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„NAITUS S00VIB PAKKUDA innustust meie koduvabariigi
fotokunsti  edasiseks arendamiseks ja seda eriti  naiste
seas. /.../ Naised on juba t6estanud, et nad on ja saavad
olla v6imekad fotograafid  ning  kaesolev  naitus t6estab
seda  kindlastj  veel  kord,"  kirjutas  Lati  fotograaf ja  Riia
Fotoklubi  liige  Janis  Kreicbergs  (1939-2011)  enda  poolt
1977. aastal Riias organiseeritud rahvusvahelise fotonai-
tuse ,,Fotografe sieviete / Naine fotokaameraga'` kataloo-
gis.I  Uleolev toon  (,,naised on t6estanud``:  kellele? miks?
kuidas?)  iseloomustab  Lati  NSV  heteropatriarhaalset
fotomaastiku  ning suuremat osa toonasest riiklikust fo-
toklubide kultuurist. Kaesolev esse keskendub naitusele
„Naine fotokaameraga'',  mis  kaasas samuti  Eesti  nais-
fotograafide loomingut.  Essee eesmarkideks on: 1)  pak-
kuda esmast feministlikku  kriitikat Teise  maailmas6ja
jargsele n6ukogude fotoklubikultuurile, 2) valja tuua selle
kultuuri  ajalooline taust ja  3)  t6sta esile  tlksikuid  tlhis-
kondlikke ja kultuurilisi saavutusi, mis on seotud fotoklu-
bide  kultuuriga hoolimata nende  ilmselgest seksismist.

Keskendun  selles  essees  naituse  ,,Naine  fotokaa-
meraga'' anali]tlsile erinevatel  p6hjusel.  Esiteks oli tegu
kahtlemata ktlmnendi enim k6neainut pakkunud rahvus-
vahelise fotonaitusega  Latis. Teiseks on  sellega seotud
unikaalne ja  keeruline  probleemide  kobar:  uhtpidi  pee-

geldab see fotoklubide kultuuris domineerinud maailma-
vaadet ning heteroseksuaalsete keskealiste meeste ihasi
ja fantaasiaid. Teisalt toimub see paradoksaalsel kombel
labi naisfotograafide loomingu. Saaraste paradokside esi-
Iet5stmine aitab  meil  paremini  m6ista, milles tegelikult
ktlsimus oli: sellest, kas kaamerat hoiab mees v6i naine, on
ehk olulisem  uurida uhiskondlikku ja kultuurilist konteks-
ti, milles nad t66tavad, seda, milliseid pilte nad toodavad,

ning seda, kes nende tegevusest kasu saab. Seet6ttu
vaidan, et naitus „Naine fotokaameraga" ei naidanud
mitte naisfotograafide loomingut, vaid  pigem seda,
milliseid  naisfotograafide tehtud  pilte toonane fotoklu-
bide kultuur aktsepteeritavaks pidas.

Sooviksin  ka selgelt valja 6elda, et minu arutlus
naituse ,,Naine fotokaameraga" teemal p6hineb pea-
miselt teisestel allikatel: naituse reklaammaterjalidel
ning ajakirjanduses avaldatud fotodevalikul.  Esmaste
allikate puudus on  tlks p6hjustest, mis edasist uuri.mist
piirab. Naiteks pole tanapaeval v6imalik naitust ,,Naine
fotokaameraga`' taielikult rekonstrueerida.  Mul  pole
6nnestunud  leida tlhtegi  Lati  NSV Ajaloomuuseumis
toimunud valjapaneku vaadet.1970. aastatel polnud
naituste dles pildistamine eriti tavaparane ning  isegi
naituse korraldajal Janis Kreicbergsil  polnud toimunud
valjapanekust i]htegi  pilti.2 Eksponeeritud teosed  pole
samuti teada, se§t kataloogi§ on  kirjas vaid autorite ni-
med ja nende riigiline kuuluvus: 220 fotot 77 naisfoto-

graafilt tlheteistktlmnest riigist (Bulgaaria, T§ehhoslo-
vakkia, Soome, Prantsusmaa, ltaalia, Poola, Rumeenia,
Sveits, USA, NSVL ja Saksa Liitvabariik).3

Naine fotokaameraga'',1977
Naituse ,,Naine fotokaameraga'` kutsel, kataloogis
ja plakatil on  kasutatud  mustvalget fotot ltlhikese
soenguga naisest, kes kannab tumedat pikkade var-
rukate ja keskmise pikkusega kleiti  ning  hoiab kaes
fotokaamerat. Figuur on algsest taustast eemaldatud
ja asetatud valgele pinnale ning juurde on  lisatud  nai-
tuse pealkiri  lati, vene ja inglise keeles (kujunduse on
teinud  kunstnik ja graafiline disainer Georgs Smelters

`'THE EXHIBITloN IS AIMED to serve as an impulse for fur-

ther development of photographic art in our republic, es-
pecially among women. (...) Women already have proven
that they are, and can be, capable photographers, and this
exhibition undoubtedly proves that one more time," wrote
Janis Kreicbergs (1939-2011), a Latvian photographer and
member of the  Riga  Photo Club, in the catalogue of the
international  photography  exhibition  Fofografe s/.evt.ere
/  Woman  wi'fh  Camera, which  he  organised  in  Riga  in
1977.1 The condescending tone ("women have proven'': to
Whom? Why? How?) characterises the heteropatriarchal
field  of  photography  in  Soviet Latvia and  across much

t              of the transnational  photo-club culture at the time. This
essay focusses on the exhibition  Woman  wt.fh  Camera,
which also included works by Estonian women photogra-
phers. The aims of this essay are  1) to offer a tentative
feminist critique of the Soviet postwar photo club culture,
2) to outline the historical origins of that culture, and 3) to

'                highlight a few sociological  and  cultural  advancements

that this culture achieved despite its blatant sexism.
I have chosen the exhibition  Woman with Camera as

the case study in this essay for several  reasons.  Firstly,
Woman w/'th Camera was arguably the most widely pub-
licised  international  photography exhibition of the dec-
ade in Latvia. Secondly, it presents a unique and complex
set of issues: on the one  hand,  it reflects the dominant
world-view of the photo-club culture and manifests the
desires and fantasies of straight middle-aged  men. On
the other hand, it does so-paradoxically-through the
work of women photographers. Highlighting such para-
doxes helps us better understand what is really at stake:
it may be less important to know whether a "man" or a
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"woman" holds the camera than  it is to examine the

societal and cultural context in which they operate, the
kinds of images they produce and who benefits from
their activities. Thus,I argue, the exhibition  Woman
with Camera did not so much demonstrate the creative
output of women photographers as reveal what kinds
of images by women photographers were deemed ac-
ceptable  in the  photo-club culture of the time.

Finally,  I  would  like to clarify that my discussion  of
Womar} w/.th Camera in this essay is based  mostly on
secohdary sources:  publicity materials of the exhibition
and selected works reproduced  in the press. The lack
of primary sources is among the obstacles that hinder
further research. For example, today it is impossible to
reconstruct the exhibition  Woman w/.th Camera in  its
entirety.  I  have not succeeded  in finding any images of
the installation at the  Museum of History of the  Latvian
SSR.  Photographing exhibitions for future reference
was not a common  practice in the 1970s, and even the
show's organiser, Janis Kreicbergs, did not have any
photo documentation of the actual  installation.2 The
exact works are unknown  because the catalogue lists
only the names of the participants and the countries
they represented: 220 prints by 77 women  photogra-
phers from 11  countries (Bulgaria, Czechoslovakia, Fin-
land, France,  Italy, Poland, Romania, Switzerland, the
USA, the USSR and West Germany).3

Woman with Camera,1917
The invitation to the exhibition  Woman w/.th Camera,
its catalogue and  poster feature a black-and-white
photographic image of a short-haired woman in a
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1  Pealkirjata sissejuha-

tus:  International  Exhibition
Woman with Camera (nai-
tuse kataloog).  Riga: Jour-
nalists'  Union of Latvian
SSF{,1977,  lehektlljed  num-
merdamata.

2  See info  p6hjneb

autori  mitmetel ve§tlustel
Kreicbergsiga aastatel  2007
kuni  2009  ning  §amaaeg-
sel  temale  kuuluva arhiivi
uurimisel.

