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The photographs published in Soviet era magazines and newspa-
pers eloquently describe for the next generation the grain and
sugar-beet harvests in collective farms; the increase in production
in significant manufacturing facilities; the huge volume of milk
gained from cows and the accomplishment of the five-year plan
over a period of three or four years in factories; the triumph of the
will of the people over the elements of nature and the continually
increasing prosperity of the proletariat. Examining the visual
material in chronological order, a gradual change in emphasis,
both in the choice of scene and in the formal structures of photo-
graphs can be discerned - from the depiction of growth, which was
ideologised and idealised in the Stalin era, to the final tiredness of
the period of stagnation (which is illustrated by the inexpressive
portraits of members of the politbureau and other officials fre-
quently publicised in the press) and the unrest of perestroika.

A “golden age” existed between both of these extremes — in the
1970s, when a certain level of well-being was attained. When
examining these one is struck by the temptation to look for simi-
larities (and differences) with Latvia's current version of capital-
ism. Back then, all of the products of “Radiotehnika” and VEF that
were in demand were manufactured in the Latvian SSR, as were
“Straume” coffee grinders, “Sarkana zvaigzne” mopeds, “Dzintars”
perfumes ete; “Rigas Modelu nams”, “Rigas audums” and “Rigas
apgérbs” determined the direction of fashion, alongside stylish
fashion photographs from the magazine “Rigas Modes” by the pho-
tographers Janis Kreicbergs and Ilga Stuna. Many who experienced
this time have forgotten that the scarce coffee grinders and other
goods once held the same difficult-to-obtain and status symbol-
related charm that is currently held by all of those Italian and
Danish knick knacks, the “originality” and “quality” of which we
enthusiastically discuss today. The type of offering, design, fash-
ion and general ideological context has changed, but what has
remained unchanged is the need of the consumer (whether this
was the Soviet-era proletariat and collective farm worker or a con-
temporary capitalist employee) to translate their own prosperity
and social status into the language of objects, the nuances of
which (dialects/dialectics) are influenced in turn by the ruling ide-
ology of the relevant era. This essay gives a brief insight into how

Soviet brands were represented in the photographs of the 1970s,
or from our contemporary view, what this language of things was,
and how various goods addressed the Soviet consumer.

Photographs for the education of the workers

Bertolt Brecht, a Marxist, asserted that “photography in the hands
of the bourgeoise has become a terrible weapon which is aimed at
the truth™, but history indicates that this assertion would be just
as true if the word “bourgeoise” was replaced by the words “com-
munism”, “facsism” or “capitalism” etc. Any ideology uses a high
level of credibility to achieve its aims, which is still possessed by
the photograph after suppression of the ideology itself. It is accept-
ed practice to regard photographs as authentic “evidence of the
times”, which they are, only we often tend to misunderstand
authenticity - taking that which is portrayed in the photograph to
be that which truly happened, not that which was desired. All of
the totalitarian regimes of the 20th century used this phenomenon
of perception to further their aims (parallel to another equally
impressive tool — cinema) and are continuing to use it successfully
to influence the holders of wealth. A radical example from the
Soviet Union is the brutal use of photography during the Stalin
era, whereby photographs were dramatically retouched and assem-
bled, to literally rub out undesirable people, or to add the neces-
sary slogans on posters held by people participating in protests,
etc.” This type of manipulation of photographic materials corre-
sponds with a general move towards transforming the world and
improving it by any means. In the second half of the century the
popularisation of Soviet ideology and its strengthening was a justi-
fication for the publication of any photograph — in 1984 a wide-
ranging theoretical article was published in the Soviet photography
magazine “Sovetsioje foto”, which asserted amongst many other
things: “Hopes for the triumph of civilization, for a new and truly
humane life style are only associated with the avantgarde of the
most progressive — international communist - movement... The
most useful tool in relation to this remains the positive hero, in
whose image everything valuable is concentrated, everything which
has been overcome and achieved on the hard road to the new world
and the creation of the new person. Thanks to its particular char-
acteristics, it is possible that photography is the most functional
art form.™ Taking into account that the “political ambitions of the
Soviet state encroached into absolutely all spheres™, the same
Socialist Realist guidelines that defined creative activity in litera-
ture, fine art and other fields were applied to photography; in short:
“Socialist Realism provides for a truthful and historically concrete
depiction of reality in accordance with the ideological task of the
education of the workers in the spirit of socialism™.

