografa Tomasa Struta
(Thomas Struth, dz. 1954) darbos, ko
pats autors dévéjis par “membranam
meditacijai’, dabas formu parbagatiba
un zalas masas apskauzama vitalitate
skatitaju gluzi vai “iespieZ start’,
pateicoties gan fotokameras gluzi
vai hiperreali fiksétajai, detalizéti
attélotajai kartibai (kas cilvekam skiet
haoss), gan autora izvélétajam darbu
formatam (apméram 170 x 260 cm).

© Dala Sis sérijas darbu publicéti
albuma: Thomas Struth: New Pictures
from Paradise. Essays by: |. Hartmann,
R. H. Reust. Munich: Schirmer/Mosel,
2002.

5 Arne Masiks (Arne Maasik, dz. 1971)
ir arhitektaras fotografs, bet parstei-
dzo3a karta vinu ieintereséjusi art
cilvéka nestrukturéta, neveidota un
spontani tapusi kramu “arhitektara’,
ko vins$ detalizéti pétijis melnbalto
fotografiju sérija "Mudzek|i” (“Tangles",
2005).

% Alna Stakles majaslapa interneta

www.alnisstakle.com (skatits
07.03.2009).
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detalu attélojuma, monumentalas un vérienigas kompozicijas, lietiska
skaidriba un asums, u. c.) - garlaicigais un nekadais tiek attélots ta, it
ka tas batu sublimais, pats cildenuma iemiesojums. “Smalkais lidz-
svars starp ainavas subjekta sublimo un romantisko potencialu un
skaidro fotografijas stilu, kas nav acimredzami subjektivs, misdienu
fotografiem ir kluvis par augligu darbalauku,” raksta Sarlote Kotona,
komentéjot ainavas zanra interpretaciju musdienu fotografija. Ka
pieméru vina min Lukasa Jasanska un Martina Polaka® melnbalto
darbu sériju ”Cehijas ainavas” (1999-2000) - vizuali “neinteresantus”
attélus, kuros fikséta visparastaka un garlaicigaka ainava, kada nu ta
paveras skatienam, nostajoties lauka mala.

Savukart krimu un dzunglu faktdru un telpiskumu ka patei-
cigu materialu izmantojis viens no pasaulé popularakajiem musdienu
fotografiem, Hillas un Bernda Beheru skolnieks — Tomass Struts® krasu
fotografiju sérija “Paradize” (sérija tiek veidota un papildinata kops
1998. gada®). Tie pasi “varoni” —mezoniga, nesavaldita krimu daudzvei-
diba - sastopami ari Alna Stakles laikabiedra, igaunu makslinieka Arnes
Masika® melnbaltajos darbos, izmantojot to pasuy, stabilitati un monu-
mentalitati apliecino$o, kvadrata formatu ka Alnis sérija “Half Life".

Alnis komenté 30 sériju, uzsverot interesi par cilvéka un dabas
konkurences motivu: “Simboliski mani darbi reprezenté cinu starp
musdienu cilvéku un dabu. Fotograféjot mani fasciné priekspilsétas,
kur vizuali nav viegli noteikt, kas tad isti uzvaréjis $aja bezgaligaja
evolicijas cina [..]. Sada vide ir parejas posms starp mezonigo un
modernizéto, mirusajiem un dzivajiem, jégpilno un absurdo.” “Half
Life” fotografijas gandriz vienmér sastopam liecibas par cilvéka
darbibu - caur zalJumiem vai nokaltusiem zariem vid kada maza
majina vai pat vesels ciemats, prieksplana kads zogs sikumaini mégina
nodalit “manus” krimus no tiesi tadiem pasiem “vinu” krdmiem, u. c.
Skatitajs tiek aicinats uzlukot cilvéka Skietami “apgito”, apdzivoto vidi
no pretéja skatpunkta, un ta cilveks uz mirkli klist par vajo posmu visa
lielaja Zemes majsaimnieciba (taja pasa oikovouia, kuru no cita aspekta
Alnis pétijis fotografiju sérija “Vieta sapniem”). Katram nekultivétam
krdmam un nezalei ir daudz lielaka dzivotspéja un izturiba, daudz
mazakas prasibas neka jebkuram kultiraugam, jebkuram cilvékam
un vina roku darbam. Un “zala masa” ir gatava nakt, plaukt un zelt,
un vairoties, tikko ka pieklusis soli, netrauksies vairs misu auto un
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espy a small house or even a whole village, or else in the foreground a fence
tries small-mindedly to separate “my” scrub from “their” scrub, even though
it's exactly the same, and so forth. The viewer is invited to regard the setting
ostensibly “mastered” by Man from the opposite viewpoint, and thus Man
becomes for a moment the weak link in the Earth’s whole great household
(that same oikovouia which Alnis has studied from a different perspective
in his series ‘Place for Dreams’). Each uncultivated bush and weed is much
more vital and resilient, and less demanding, than any cultivated plant, any
human being or their work, and the “green mass” is ready to come along
and flourish, blossom and multiply as soon as the footsteps have ceased,
as soon as our cars no longer rush around and the mobile phone masts
erected in the scrubland cease to function. To struggle against entropy,
i.e. to maintain the setting wrested from wild Nature in the desired order
is Man’s everyday labour, demanding ceaseless effort and energy, and as
soon as the hard work has ceased, the system returns instantly, effortlessly
to the original condition of “chaos” (just as in the ‘Ex[Pride]’ series the
seemingly frail greenery pushes its way happily through the concrete
floors of factories abandoned less than twenty years ago).