3  Kuigi  naituse „Naine

fotokaameraga" statistika
esitleb  dhteteist riiki,  nime-
tab kataloog  iga N6ukogude
liiduvabariiki  eraldi.  Lahe-

mal  uurimisel  selgub, et
enamik osalejaist olj  Latjst
(16),  sellele jargnesid  Leedu
(14) ja  Eesti  (4).  Lati  eslnda-
J6a:kuMr:'razeBnr:a?B:,nv:az|::ia'

Eizenjja  Freimane,  DZovita
Grebzde. Vija Kaleja, Violeta
Karklipa, Veron`ka  Kudlane,
SarmTte  Kviesite, Teiksma
Millere,  Mara  Preijere,
Natalija  Pro§Opina, Gunta
F?uicena,  Maija  Skuja,  ElvTra
Stupenkova ja llga Sdna.
Leedu esindajad: Audrone
Baranauskaite, J.  Bernotene,
6erniaskaite,  Lilija  Danilo-
va,  lrena Giedraitiene,  lna

i.jeKdu|iitay::i:;::2rv§u|:ne'
Leke6inskaityte,  F{tlta
Liorau6aite, G.  Luckiene,
Daiva §idlauskaite, 0. Val-
kauskene ja Anna Zukaus-
kene.  Eesti  esindajad: Tiiu
Kimber,  Galina  Kuljus,  Ene
Karema ja  Kristel  Lukats.

1  |ntrctduction  in:  /nter-

national Exhibition Woman
w/[h Camera  [exh. cat.].
Riga: Joumalists' Union of
Latvian  SSR,1977, n.p.

2 This  information  is

based on the author's nu-
merous conversations with
Kreicbergs between 2007
and 2009, and extensive re-
search  in  his private archive.

3 Wh|le the statistics

summary for Woman w/th
Camera shows a total of 11
countries, the catalogiJe lists
each  represented  Soviet re-
public separately. On further
exammation, the catalogue
reveals that most partici-
pants in the exhibition were
from  Latvia  (16), followed  by
14 from  Lithuania and  four
from  Estonia.  Participants
from  Latvia: Mara Bra§mane,
Anna 6ukure, Zenta  Dzividz-
inska,  Ei2enija  Freimane,
DZovita Grebzde.  Vija  Kaleja,
Violeta  Karkllna, Veronika
Kudlane, Sarmite  KviesTte,
Teiksma  Millere,  Mara
Preijere,  Natalija  Prosclpi-
na, Gunta Ruicena, Maija
Skuja, Elvira Stupenkova
and  llga  Stina.  Participants
from  Lithuania: Audrone
Baranauskaite, J.  Bernotene,
6erniaskaite,  Lilija  Danilo-
va,  lrena Giedraltiene,  Ina

:.'eKdur,:ktay;:i:;::2rv§u|:ne'
Leke6inskaityte,  RCJta  Lio-
rau6aite,  G.  Luckiene,  Daiva
§idlauskaite, 0. Valkauskene
and Anna Zukauskene.  Par-
ticipants from  Estonia: Tiiu
Kimber,  Galina  Kuljus,  Ene
Karema and  Kristel  Lukats.



(1942-2014)).   Kujutatud   naine  ei   ole  fotograaf,  vaid
moeajakirja RTgas Modes modell, kellele fotograaf Janis
Kreicbergs 6petab, kuidas kaamerat hoida ning poseeri-
da sellisel  moel, et kleidi  15hik paljastaksjala.  Hetke sel-
Iest  instruktsioonist tabab  kenasti  foto  Kreicbergsi  kol-
leegiltja samuti  ajakirjale  RTgas  Modes  pildistanud  llga
Sdnalt (1931-2021), kes autorina samuti  naitusel osales.

Naituse „Naine fotokaameraga"  avamise  kutse on
kdll  hea  naide  oma  aja  stiilist,  moest ja  graafilisest
disainist,  kuid  veel  enam  raagib  see  meile  fotograa-
fia  kui  maskuliinse tegevusala  kohta.  Foto  peegeldab
heteroseksuaalsete  meeste fantaasiat sellest,  milline
naisfotograaf v6iks valja naha (ja peaks valja nagema):
ta peab aktiivselt kehastama naiselikkust ning  pakku-
ma meessoost vaatajatele kergelt erootilist meelelahu-
tust, ehkki teeks justkui  parajasti tb6d  ning  pildistaks
omaenda fotosid. Toonases fotoklubide kultuuris oleks
olnud  m6eldamatu,  et  naisfotograaf v6iks teha  oma
t66d samas meessoost vaatajatele silmailu  pakkuma-
ta. Kuna patriarhaalne maailmavaade oli igapaevasesse
diskursusse nil stlgavaltjuurdunud, ei avaldunud selli-
sed ootused ainult meessoost fotograafidel, vaid sama
hoiaku 6ppisid ara ja v6tsid omaks ka nende naissoost
kolleegid. Teisis6nu,  heteroseksuaalsete  meeste  nau-
dingute ja  huvide  timber tiirlev  maailmavaade oli  nor-
maliseerunud saarasel maaral, et naised (nii modellide
kui fotograafidena) olid selle levitamises sdddi, ilma et
nad oleksid  isegi m6istnud, kes, kuidas ja miks sellest
tegevusest kasu  16ikab.

Naituse kataloogis (vold ikus) on kaheksa vai kest osale-
vate teoste reprod u ktsiooni, in illest kaks on naisaktid, ni ng
tagumisel  kaanel  on  lehekuljesuurune  reproduktsioon

tlhest llga S0na pealkirjata teosest, mis eeldatavasti
parineb m6nelt ajakirja RTgas Modes jaoks tehtud  mo-
dellidega moefotosessioonilt.  Usutavasti oli sedasorti
naituse organiseerimise peamiseks p6hjuseks v6ima-
Ius najdata selliseid t6id  nagu T§ehhi fotograafi Vera
Slavikova ,,Naine'', ning vaike  kogus muudel teemadel
pilte lisati juurde, et kogu seda erootilist vaatepilti vas-
tutavate ametnike ja v6imude silmis 6igustada.4

K6ige populaarsem teema-v6i vahemalt sobi-
vaim teema naistele fotoklubide  kultuuris-oli  nai-
sed.  Naised  paasesid fotomaailmale ligi  ainult siis,
kui  nad olid domineeriva grupi ehk heteroseksuaalse-
te meeste teenistuses, ning  k6ige paremini said  nad
oma rolli taita sellega, et tootsid  pilte, mis olid domi-
nantsele grupile nauditavad. Meesfotograafid v6isid
teemasid vabalt valida. Nad v6isid tegeleda abstrakt-
sete ideede ja filosoofiliste m6istetega ning t6Igen-
dada k6iki Zanreid v6i stiile. V6rdvaarse vabaduse

ja mitmekesisuse lubamine nende naissoost ameti-
kaaslastele olnuks liiga segadust tekitav.  Selle ase-
mel eelistati, et nad tegeleksid  16putute naiselike ehk
habraste ja kergelt erootiliste, visuaalselt nauditavate
fotode tootmisega, mida esitleti ,,kunsti", ,,moe",
portree" ja muude sarnaste marks6nade kaudu.

Sellisel teeseldud  naiselikkusel oli fotoklubide  kul-
tuuris kolm  peamist vormi.  Esimene  neist lihtsalt ob-

jektistas ja seksualiseeris naiste nagusid ja kehasid
suhteliselt dhedlbaliselt ja stereotddpselt: naine oli
alati noor, paljas v6i  poolpaljas, vastas tavaparastele
ilustandarditele, flirtis kuulekalt kaameraga ning objek-
tistas ennast ise varjates v6i  paljastades tJksikuid keha-
osasid.  Nende lahenemiste lihtsakoelisus peegeldab

dark-coloured,  long-sleeved  mid-length  dress  holding
a camera. The figure is removed from  its original  back-
ground  and  placed  on  a white empty  space  with  the
title  of the  exhibition  in  Latvian,  Russian  and  English
(design by the artist and graphic designer Georgs smelt-
ers (1942-2014)). The woman depicted here is not a pho-
tographer,  but a model for the fashion  magazine f?i-gas
Modes/f?/.ga  Fash/.on,  instructed  by a  male  photogra-
pher, Janis  Kreicbergs, on  how to  hold the camera and
how to pose in a way that the slit of her dress exposes her
leg. A moment of that instruction is beautifully captured
in a snapshot by llga Scina (1931-2021), Kreicbergs's col-
league and  a fellow  photographer at I?t-gas Modes,  as
well as a participant in the exhibition.