The photographs that I examine in this essay are in a way able
to be viewed as a part of this task of educating the workers — the
LATINFORM photo chronicle “The Republic in Photographs” was
prepared centrally by the TASS/Latvian SSR Council of Ministers
Information agency LATINFORM and was sent out to newspaper
editorial boards. Each dated “publication” of photo chronicles (the-
matic collections of photographs) was accompanied by a small
introductory text and captions.



Individual photographers were not mentioned, instead the author
of the images was listed as the TASS/Latvian SSR Council of
Ministers Information agency LATINFORM. (Some of these photo-
graphs are now held by the Image Publications Reading Room of
the Latvian National Library.) Similarly to other achievements of
the national economy, this new photographic chronicle reflected
new goods, residential suburbs with facilities and sample interiors
of apartments — just like in our newspapers today.

The value of things in capitalism
and communism

On one hand, these photographs do not differ from advertising
images created under a contemporary capitalist ideology in terms
of content — the main role is played by interiors of private homes
and objects with which to fill these homes. On the other hand, the
ideological context differs, and the photographs taken during the
Soviet era also display formal differences from the contemporary
advertising aesthetic. The tentative version of capitalism in today’s
Latvia aggressively appeals to the most basic human drives, offer-
ing an egocentric world view and continually inviting one to trans-
gress the tenth commandment (“Thou shalt not covet”) in the name
of personal well-being and happiness. Home interiors, cars and
brand names are portrayed by commercial photography as being
the shortest and only road to happiness or at least to comfort. The
items which are advertised are self-sufficient values: their acquisi-
tion and use both confirms the status and good taste of a particu-
lar individual in the circle of those in-the-know, and indubitably
also makes them happy. Nothing else must be done or known -
one must be able to choose the correct suite of items and be able
to pay for it. The concept of purchasing happiness or the ideology
of individualism and egoism have been inspired by the market
economy — businesses and industries have to be profitable, con-
sumption must increase, dand what better to motivate the con-
sumer with than their own personal happiness.

The outline of the Soviet planned economy was different from
its very inception — it did not need marketing. New products did not
have to attract the attention of the consumer at any cost, and win a
place in their consciousness, because the very existence of the prod-
uct was enough to make people queue up for it. The main motiva-
tion for the acquisition of things was not to demonstrate proper,
tasteful choices and purchasing capacity, but rather the most
important was the opportunity to access the particular item (sociol-
ogists identify informal elements of communication such as blats
(the gaining of something by way of influence) and “under the count-
er” trading, etc, to be characteristic of Soviet citizens). People today
are used to experiencing holy terror (feelings that the anthropolo-
gist Michael Taussig * compares to the feeling of physical insecurity
when hanging off a cliff or above a long drop, called “cliff-hanging
insecurity”) having to make a choice when confronted by display
cases in shopping centres which offer thousands of shoe designs or
hundreds of food processors and stereosystems. Possibly one of the
criteria of choice is the brand with the “best looking advertisement”,
which was seen in a glossy magazine or news portal.
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In Soviet photography the new goods were represented as another
achievement on the road to the triumph of communism, their
existence was redolent of pride and pathos. How this was
expressed in the design of the photographs themselves can be
seen in the accompanying examples: unlike capitalistic commer-
cial photography, in which it is necessary to conduct various com-
plicated manipulations with the item being sold in order to get the
attention of the target audience, which had been established
through costly research (for example, the object has to be placed
in an aesthetic or exotic environment, and one has to invent an
original - dramatic or entertaining or otherwise emotional - scene
with the participation of models or animals; the appropriate
accessories must be found; the image must be post-produced:
and the guidelines of the colour choices for the corporate id must
be maintained), Soviet photographs of goods portray the objects
the way they are. For reasons of aesthetics the composition usu-
ally also includes a smiling woman who demonstrates the goods.
Furthermore, to the delight of feminist theoreticians, she is not
an anonymous model who has been chosen from a catalogue, as
is the case in contemporary advertisements, but is some worker
of merit instead - a highly qualified professional, a specialist in
her field, who has devoted herself to the invention or production
of a particular item, and her name is sure to be mentioned in the
caption of the photograph. The education of the workers is taking
place here - only an exemplary worker can get this kind of “posi-
tive publicity”, as it is called these days.