In terms of content, this series deals with the “non-descript” —
the diffuse, the natural, the entropic — while in formal terms it retains the
characteristics of traditional composition. Thus, the viewer's gaze, although
sometimes bewildered at the first instant, nevertheless discovers a purpose-
ful route from the foreground details to the background (sometimes even
reaching a distant horizon, in other cases coming up against a forest or
buildings), from the clear verticality of the trunks to the horizontal and
diagonal labyrinths of fine twigs and the delicate tracery of the leaves.

In the 'Home Sweet Home' series, we see individual family homes
against the colourful background of the evening sky. If we are to delve into
this night landscape, we must return for a moment to Romantic art, in the
frame of which the aesthetics of the night, the full moon, the storm, the
fog, the graveyard etc. developed. For the 19th century artist, Romanticism
had associations mainly with the force of natural phenomena and Man’s
proud solitude in the face of this force, or the courageous struggle with
it — for example a moonlit seascape with a ship.?' In the 20th century,
the artist seeks romanticism in the urban landscape. An example is the
“Twilight’ series by American photographer Gregory Crewdson. Cinema-
tographically grand, panoramic suburban landscapes at dusk recall the

| audis ari $odien labprat iegadajas
Kaspara Davida Fridriha gleznas
“Jaras krasts ménesnica” (1835-1836)
reprodukcijas, ko ievietot savos
interjeros.

o Amerikanu makslinieks — Gregory
Crewdson (dz. 1962).
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nedarbosies briksnu vida uzslietie mobilo sakaru raiditaji. Cinities
ar entropiju, t. i., uzturét sev vélama kartiba no mezonigas dabas
atkaroto vidi ir cilvéka ikdienas darbs, kas prasa nepartrauktu piepuli
un energijas térésanu. Tiklidz caklas rokas parstaj rosities, sistéma
acumirkli un bez jebkadas piepules atgriezas sakotnéja, “haosa”
stavokli - ka sérija “Ex[Pride]”, kur pirms nepilniem 20 gadiem pamesto
fabriku betona gridai jau liksmi spraucas cauri skietami trausli zalumi.

Saturiski “Half Life"sérija ir tverts “nekadais” - izplidusais, dabis-
kais, nekoptais, entropiskais, bet formali tiek saglabatas tradicionalas
kompozicijas pazimes: skatitaja skatiens, lai ari reizém pirmaja mirkli
tiek samulsinats, tomér atrod meérktiecigas kustibas celu no prieks-
plana detalam uz fonu (reizém lidz pat attalam horizontam, reizém -
atduroties pret mezu vai ékam), no stumbru parliecinosas vertikalitates
uz siku zarinu horizontalajiem un diagonalajiem labirintiem un lapinu
trauslajam mezginém.