The image on the invitation to the opening of Wom-
an  w/.th  Camera, although a good  example of the style,
fashion and graphic design of its time, tells us even more
about the masculinised field of photography. The image
reflects a heterosexual  male fantasy of what a woman
photographer could (and should) look like: she has to be
someone  actively  performing  femininity and  providing
light erotic entertainment to the male viewer even while
she is allegedly working and making photographs of her
own. For the photo-club culture of the time, it would be
unthinkable to even imagine that a woman photographer
could  be doing herjob and not "serving up her looks" to
a  male spectator.  Because the  patriarchal  world-view
was so deeply ingrained  in the daily discourse, such an
expectation was not limited to male photographers but
was learned and adopted by their female peers as well. In
other words, the world-view revolving around the pleas-
ure and  interests of straight  men  was  normalised to a
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degree that women (both as models and  photographers)
were often complicit in  it without even  realising who
would  benefit, and  how and why, from their compliance.

The exhibition catalogue (a folded  leaflet) features
eight small  reproductions of selected works, two of
which are female nudes, while the back cover features
a full-page reproduction of an  untitled  image by llga
SDna, likely from a fashion  photography session with
models for the magazine f?t-gas Modes. Arguably, the
main  purpose of organising exhibitions like this was
the opportunity to exhibit and view works like  Woman
by the Czech photographer Vera Slavikova, while a
certain number of images with other kinds of subject
matter were added to justify the erotic spectacle in
the eyes of responsible officials and authorities.4

The most popular subject, or rather what the
photo-club culture thought was the most accept-
able subject for women to photograph, was women.
Women could be granted access to the world of
photography only if they served the interests of the
dominant group, i. e., straight male participants, and
the best way to provide that service was by produc-
ing  images that this dominant group would find
enjoyable. Male photographers were free to choose
whatever subject matter they could come up with.
They could work with abstract ideas and  philosoph-
ical concepts, as well as interpret all genres and
visual  styles.  Meanwhile, it would  be too confusing
to see similar freedom and diversity in works by their
female peers. Instead, an endless supply of visual-
ly pleasing depictions of what they understood as
"womanhood" was preferable, i.e., performances of
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4  Kuigi  naltuse  „Naine

fotokaameraga" organi-
seeris  Riia  Fotoklubi  liige
ning  selle teosed  parinesid

pea taielikult teiste  riikide
fotoklubidest, oli see amet-
likult Lati  NSV  Ajakirjanike
Ljidu vastutusalas ning
see organiseeriti  koost66s
Lati ja Valismaa S6pruse ja
Kultuuritlhenduste  Uhin-

guga (Latvijas un  arzemju
draudzibas  iin  kultoras
sakaru  biedrTba),  mille  pu-
hul  kahtlustati, et tegu on
KG B  kattevarjuga.

4 The exhibition  Wom-

an wi.th Camera, although
jt was organised  by a Riga
Photo Club member and
sourced almost exclusively
from photo-club members
in  other countries, was
officially the  responsibility
of the Journalists' Union
of the  Latvian  SSF{,  in  col-
laboration with the  Latvia
and  Overseas  Friendship
and  Cultural  Connections
Society  (Latvijas un arzemju
draudzTbas un  kultoras
sakaru  biedriba), an organ-
isation suspected to be a
cover for the  KG 8.



N5ituse   „Naine   fotokaamera8a"
kataloo8   (VOJ.dik),    Riia,197Z.

Catalogue   (a   folded   leaflet)
of   the   exhibition   Wom4H   w4tA
C4"G7c7,    Ri8a,    19ZZ.
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fotoklubide enamiku  liikmete  m6ttemaailma, sest nad
olid  keskealised ja mitte eriti  haritud  (Ioomulikult m6ne
olulise  erandiga).  Selle  lahenemise  variatsiooniks  oli
noorte emade ja imikute kujutamine, mis oli sageli erooti-
line, naidates emasid alasti v6i poolalasti ning alati 6nne-
like, 6ndsailmeliste v6i vahemalt rahulolevatena.  Nende
kahe teema  k6rval  oli  veel  tlks v6rdvaarselt populaarne
v5imalus,  mis  lisas olulise annuse vajalikku  sotsiaalset
aktsepteeritavust: vanema  naise  portree,  mille fookus
oli naise sdgavate kortsudega naol ja/v6i  katel ning mis
kujutas teda tavaliselt vaesust ja  maakeskkonda  mar-
keerivas olustikus ja/v6i  r6ivastuses. See lahenemine ei
saanud  loomulikult  mingil tingimusel  olla akt ega vor-
milt erootiline v6i  sensuaalne. Tegu oli  hoopis  mustilise
naiseliku tarkuse, kannatuste ja ohverduse stlmboliga.

Nende kolme  lahenemisega ammendus toonase fo-
toklubikultuuri  naise  kujutamise v6imalike vormide  ar-
senal  pea taielikult ning  seda nii  mees-kui  ka  naisfoto-

graafide seisukohalt.5 Nende temaatiliste valikute ahtus
peegeldab  naise  rolle  keskealise t66lisklassi  mehe  elus:
sinna mahtusid fantaasiad vaevu 18-aastasest silmar56-
must, p6gusad ja kauged  kokkupuuted  naise ja  lastega
(kes enamasti olid ainult naise vastutusel) ning sentimen-
taalsed malestused maal elavast tile t66tanud ja vasinud
emast v6i vanaemast. Mis veelgi olulisem: need kolm ku-
jutamisviisi  ei  olnud  tavaparased  mitte  ainult  Latis v6i
N6ukogude Liidus, vaid  nende populaarsus oli  margatav
terves rahvusvahelises fotoklubikultuuris (v6ib-olla enam
Ida-ja Kesk-Euroopas, kuid seda vaidet tuleb p6hjalikuma

ja reaalsetel andmetel p6hineva uurimust66ga kinnitada).
Lakooniline  kokkuv6te  sellest,  kuidas  naised  v6ivad

naisi kujutada, ilmus naituse avapaeval kahe illustreeriva

pildi saatel  Lati  Kommunistliku  Partei ajalehes CTria
/V6itlus.6 llga Sclna ,,Regina" kujutab  noort, ilusat ja
flirtivat naist ning  Rumeenia fotograafi  Hedy L6ffleri
(1911-2007) „Portree" on naide targa maal elava va-
naema stereottltlbist. 6ndsa emaduse teema ilmus
kultuurilehe Literatclra un  Maksla / Kirjandus ja Kunst
esiktlljele paev enne naituse avamist Vene fotograa-
fi  Nina Sviridova (1933-2008)  pildiga ,,Ema 6nn'`.7
Numbri  keskkohas on spetsiaalselt kujundatuna kuus-
teist vaikest reproduktsiooni  naitusevalikust.  Ldhikese
kommentaari ,,Naised teevad fotosid" all on Gunars
Janaitise  (1934-2022)  nimi, kes oli  professionaalne
portreefotograaf ning samuti  Riia Fotoklubi  liige.8
Kuigi selles valikus on  naiteid  ka teistelt teemadelt,
annavad tooni  tllaltoodud  kolm  naise kujutamise viisi.

Galina Kuljuse (Tallinn) teostes peegelduvad
naine, kes seisab silmitsi  drgse, karmi ja tsivilisee-
rimata loodusega, ning  naise ja mehe vahelised
suhted. Tema fotomaailm naib irreaalne ja abst-
raktne ning sellises kontekstis suureneb inimsu-
hete vabadus, ausus ja koredus. Naib nagu n6uaks
fotograaf, et inimtundeid tuleb uurida ja hoida
nagu suurimaid aardeid, mille juured  ulatuvad  pri-
mitiivsete eelajalooliste aegadeni,``

kirjutas Atis Skalbergs (s 1938) oma arvustuses nai-
tusele ,,Naine fotokaameraga`` Lati peamises profes-
sionaalset kunsti kajastavas ajakirjas Maksla / Kunst.
Artikkel, mida illustreerisid  Kuljuse teose  k6rval  ka
teiste autorite t66d,9 on ttltlpiline naide sellest, kuidas
N6ukogude Lati fotokunsti  naisakte saatvad s6nad

femininity and light erotic entertainment, exhibited as
``art", '`fashion'', "portraiture" and  so on.

The performance of femininity in the photo-club cul-
ture had three main forms. One of them encompassed
blatant  objectification  and  sexualisation  of  women's
faces and  bodies  in  quite a  uniform  and  stereotypical
manner: the woman was always young, nude or semi-
nude,  conventionally  pretty,  submissively flirting  with
the  camera or objectifying  herself  by  hiding  her face
and  revealing  only parts of her  body. The simplicity of
these approaches arguably reflects the mindset of the
majority of the photo-club members, which consisted
of  middle-aged,  not very highly educated  men  (with  a
few  notable exceptions, of course).  A variation  of this
approach was the depiction of a young  mother with a
baby, often  eroticised  and  nude or semi-nude, always
happy,  blissful  or at least content.  In addition to these
two subjects, one more trope was equally popular, add-
ing  the  much-needed  element of social  acceptability:
the portrait of an elderly woman with the focus on  her
deeply  wrinkled  face  and/or  hands,  and  typically  in
a setting  and/or clothes that signalled  poverty and  a
rural  setting. This type of subject, of course, could  by
no means be nude, erotic or sensual; instead, she was
supposed to symbolise mysterious female wisdom, suf-
fering, and sacrifice.

This  list of three types of  images virtually exhausts
the permissible depictions of women  in the photo-club
culture of the time, covering the work of both  men and
women  photographers.5 The narrowness of these the-
matic choices reflects the repertoire of female roles in the
middle-aged  working-class  man's  life: there was  room
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for fantasies about a barely 18-year-old  pin-up,
some passing and distant encounters with the
wife and children (who most often remained the
woman's exclusive responsibility), and sentimental
memories of an overworked and exhausted mother
or grandmother in the countryside. Moreover, these
three types of depictions of women were by no
means limited to Latvia or Soviet Union, but were
equally popular across the transnational  photo-club
culture (perhaps more so in  Eastern and Central
Europe, but that still  needs to be confirmed through
more in-depth and data-based research).

A succinct summary of the permissible depicti-
ons of women by women appeared in the main  Lat-
vian Communist Party newspaper C/-pa/ The Ft.ght
on the day of the exhibition's opening accompanied
by two images.6 Pegi-na by llga S0na represents
the ``young, beautiful, flirty woman," while Portra/.f
by the Romanian  photographer Hedy  L6ffler (1911-
2007) is an example of the ''wise rural granny" trope.
The subject of blissful motherhood appears on the
first page of the dedicated arts newspaper, Li.teratd-
ra un M5ksla / Literature and Fine Arts, a day bofore
the exhibition opening: Mother's B/i.ss by the Rus-
sian photographer Nina Sviridova (1933-2008),7 The
middle of this issue features 16 small  reproductions
of selected works from the exhibition, published  in a
specially designed section. A brief comment entitled
Women Take Photographs is signed by Gunars Ja-
naitis (1934-2022), a professional  portrait photogra-
pher and another member of the Riga Photo Club.8
Although this section  includes a few examples of
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5 Siinttohal  rna  raagin

ainult avalikult ajakirjandu-
ses kajastatud fotodest ning
sel ajal to`munud  naitustest.
Kahtlemata tegid toonased
naisfotograafid  ning foto-
graafiaga tegelenud  kunst-
nikud  ka  mitmeid  teisi  liike
teoseid,  kuid  neid ei avalda-
tud ega  naidatud  naitustel.
Osa sellest loomingust
avastati alles palju  hiljem,

peale N6ukogude Liidu
kokkuvarlsemist, kui  laane
kuraatorid  hakkasid  uurima
Lati  naisfotograafide arhiive.
Nii juhtus see  naiteks Mara
Bra§mane ja Zenta Dzi-
vidzinska puhul, kelle varem
avaldamata 1960. aastate
fotod j6udsid  avalikkuse
ette 2000ndatel.

6 Pcipols, 0.  Fotografe

sieviete.-Cipa, 5. marts
1977,  lk  1.

7  Literatclra  un  Maksla,

4.  m2irts  1977,  Ik  1.
8 janaitis, G.  Fotografe

sievietes.-Literatora un
Maksla, 4.  marts 1977, lk
8-9.

9  Skalbergs, A. Foto-

grafe sievletes. -Maksla,
nr 2,1977,  lk 46-51, 50.

5  Here  I am addressing

only the images that clrcu-
lated publicly in the press
and exhibitions that took
place at the time. There is no
doubt that women photogra-
phers and artists working
with  photography at the time
produced  numerous other
types of work, but this work
remained  unpublished and
unexhibjted. Some of that
work was discovered much
later, after the end of the
Soviet era, when  local and
Western curators began to
research the archives of Lat-
vian women  photographers.
This happened, for example.
in the case of the photogra-
phers Mara Bra§mane and
Zenta Dzividzinska, whose

prevlously unpublished and
unexhiblted work from the
1960s emerged  in the public
only in the 2000s.

o papols, o. Fotografe

sieviete.-Ciria, 5 March
1977,  p.  1.

7  Literatclra  un  Maksla.

4  March  1977,  p.1.
8 janaitis, G.  Fotografe

sievietes. -Literatcira un
Maksla, 4  March  1977,
p. 8-9.



neid  piiritlesid.  Paljaste  v6i  poolpaljaste  naisekuju-
tiste  seostamine  ,,primitiivse"  v6i  „tsiviliseerimata'`
loodusega r5hutas ja kinnitas stereotdtlpiliselt sellist
maailmavaadet, mis toetas heteroseksuaalsete mees-
te kultuurilist ja sotsiaalset dleolekut ning nende nais-
tega seotud erootiliste fantaasiate keskset rolli. Alles
1980.aastate  16pus  hakkas  kunstikirjutis  kasutama
kunstilise fotograafia  puhul termineid  ,,eksplitsiitne`'
v6i  „erootiline"  ning  neid  loeti  fotograafile  suunatud
komplimentidena.t°  Isegi  praegu  ei  peeta  n6ukogu-
deaegse  fotograafia  ja  fotoklubikultuuri   seksismi
enamasti  problemaatiliseks  ning  selle  parand  ootab
ikka veel  korralikku  ajaloolist analddsi,  mis  laheneks
ainesele selgelt feministlikust v6i  vahemalt sdgavalt
normaliseeritud  heteropatriarhaalse  maailmavaate
kriitilisestvaatepunktist.

1980ndate 16pus ja 1990ndate alguses, kui N6ukogu-
de Liit kokku kukkus ning  tlhiskonnas toimusid mitmed
radikaalsed  muutused, oli  naisakte  kujutav fotograafia
eriti ekspluateeriv. Toonastes Lati ja Eesti fotoklubide ka-
taloogides paradeerisid noored naod ja kehad, iga tudruk
proovimas ,,ilus olla", igadks r66msalt poseerimas satsi-
lises pesus v6i  ilma selleta, paljude ilme  lootusrikas v6i
am bitsioon i kas. V6rreldes varasemate valjaan netega, on
naiteks 1991. aasta „Naine fotokunstis" naituse kataloo-
gis suurem  hulk silmatorkavalt erotiseeritud  naistakte.
Teiseks  laiemate sotsiaalmajanduslike  muutuste  indi-
kaatoriks on muuhulgas lisandunud  reklaamid. Ajastut
iseloomustab samuti 1989. aasta naituse kataloogi esi-
mestel  lehekdlgedel olev Eesti  Rohelise  Liikumise dek-
laratsioon, mis raagib 6koloogiast, n6ukogude immigrat-
sioonipoliitikast ja eesti  keele sailitamisest.  Suhteliselt

paradoksaalsel  kombel t6statatakse selliseid ktlsi-
musi trtlkises, mis keskendub erootilisele  meelelahu-
tusele. Kuid  sellel  tlleuldisel si]gava segaduse ajastul
hakkasid erootilised  naisaktifotod  kuidagi seostuma
vabaduse ja vabanemise ideedega. Fotograafia valjal
saaks selliseid vabadusi seostada n6ukogude tsen-
suuri  piiridega, mis olid  ntltldseks maha raputatud.
Kuid  ktlsimus, miks n6ukogude poliitilisest turanniast
vabanemine pidi toimuma naiste suuremale objektis-
tamisele ja ekspluateerimisele ning  heteroseksuaal-
sete meesvaatajate kultuurilisele domineerimisele
takkakiitmise saatel, pole veel vastust leidnud.