Fotografiju sérija “Maju sajata” ieraugam atseviskas privatmajas
uz krasnu vakara debesu fona. ledzilinoties nakts ainava, uz mirkli
jaatgriezas pie romantisma makslas, kura ipasi tika izcelta nakts,
pilnméness, vétras, miglas, kapsétas u. tml. estétika. 19. gadsimta
maksliniekam romantika galvenokart asociéjas ar dabas paradibu
speku un cilvéka lepno vienatni ta prieksa vai drosmigo cinu ar to —
pieméram, ménesnicas apspidéta jaras ainava ar kugi®. 20. gadsimta
makslinieks romantiku mekléja urbanaja ainava, ka, pieméram, Grego-
rijs Kradsons® fotografiju sérija “Krésla”. Kinematografiski vérienigas,
panoramiski tvertas piepilsétas ainavas kréslas stunda sasaucas ar
romantiku ilgam péc sublima, vienigi tas tiek atrasts sadziviska un bana-
la vidé. Lai ar1 3ajas ainas nekas nenotiek, noskanai piemit kas spocigs un
varb(t pat draudigs (autors atsaucas uz Deividu Lincu un filmu “Zilais
samts” (“Blue Velvet”, 1986) ka nozimigako iedvesmas avotu®®).

Majigas majas un to gaisos logus skatienam daléji aizsedz koki,
krami, zogs; tas tvertas no attaluma, radot iespaidu par neskaidru
motivu vaditu, nemanamu pielavisanos. Lidz ar to citadi tik miligajos
darbos nedaudz ievieSsas nemajigums, vardos vai darbiba vél
neizteikts draudigums. Savukart siltas jatas pret Seit portretétajam
majam ka drosa patvéruma, cietokSna metaforu raisa apkartéjais
tukSums un véla vakara (iespéjamais) klusums. Ta ka Sis majas atrodas
pilsétas nomalé vai mazpilséta, visa tobrid esosa dziviba un aktivitate
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Romantics' longing for the sublime, with the difference that it is discovered
in an ordinary, banal setting. Although nothing is happening in these
scenes, there is something ghostly, and perhaps even threatening in the
mood (the artist refers to David Lynch and the 1986 film ‘Blue velvet' as his
most important source of inspiration®).

The homely dwellings with windows lit up are partly obscured by
trees, bushes and fences, and are viewed from a distance — which gives
an impression of sneaking up unnoticed, guided by motives that are
unclear, thus instilling a little unhomeliness and latent menace, in words
or action, into these otherwise so enchanting works. At the same time the
surrounding emptiness and silence (presumably) of the late evening gives
rise to warm feelings towards the houses portraited here as metaphors for
a secure refuge, a fortress. Since these houses are located on the outskirts
of the city or in a small town, all the life and activity of that moment is
concentrated within, while outside there is no reassuring flow of cars, public
transport and pedestrians. Even were there to be lonely passers-by, they are
proudly ignored due to the nature of photography at dusk. “During the four
minutes (of exposure time — AT.) accidental passers by leave no trace on the
photographic material and shadows in the light windows can move, splitand
merge — the photographs would only document the movement of stars and
the invariably unapproachable, and at the same time so welcoming, small
quadrangle of a lit window — the so fascinating private life of a stranger.”*

The artist also emphasises the sociological aspects of this study:
"Documental aspect of the series of photographs disclose architecture of
private houses and their adherent surroundings making possible for a viewer
to imagine a sum of individual and collective experiences hidden in walls
and lightened windows of houses.” The works in this series permit a kind of
typology of private homes in Latvia: the houses themselves can tell us about
the town and its history, and about its residents, “for a house is a tiny city, a
city a huge house™*, as architect Aldo van Eyck has said. But what we would
see and learn if we were to enter these homes and become acquainted
with the totality of their owners’ experiences would be quite different
from the scenes that arise in our imagination, and would quite certainly
shatter the emotional impression of this kind of alienated, but nevertheless
moving observation. It seems best to maintain a safe distance, un-
detected and unnoticed, and succumb to an absolutely personal longing,
even if it's only for four minutes.