Kunstiline fotograafia, mis ei ole paris kunst
Ehkki fotograafiast raagiti sageli  kui  kunstist, ei  pee-
tud seda s6jajargses N6ukogude Liidus kunstiliseks
meediumiks. See suhtumine on  tlheks p6hjuseks,
miks fotokunst arenes n6ukogude perioodil valjaspool
professionaalse kunsti  piire.  Fotograafia rolli vaadeldi
n6ukogude diskursuses pelgalt propagandistliku  ,,fo-
toajakirjanduse`` kontekstis.tt  Kuna fotograafia, nagu
Susan  Emili  Reid on  6elnud, oli  „v6rreldes ,,k6rge
kultuuriga" marginaalne",t2 tahendas see muu  hulgas,
et fotograafid  polnud  N6ukogude  Kunstnike Liidus
esindatud, nende teoseid ei v6etud  liiduvabariikide
kunstnike liitude koostatud  naitustele ning fotograa-
fiat ei 6petatud  kunstikoolides ega -akadeemiates.
Selle asemel oli  peamiseks institutsiooniks, mis vas-
tutas fotograafia arengu eest, N6ukogude Liidu Aja-
kirjanike Liidu fotograafia osakond. Sama liit kirjastas
ka ainukest keskset ja erialast fotoajakirja N6ukogu-
de Liidus: CoBeTCKoe ¢oro / N6ukogude toto."

other subjects, the above-mentioned three main tropes
of depicting women are the most visible.

``A woman confronted with  primal, tough, uncivi-

lised  nature, and the relationship between a worn-
an and a man are reflected  in the series by Galina
Kuljus (Tallinn).  Her photo-world seems unreal,
abstract and in this context human  relationships
gain  more freedom, truthfulness and  roughness. It
seems like the photographer calls for examination
and safekeeping of human feelings as the utmost
treasure whose origins can  be traced to prominent
elements of prehistoric primitivity,"

wrote Atis  Skalbergs  (b 1938)  in  his  review of  Woman
w/.th Camera in the main Latvian professional arts mag-
azine M5ks/a/Fi.ne Art, illustrated with a work by Kuljus,
and works of others.9 Skalbergs's writing  is a typical ex-
ample of the  limiting  prose  accompanying  the female
nude  in  Soviet  Latvian  photographic  art.  Associating
images of nude or semi-nude women with elements of
''primitive" and  ''uncivilised"  nature  was a stereotypical

way to emphasise and  reinforce a world-view that sup-
ported the cultural and social  superiority of the straight
man and the centrality of his erotic fantasies about wom-
en.  However,  only  in  the  late  1980s  did  the  art  media
begin  to  use terms  such  as  "explicit" or "erotic" to  dis-
cuss photographic art, and they were meant as compli-
ments to the  photographer.t°  Even  now, the  sexism  of
photographic art and the  photo-club culture of the  So-
viet era is rarely seen as problematic, and  its legacy still
awaits a rigorous historical analysis from a position that
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we can  recognise as feminist or at least critical of
the deeply normalised  heteropatriarchal world-view.

During the late 1980s and early 1990s, amid the
collapse of the Soviet state and  numerous radical
changes in society, female nude photography went
through a particularly exploitative phase.  In  Latvian
and  Estonian photo-club catalogues of this time, there
was a parade of young faces and  bodies, each girl
trying to "look pretty'', each  happy to pose in frilly un-
derwear or without it, and  many of them  looking  hope-
ful and ambitious.  For example, compared to earlier
editions, the catalogue of the 1991  exhibition  Woman r.r}
Photograph/.c Art features a significantly larger number
of conspicuously eroticised female nudes. Other nota-
ble indicators of the broader socioeconomic changes
include the presence of advertisements. Another telling
sign of the times is the declaration about ecology, Sovi-
et immigration  policies and the preservation of the  Es-
tonian language signed  by Estonia's Green  Movement
in the first pages of the 1989 exhibition catalogue.  It
is quite paradoxical that such issues were raised  in a
publication focused on  light erotic entertainment.  But,
during this time of general and  profound confusion,
eroticised female nude photography somehow became
associated with  concepts of ``freedom" and `'liberation."
Said freedom in the field of photography could refer to
the alleged  limitations of Soviet censorship that had
now been removed. However, the issue of exactly why
liberation from the Soviet political tyranny had to be
carried out by further objectifying and exploiting wom-
en and further privileging the cultural dominance of
straight male spectatorship has never been addressed.
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io vaata naiteks:

Rozenbergs, A. Cherchez
la femme.-Maksla, nr 6,
1989,  lk 71.

"  „Meie ajal on fotoaja-

kirjandus tohutult kasvanud.
Fotograafial on  nddd  aukoht
ajalehtedes ja ajakirjades
ning  me esitame fotodele
uusi  n6udmisi, Iugedes neid
nil  poljitilisteks dokumenti-
deks, mis peegeldavad t6e-
selt kommunismi ehitavate
inimeste elu,  kui  ka kunsti-
teosteks," kirjutas 1961. aas-
tal  N6ukogude  Liidu  Ajakir-

janike  Liidu  president  Pavel
Satiukov,  kes oli  ka ajalehe
Pravda / T6de peatoimetaja.
caTroi<OB,  n.  cOBeTcttwji

®oToxypHa"cT-npaBAM-
Bbijl neTo"ceu BeJ"Koji
enoxM,  pa3BeAilMK  6yAyue-
ro. -CoBeTCKoe ¢OTo, nr 1,
1961,  lk  1.

12  Reid,  S.  E.  Photo-

graphy in the Thaw.-Art
Journal, 53  (2), juuni  1994,
lk 38.  Loetav:  https://doj.
org/10.2307/777481.

" Tapsem  info selle

ajakirja ajaloo kohta: Tifen-
tale, A.  Seeing a Century
Through the Lens of Sovets-
hoe Foto. -Cultural Analytics
Lab,  31. juuli  2018.  Loetav:
http://lab.culturalanalytics.
info/2018/07/explorjng-
photography-magazine.html.

9 Skalbergs, A.  Foto-

g rafe sievietes. -Make/a,
No.  2,1977  (pp.  46-51),  50.

10 See, for example,

f}ozenbergs, A. "Cherchez
la femme".-Maksla, No. 6,
1989,  p. 71.



Lati   kuJ.tuufilehe   Literatd-
ra   un   Maksla   /   I(ii:jandus   ].a
I(unst   esiLehektilg   4.   m5I:tsil
19ZZ.    PiJ.di   allkii:i:   Nina
Svilidova.    „Ema   ann".    Rah-
vusvaheliselt  fotonaituselt
„Naine   fotokaamei:a8a"   Riias.

Front   page   of   the   Latvian
arts   newspaper   LftG7c7tt7t.c7   4/#
MdksLa   /   Literature  and  Fine
A7fs,    4   March   197Z.    The   cap-
tion:    Nina   Svil:idova,    MotheI's
Bliss.   F]:om   the   intei:nation-
al   photogl:aph¥   exhibition   in
R±8a,   Woman   with   Camera.

>

Valitud  teosed   naituselt
„Naine   fotokaameraga"   L5ti
kultuulilehes   Literatcira   un
Maksla   /   Kil:jandus   ja   Kunst
4.   ma[tsil   igz7,   lk   8-9.
Ai:tikJ.i   pealkii:i   on   „Naised
teevad  fotosid",   alla   kil-
l.utanud   Gunars   Janaitis.

Selected   works   £{om   the   ex-
hibition   Wowcm   wftA   C.¢me7cJ
in   the   Latvian   arts   news-
paper   L4teratdra   un   MdhsLa
/   Literature  and  F+ne  Arts,
4   Mai:ch    19ZZ,    pp.    8-9.    The
title   of  the   section   is  Wom-
en  Take  Photographs,   signed
b¥   Gunats   Janaitis.

>
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Galina   Kuljus.    Foto   pealkifja
ta   seeriast.   Reptodutseel:itud
naituse   „Naine   fotokaamej=a-
ga"   al:vustuses:    Skalbei:8s,   A.
„Foto8I:afe   sievietes   /   Nai-
sed   piJ.distavad".   -Wjkslc7  /
k'wnsf ,    nl   2,    19Z7,    1k   50.

Galina   Kuljus,   from   an   unti-
tJ.ed   series.   As   I:eproduced   in
a   I:eview   of  the   exhibition
Womcm   wffA   Cc}mG7'cr:    Skalbel8s,
A.   Fotoqraf5   sbev4etes   /   Women
Take  Photographs.   -MdksLa   /
FfwG   At'ts,    No.    2,    197Z,    P.    50.
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Fotograafidel,  kes soovisid  uurida foto  kui  loomingu-
lise enesevaljenduse v6imalusi, oli  ka teine tee.  Kuid  see
tahendas, et tuli valida amat66rluse madal i]hiskondlik ja
kultuuriline staatus ning selle peamiseks institutsionaal-
seks raamistuseks olev fotoklubi.t4 Toonases N6ukogude
Liidus klassifitseeriti fotograafe vaga lihtsakoeliselt: foto-
ajakirjanikud olid erialaprofessionaalid ning k6iki teisi loeti
amat66rideks.t5 Seega loeti amat66rideks k6i.A, kes prakti-
seerisid fotograafiat valjaspool  n6ukogude ajakirjanduse
ametlikku infrastruktuuri, hoolimata nende oskuste tase-
mest, teoste ol ul isusest ja k6ig ist muudest kriteeri u mitest.

See alternatiivne tee fotograafia juurde kujunes eda-
siste arengute valguses  tllioluliseks, sest fotoklubid  olid
ainukesed seadustatud kohad, kus fotot sai kunstivormi-
na harrastada, 6petada, analddsida, vahetada ja, mis eriti
oluline, eksponeerida. Siinkohal m6tlen rna ,,kunstivormi"
all fotograafilisi praktikaid, mis olid eemale liikunud amet-
likust propagandast ning lahenesid ,,kunst kunsti parast"
ideele. Kultuurilised ja sotsiaalsed  ruumid, kus fotograa-
fiat sai kunstina harrastada, meelitasid ,,amat66ride'' k6r-
val  ligi  ka mitmeid  professionaale.  Kuigi  neil  olid  ametli-
kus ajakirjanduses edukad  karjaarid, said  nad  iseendalt
tellitud ja iseenda valja valitud teoseid najdata peamiselt
ainult fotoklubide  naitustel.  Kui  n6ukogude  kultuuripo-
Iiitika  loojad  soovisid  eraldada  professionaalset  (propa-

gandistlikku)  ja  amat66rlikku   (kunstilist)  fotograafiat,
ei  tulnud  neil  sellest  midagi  valja.  M6nedest toonastest
k6ige  aktiivsematest fotoklubidest said  loomingulisuse
kasvulavad, kus tuntud pressifotograafid suhtlesid vahem
tuntud, kuid sama andekate ja oskuslike kolleegidega.

Uks  naide sedasorti  suhtlusest on  Lati  k6ige  m6ju-
kam,  Riia  Fotoklubi.  See asutati  1962.aastal  Riia  Foto-

amat66ride  Klubina, mis oli Trdkit66liste  Keskklubi
Avatud  Ulikooli ajakirjanduse osakonna alldksus. Mitte
ainult Janis Kreicbergs, kes paeval tegutses pressifoto-
graafi ja 66sel fotokunstnikuna, vaid  ka enamik teisi  Lati
1960. aastate tunnustatud fotokunstnikke t66tasid pro-
fessionaalselt erinevatel ametikohtadel ja osalesid sa-
mas ka klubit66s:  Leons Balodis (s 1940), Gunars Binde
(s 1933), Mara Bra§mane (s 1944), Zenta Dzividzinska
(1944-2011), Valters Janis  Ezerin§  (s 1938), Janis Gleizds
(1924-2010), Gunars Janaitis (1934-2022), SarmTte
Kviesite (s 1946), Egons Spuris (1931-1990) ja teised.

Fotoklubide kultuur ei  olnud  kohe kindlasti  pelgalt
kohalik v6i  regionaalne, vaid tegu  oli  dleilmse v6rgus-
tikuga. Selle juured  ulatuvad 19. sajandi  16pu esimeste
elitaristlike klubide ja dhinguteni  nagu  1892. aastal  lng-
lismaal asutatud  Linked  Ring  Brotherhood ja 1902. aas-
tal Ameerika Uhendriikides loodud  Photo-Secession.
Fotoklubid arenesid ja laiendasjd  peale Teist maailma-
s6da oma geograafilist haaret veelgi, osalt tiivustatuna
dekolonisatsioonist ja rahvuslikust vabadusliikumisest
ning osalt m6jutatuna kdlma s6ja kultuuripoliitikast.
Uhe peamise katse kaardistada ja dokumenteerida
Teise maailmas6ja jargset kasvavat fotoklubide kultuuri
tegi  Rahvusvaheline Fotokunsti  F6deratsioon  (F6d6ra-
tion  internationale de l'art photographique, FIAP).
1950.aastal  Sveitsis asutatud  FIAP proovis olla tlleilm-
se fotoklubide kultuuri eestk6nelejaks, tlhendades riik-
like fotoklubide liite ning  pakkudes fotograafidele val-

jaspool  professionaalset fotoajakirjandust ja kunstielu
institutsionaalset raamistikku.1965. aastaks oli  FIApi
liikmete  hulgas fotoklubisid  55  riigist  Euroopas,  Ladi-
na-Ameerikas, Aasias ja Aafrikas. Tol ajal oli  FIAP

Photographic Art which ls Not Art at All
Photography, although often discussed as "art," was not
considered an art medium in the post-war Soviet Union.
This attitude is among the reasons photographic art took
shape as an outsider to the professional art world during
the  Soviet era. The  role  of  photography  in  the  official
Soviet discourse was viewed  exclusively  in the context
of  propagandistic  ``photojournalism."   Photography's
status,  which  Susan  Emily  Reid  calls  '`marginal  (...)  in
relation to `high culture" meant that, for example, pho-
tographers were  not  represented  in the Artists'  Union
of the  USSR,  no  photographic works were  included  jn
the exhibitions organised  by the  local Artists' Unions of
the Soviet republics, and photography was not taught in
art schools and academies. Instead, the main institution
in  charge of the advancement of photography was the
Photography Department of the Journalists' Union of the
USSR.  CoBeTCKoe ¢oTo / Sovetskoe Foto, the only spe-
cialised  and  centralised  photo  magazine  in the  USSR,
was  published  by the Journalists'  Union.13

There  was  an  alternative  route for  photographers
who wished to explore the  medium  as a tool  of crea-
tive self-expression. That route, however, had the lowly
social  and  cultural  status of amateurism, and  its  main
institutional framework was the photo club.14 The classi-
fication of photographers in the Soviet Union at the time
was straightforward: photojournalists were the profes-
sionals of the trade, while all the  rest were considered
amateurs.t5 Amateurs were a//those who practised pho-
tography outside the official infrastructure of the Soviet
press,  regardless  of their  skill  level, the  importance  of
their work, or any other criteria.
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This alternative route for photography became
crucially important for later developments because
photo clubs provided the only legitimate spaces to
practice, teach, discuss, exchange and, most impor-
tantly, exhibit photography as an art form. By "art
form" here I  mean photographic practices that moved
away from official  propaganda and closer to the
concept of art pour /'arf. Cultural and social spaces
where photography could be practised as an art form
attracted not only ``amateurs" but also numerous
professionals. Although they had successful careers
in the official  press, they could exhibit self-commis-
sioned and self-selected creative work primarily in
photo-club exhibitions.  If the Soviet cultural  policy-
makers were aiming at a segregation of professional
(propaganda) and amateur (artistic)  photography,
they had failed. Some of the most active photo clubs
of the time became greenhouses of creativity where
well-known  press photographers mingled with their
lesser known but no less talented and skilful  peers.

An example of such  mingling  is the most influ-
ential club in  Latvia, the Riga  Photo Club.  It was
established  in 1962 as the Riga Club of Amateur
Photographers, a subdivision of the Journalism De-
partment of the Open University at the Central Club
of Print Workers.  Not only Janis Kreicbergs, an official
press photographer by day and  photographic artist by
night, but most other well-known  Latvian photogra-
phers of the 1960s worked  professionally in one ca-
pacity or another while also participating  in the club:
Leons  Balodis (b 1940), Gunars  Binde (b 1933), Mara
Bra§mane (b 1944), Zenta Dzividzinska (1944-2011),
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Journa/ 53  (2), June 1994,
p. 38. Available at https://
doi.org/10.2307/777481.