Alna darbu instalésana
Latvijas masdienu foto-
grafijas izstadé “Privats”
(2008) Laikmetigas makslas
centra “Winzavod” Maskava
Alnis" work being hung

in the ‘Private’ exhibition

of contemporary Latvian
photography (2008) at the
Winzavod Contemporary Art
Centre, Moscow
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koncentréjas iekSpuse, bet arpuse nav lielpilsétas uzmundrinosas auto,
sabiedriska transporta un gajéju plasmas. Ja ari kads vientul$ gajéjs te
batu bijis, kréslas stundas fotografésanas specifika vinu lepni ignoré.
“Cetru minasu laika [ekspozicijas ilgums — A. T] nejauss garamgajéjs
nekadas pédas fotografiskaja materiala neatstaj un énas izgaismotajos
logos var kustéties, Skirties un savienoties — fotografijas dokumenté
tikai zvaigZnu kustibu un nemainigi nepieejamo un vienlaikus aicinosi
izgaismoto, mazo loga cetrstari."®®

Autors akcenté ari sociologiska pétijuma aspektu: “Fotografiju
sérijas dokumentalais aspekts atklaj privatmaju arhitektdru un tai
piederoso vidi, laujot skatitajam iztéloties individualo un kolektivo
pardzivojumu summu, ko slépj maju sienas un to izgaismotie logi.”
No sérijas darbiem iespéjams izkristalizét noteiktu Latvijas privatmaju
tipologiju — pasi namini var pastastit gan par pilsétu un tas vésturi,
gan par iedzivotajiem, “jo maja ir miniatara pilséta un pilséta ir liela
maja"”, ka teicis arhitekts Aldo van Eiks. Bet tas, ko més ieraudzitu un
uzzinatu, ieejot Sajas majas un iepazistot to ipasnieku pardzivojumus,
bltu pavisam atskirigs no masu iztélé radusas aininas un pilnigi no-
teikti sagrautu fotografiju sérijas atsvesinata, bet tomér aizkustinosa
vérojuma emocionalo iespaidu. Piemérotak Skiet palikt dro3a attaluma,
nemanitam un neievérotam, un kaut uz cetram minutém lauties
absolati privatam ilgam.



Alise Tifentale (dz. 1977) studéjusi komunikacijas zinatnes, teologiju un makslas vésturi.
Ir isstastu krajuma un divu romanu autore. No 1996. gada publicé recenzijas un pétijjumus
par laikmetigo makslu, no 1999. gada piedalas izstazu organizé$ana un albumu
veido3ana. 2006. gada izveidojusi fotomakslas Zurnalu “Foto Kvartals” un ir ta galvena
redaktore.

Alise Tifentale (born 1977) has studied communication theory, theology and art history. She
is the author of a collection of short stories and two novels. Since 1996, she has published
reviews and studies on contemporary art, and since 1999 has been involved in curating
exhibitions and compiling albums. She is the establisher (in 2006) and editor-in-chief of the
contemporary photography magazine 'Foto Kvartals'.
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Pasportreti, klusas dabas un privatas dzives vides tuvplani, distancéti tvertas vientuligas
(vai gandriz vientuligas) ainavas - tie ir Alna Stakles fotografijam raksturigi motivi.
Komentéjot savus darbus, Alnis bieZi uzsver to personigo raksturu - tajos satiekas un
atkartojas tadi motivi ka sapnosana, pasizzina, meditacija. Japiekrit, ka darbi ir personigi,
bet tas nenozimé, ka tie batu atklati vai intimi. Dzives materialu Alnis izmanto savas télu
sistémas radisanai un izkopsanai, un vina fotografijas nav ne publiska dienasgramata, ne
aizrautiga cina ar démoniem, ne emocionalu pasatklasmju virkne: tam visam raksturigs
attalinats un atturigs vérojums (ka no arpuses vai no augsas), un sis ipasais, no emocijam
attiritais skatijums pielauj daudznozimiga tulkojuma iespéjas.

Alise Tifentale

Self-portraits, still lifes and close-ups of the private milieu, and detached views of deserted

(or almost deserted) landscapes — such are the characteristic motifs of Alnis’ photography.
Commenting on his own work, Alnis frequently emphasises its personal character: motifs such
as dreaming, introspection and meditation are combined and reiterated. His work certainly is
personal, but that does not mean it's overt or intimate. Alnis utilises material from life in order
to create and develop his system of imagery, and his work is not a public diary, a passionate
struggle with demons or a flood of emotional self-revelation: all of his works are characterised
by detached and reticent observation, as if from outside or from above, and this special
perspective, cleansed of emotion, presents an opportunity for polysemous interpretation.

Alise Tifentale