13  For  insight into the
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see Tifentale, A. "Seeing a
Century Through the Lens
Of Sovetskoe Foto," -Cul-
tural Analytics Lab, 31  July
2018. Available at: http://
lab.culturalanalytics.
Info/2018/07/exploring-
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ainus organisatsioon,  mis aktsepteeris v6rdsetel  alustel
fotograafe  nii  kapitalistlikest,  kommunistlikest  kui  era-
pooletutest riikidest.  Sellist rahvusvahelist fotograafide
i)hendust, kus olnuks liikmeid  ka valjastpoolt Laane-Eu-
rcopatja USAd, polnud varem eksisteerinud.

Kuigi  N6ukogude  Liit astus  FIApi  liikmeks  ametli-
kult alles 1972. aastal, loeti  Lati ja teiste n6ukogude fo-
tngraafide  poolt  FIApi  logo  kandvatel  rahvusvahelistel
naitustel osalemist tlheks suuremaks saavutuseks juba
1960ndatel.  Need  neli  maagilist tahte  olid  vaga oluli-
sed mitte ainult poliitiliselt isoleeritud N6ukogude Liidus
vaid ka paljudes teistes maailma paikades, kus fotograa-
fial  polnud  piisavalt  institutsionaalset toetuspinda v6i
raamistikku,  milles tunnustatud  kunstiliigiks  areneda.
Paari  olulise  erandiga  nagu  USA,  Saksa  Liitvabariik ja
Prantsusmaa  (kus oli  olemas  infrastruktuur,  mille  kau-
du  fotograafid  said  oma  loomingut kunstina esitleda)
suunati  uha  kasvav  rahvalik fotoentusiasm  erinevates
maailma  regioonides fotoklubide veidi  iganenud  insti-
tutsionaalsesse formaati.

Mida tegid fotoklubid kunstilise fotoga
1960ndate keskpaigas olid Riia Fotoklubisse kuulunud Lati
fotograafid Leons Balodis, Gunars Binde, Janis Kreicbergs

ja  m6ned  teised  esimesed  N6ukogude  Liidu  esindajad,
kelle t66d  paasesid  valismaistele fotoklubide  naitustele
ning  v6itsid  seal  auhindu.  Lati  NSV fotograafide osale-
mine  nendel  naitustel  mangis  olulist  rolli  kunstilise foto
staatuse parandamisel  n5ukogude kultuuris. See, et Lati
fotograafid  said  osaleda valismaa  naitustel,  Iisas  nende
hobile ktltkestava eksklusiivsuseaura, sest kunstilisest fo-
tograafiast sai (virtuaalne) pilet N6ukogude Liidust valja.'6

See sild  N6ukogude Liidu suletud  piiride taha te-
kitas vahemalt kolm olulist nahtust, mis aitasid kaasa
fotograafia loomingulise potentsiaali  laiemale tutvusta-
misele. Esiteks pani see aluse fotograafide individuaal-
sele reputatsioonile, mis eksisteeris kunstimaailma
ametlikust hierarhia k6rval.1960ndatel teadsid  kaas-
aegsest kujutavast kunstist vaheselgi maaral huvitatud
inimesed Gunars Bindet, kes oli  tlks silmapaistvamaid

ja aktiivsemaid  Riia Fotoklubi  liikmeid. Tema kuulsuse
kasvu  peamisi  p5hjuseid oli  laialdaselt kajastatud t6si-
asi, et ta oli esimene latlasest fotograaf, kes sai kuld-
medali valismaisel  rahvusvahelisel  Ztlriiga fotokliibide
naitusel, 29. rahvusvahelisel fotograafianaitusel  Buenos
Aireses.t7 Isegi ajakiri  Sovetskoje Foto kajastas seda.18

Teisalt legitimeerisid fotoklubide liikmete suhted
N6ukogude Liidu valise  maailmaga avalikkuse silmis
mingil  maaral fotograafiat kui  kunsti  ning tegid seda
ehk isegi  ,,t6eliste" kunstnike ehk professionaalse
kunstielu silmis. Auhinnad, eriti valismaised, suuren-
dasid fotograafide enesevaarikust ning tagasid  nende
tuntuse. Ajakirjandus r6hutas diplomite ja medalite
arvu, justkui olnuks see kummaline statistika mingilgi
moel objektiivne naitaja „kunstis``, mida kunstiks ei

peetud. Riia Fotoklubi oli  kunstilise fotograafia kailaku-
ju, sest selle liikmete ,,t6id on naidatud  kunstilise foto-
graafia naitustel ja salongides enam  kui  neljakdmnes
riigis ning  nad on selle eest saanud  medaleid ja diplo-
meid. Gunars Binde, Leons Balodis, Janis Kreicbergs,
Egons Spuris ja paljud teised  klubi  liikmed  on saanud
suurel  hulgal  kuld-,  h6be-ja pronksmedaleid.''19

Kolmandaks toimis fotoklubide suhe valismaail-
maga kui  infovahetuskanal, mis laiendas liikmete

Valters  Janis  Ezerin§  (b  1938),  Janis  Gleizds  (1924-
2010),  Gunars Janaitis  (1934-2022), Sarmite  KviesTte
(b 1946), Egons Spuris (1931-1990) and others.

The photo-club culture was by no means merely local
or regional. In fact, it was a global network. Its origins can
be traced back to the late 19th century and the early elit-
ist clubs and societies, such as the Linked Ring Brother-
hood (founded in 1892) and Photo-Secession (founded in
1902). Photo clubs evolved and subsequently expanded
their geographical  reach  after World  War  11,  partly  en-
couraged  by decolonisation and  national  liberation, and
partly influenced by the cultural policies of the Cold War.
One of the most notable attempts to map and document
the growing photo-club culture of the postwar world was
initiated by the International Federation of Photographic
Art  (F6d6ration  internationale  de  l'art  photographique,
FIAP).  Founded  in  Switzerland  in  1950,  FIAP  aimed  to
represent the global  photo-club culture  by  uniting  na-
tional federations of photo clubs across the world, thus
providing photographers with an institutional framework
that existed  outside  professional  photojournalism  and
art. By 1965, FIAP included photo clubs in 55 countries in
Europe, Latin America, Asia and Africa. At the time, FIAP
was the only organisation that equally welcomed  pho-
tographers from capitalist, communist and non-aligned
countries.  Such  a  multiethnic group of  photographers
with significant participation from outside Western  Eu-
rope and the US had  not existed before.

Although the Soviet Union officially joined  FIAP only
in  1972,  participation  in  international  exhibitions  that
carried  the  logo  of  FIAP  was  perceived  as  one  of the
highest achievements by Latvian and other Soviet photo-
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graphers as early as the 1960s. These four magical
letters meant a lot not only in the politically isolated
Soviet Union but also in  numerous other parts of the
world where photography at the time did not have
suitable institutional support or a framework to de-
velop into a legitimate art form. With a few notable
exceptions, such as the USA, West Germany, and
France (where infrastructure existed for photogra-
phers to present their work as art), the growing  pop-
ular enthusiasm for photography in countries across
different regions was channelled  into the somewhat
outdated  institutional format of the photo club.

What Photo clubs Did for Photographic Art
ln the mid-1960s Latvian  photographers from the
Riga Photo Club, Leons  Balodis, Gunars Binde, Janis
Kreicbergs and a few others, were among the first rep-
resentatives of the USSR whose works were accepted
and received awards at photo-club exhibitions abroad.
The participation of Soviet Latvian  photographers in
these exhibitions played a significant role in  building
the status of photographic art in Soviet culture: the
opportunity for Latvian photographers to take part in
exhibitions overseas endowed their `'hobby" with a fas-
cinating atmosphere of exclusivity as photographic art
became a (virtual)  pass to the outside world.16

This connection with the world outside the closed
borders of the USSR created at least three major im-
pulses that worked in favour of broader awareness
of photography's creative potential.  Firstly, it built in-
dividual reputations that somewhat transcended the
official  hierarchy of the art world.  In the 1960s,
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teadmisi, kuigi vahetatav info oli  piiratud fotoklubikultuuri
endasse  puutuvaga.  Naitusekataloogid  olid vaga n6utud
inspiratsioonimaterjal   ning   pakkusid  v6imalust  uurida
trende ja  kolleegide esteetilisi  eelistusi.  Rahvusvaheliste
salongide kataloogides oli esindatud lai zanrite ja tehnika-
te spektrum ning erinevad teemad ja stiilid radikaalsetest
abstraktsetest eksperimentidest k6ige sentimentaalsema-
te kassi-ja beebjpiltideni. M5ned neist trdkistest pakkusid
lisaks  uusimaid  graafilise  disaini  trende  ning  seda  k6ike
k6rge kvaliteediga trtlkitehnikas. Infovahetuse seisukohalt
olid  rahvusvahelised  naitused  nagu ,,Naine fotokaamera-

ga''  olulised  sundmused,  mille tulemusena j6udsid  Latti
teosed valjastpoolt N6ukogude Liitu.  Need valjapanekud
pakkusid  Lati fotograafidele  haruldast v6imalust  uurida
oma  rajataguste  kolleegide originaal  suurendusi.  Seda-
sorti  kohtumised  olid   tlliolulised,  sest  enamasti   nagid
fotograafid vaid varieeruva kvaliteediga reproduktsioone.

„Head 8. martsi! V6ta ndi]d seksikas poos`'
L6petuseks sooviksin naasta hetkeks naituse „Naine fo-
tokaameraga" avamise juurde. Naitus toimus 1977. aas-
ta 5.  martsist 24. aprillini  Lati  NSV Ajaloomuuseumis.
Naituse kuupaevad valiti meelega sellised, et nende va-
hele mahuks ka 8. marts ehk rahvusvaheline naistepaev,
mida  N6ukogude  Liidus  laialdaselt tahistati.  Ka Tartu
Fotoklubi organiseeritud naitus ,,Naine fotokunstis`` ava-
nes sel v6i lahedasel kuupaeval. On hammastav, kuiv6rd
edukalt suutis fotoklubikultuur siduda oma alandava,
objektistava, seksualiseeriva, stereottlupse ja eksplua-
teeriva suhtumise naistesse tahtpaevaga, mis tahistas
naiste solidaarsust nende v6itlusrikkal teel emantsipat-
siooni ja 6iguste nimel.

Naib, et pea taielikult meestest koosnenud  liik-
meskonna jaoks oli fotoklubide tegevusest osav6tmine
sageli vabanduseks erootiliste kujutiste tootmisel ja
tarbimisel. Valised v6imuorganid  ei esitanud  klubide
loodud  kaheldava vaartusega fotokunsti kohta t6siseid
ktlsimusi, sest klubidel oli 6nnestunud  manipulatsiooni
teel  muuta see millekski sotsiaalselt aktsepteeritavaks.
Uheks sedasorti mooduseks oli seostada loodud ku-
jutised  laane kunsti vaarika naisaktide traditsiooniga
ning, veelgi  iroonilisema keerdkaiguna, pdhendada
kogu oma tegevus rahvusvahelisele naistepaevale,
vaites lausa, et tegu on  naisfotograafide tllendamisega.
Mitte keegi aga ei  marganud, et sedasorti ,,dlendami-
ne" tahendas ainult seda, et naised said 6iguse toota
kujutisi, mis jatkasid  nende endi  nagude ja kehade ob-
jektistamist ja seksualiseerimist, pakkumaks meesoost
kolleegidele naudingut ja erootilist meelelahutust,

Nai§te objektistamise narratiiv on  loomulikult vaid
osa palju keerulisemast loost. Selles essees visanda-
sin  li]hidalt fotoklubikultuuri  m6ningad saavutused
Teise maailmas6ja jargse N6ukogude Liidu  laiemal
kultuurimaastikul.  N6ukogude fotoklubide kultuur on
rikkalik uurimisvaldkond, mida pole  praeguseni eriti
vaadeldud ega taielikult m6istetud. Pakun oma juhtu-
mianaltltlsi  naitusest „Naine fotokaameraga'` esimese
verstapostina edasiseks uurimist66ks sdgavalt silma-
kirjaliku  n6ukogude  kultuuri  kohta, mis aitas hetero-

patriarhaalsel  maailmavaatel 6itseda sugudevahelisest
v6rd6iguslikkusest, solidaarsusest ja emantsipatsioo-
nist k6nelevate  htlddlausete saatel.11

everyone even slightly interested in contemporary visual
art would  have  known the  name Gunars  Binde, one of
the most visible and active members of the  Riga Photo
Club. Among the main  reasons for his rise to fame was
the widely publicised fact that he was the first Latvian
photographer to  receive a gold  medal at a juried  inter-
national  photo-club exhibition overseas, the 29th  Inter-
national Photography Exhibition in Buenos Aires.t7 Even
Sovetshoe Fofo wrote about it.18

Secondly, photo-club members' connections with the
world outside the Soviet Union brought some legitima-
cy to photographic '`art" in the public eye, if not among
''real"  artists,  i.e.,  the  professional  art  world.  Awards,

and  especially foreign  ones,  promoted  photographers'
self-esteem and guaranteed recognition. The press used
to stress the number of diplomas and medals received as
if this curious statistic was in any way an objective indica-
tor of quality in an "art" which was not considered an art.
The Riga Photo Club was a poster child for photographic
art  because  its  members' '`works  have  been  displayed
at  photographic art exhibitions  and  salons  in  over forty
countries and have been awarded medals and diplomas.
Gunars  Binde,  Leons  Balodis,  Janis  Kreicbergs,  Egons
Spuris and  many other club  members  have  received  a
considerable number of gold, silver and bronze medals."

Thirdly, the  photo-club culture's  connection to the
outside world served as an information exchange chan-
nel, broadening the perspective of its members, although
this opportunity was  limited  to  photo-club culture.  Ex-
hibition catalogues were highly valued sources of inspi-
ration  and  opportunities to  learn  about the trends and
aesthetic preferences of peers. A broad range of genres
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and techniques was represented  in the international
salon catalogues, as were diverse subjects and styles,
from radical experiments in abstraction to the most
sentimental  images of cats and  babies. Likewise, some
of these publications provided samples of the current
trends  in  graphic design, all  in  high-quality  print.  From
the perspective of information exchange, international
exhibitions such as Woman w/.th Camera were notable
events that brought to Latvia works from outside the
USSR. These exhibitions offered  rare opportunities for
Latvian  photographers to view actual  prints made by
their peers elsewhere. Such encounters were of crucial
importance because most of the time photographers
saw only reproductions of various quality.

Happy 8 March! Now Pose Sexy for Me
To conclude,I would  like to return  briefly to the ope-
ning of Woman w/.th Camera. The exhibition took
place at the History Museum of the Latvian SSR from
5  March to 24 April  1977. The dates of the exhibition
were chosen  purposely to include 8  March, Interna-
tional Women's Day, a widely celebrated  public holi-
day in the USSR. Similarly, the exhibition  Woman t.n
Photograph/.c Art, organised  by the Tartu  Photo Club,
also opened on or around the same date. It is astonish-
ing  how the photo-club culture so successfully man-
aged to link its condescending objectification, sexual-
isation, stereotyping and exploitation of women with a
holiday celebrating women's solidarity in their fight for
emancipation and  recognition of their rights.

It seems that, for the virtually all-male member-
ship, their participation  in the activities of photo clubs
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often served just as an excuse for the production and con-
sumption of erotic images. The dubious nature of much of
tlie photographic art produced in the clubs was not seri-
ously questioned by outside authorities because the clubs
succeeded in manipulating it into something socially ac-
ceptable. One way of doing so was to link their images to
the noble tradition of the female nude in Western art and,
in an even  more ironic twist, dedicate these activities to
International Women's Day, even claiming that they were
empowering women photographers. Nobody noticed that
such ``empowerment" meant only permission for women
to produce images that continued objectifying  and sex-
ualising their own faces and  bodies for the sake of their
male peers' pleasure and erotic entertainment.

Of course, the narrative of objectifying women is only
one part of a much  more complex story.  In this essay  I
have only briefly outlined  some of the achievements of
the photo-club culture in the broader cultural landscape
of post-war Soviet Union. The photo-club culture of the
Soviet era is a rich f ield of study that still remains largely
unexamined and not yet fully understood. I offer my case
study of Woman wi.th Camera as a gateway for further
research  into the  Soviet culture's  profound  hypocrisy,
which  facilitated  the  thriving  of  a  heteropatriarchal
world-view  hidden  under  slogans  of  gender  equality,
solidarity, and emancipation.11
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