I was a farmer, I will be a farmer

Turning to photographic representations of private interiors, fami-
ly homes and apartment blocks, it should be noted that artificial
scenes of a “happy life” from the 1970s do not differ much from
today - the photographs provide an example to strive for. There
are differences in terms of content — currently most advertising
photographs in architecture, design, interior and lifestyle maga-
zines promote the sin of pride, inviting one to choose “quality”,
“style”, an “individual style”, and advertise the use of the branded
product as the easiest road to paradise. In real estate catalogues,
widely promoted computer aided drawings promise to create inte-
riors according to the wishes of the client or the directions of an
interior designer. By contrast, the new buildings documented in
Soviet era photographs represent the building of communism
itself; the result of collective efforts which result in mass-produced,
prefabricated manufacturing and promote the advantages of stan-
dardisation (designs for the so-called Livani houses and prefabri-
cated apartment blocks and sample interiors which are dominated
by heavy, modular side-boards, etc). Bourgeois formalism has no
place in proletarian homes — they must be filled with modular
items. Although when examining one or two images (for example,
the newly-constructed collective farming village with a well-
equipped environment and a new two-storey house and its owners
with their new Ziguli) and comparing these theoretically with those
seen in the contemporary press, it seems that political ideology is
not all-pervasive: the set of symbols which signifies the prosperity
of a respected citizen (the aforementioned “positive hero”) has not
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changed, whether this is a collective farm director under Soviet
conditions or a mid-level manager in a contemporary democracy.

“The ideological task of educating the workers in the spirit of
socialism” was achieved through the use of photographs which
documented the opportunities for, cultural recreation and conven-
iences for the working class — that which they could expect in their
free time: well-facilitated parks, camping grounds for collective,
well-organised recreation, aesthetically designed public catering
venues and large shopping centres — the same things that are
found in the currently popularised consumerist lifestyle. Only the
message today is different — in the Soviet press a new supermarket
or café was interpreted as another form of demonstrating the tri-
umph of communism, while today they are seen as new opporturni-
ties to “find” or “improve” oneself and to gain various other esoteric
qualities which are usually promised in the slogans of shopping
centres and advertisements for the recreation industry.

A similar depiction of prosperity with differing ideological sub-
text in Soviet and contemporary visual culture expressively reminds
one of the fact that it is not the inscription, “Ligne Roset” or
“Sarkanais kvadrats”, and not the presence of flower beds by a
house that signify a clear conscience and a happy life. Commenting
on the unrest and agitation which have been instilled in today’s
consumers by the constant necessity to make a choice, and the
chronic insecurity about the ramifications of their choices in the
future, the philosopher and sociologist Renata Salecl emphasises
that “capitalism has transformed the proletariat-slave into a free
consumer”’, demonstrating the illusory nature of the “freedom” of
the consumer. We can conclude that individual episodes in history
have the tendency to repeat cyclically.® For example, the elements
of civic wealth mentioned in this essay are equally pertinent in both
communist and capitalist societies, only the nuances of interpreta-
tion have changed: the possession of a private house (back then a
Livéni house in a collective farm village, today - a townhouse in a
gated community), a private car (back then a Ziguli, now — any com-
pact car), a garden or summer cottage (back then a dacha, now - a
holiday house). Under capitalism this set has also been joined by
something that was unimaginable in the Soviet era - the ability to
travel around world, using cheap airline tickets which have been
purchased six months beforehand. But this is just an illusory free-
dom described by Renata Salecl - an instantaneous appeasement
for existential stress, because the “free” consumer of today does not
really differ in many aspects from the 19th century peasant - a serf -
in the same way as the relative value of things does not change. For
example, the appeal of so-called studio apartments: gaining one
room with a sink and a stovetop in the corner for approximately
100 000 lats typically means a bank loan for a term of 40 years,
and the conditions of this contract paradoxically seem practically
the same as the conditions by which my great-great-great-grandfa-
ther could buy his house and land from the local country nobleman
in the mid-19th century, for this purpose borrowing a fantastical
sum of money from the same nobleman for a period of 61 years
(around 4000 roubles: the wage for a day's work at the manor was
25 kopeks)®. By putting aside Soviet newspapers and noblemen’s
contracts, it gets easier to handle, however: although history
repeats itself, a certain progress can also be observed, because cur-
rently our conditions are better than ever before.
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Padomiju laika zurnalos un laikrakstos publicétas fotoérﬁfijas
nakamajam paaudzém dailrunigi vésta par labibas am cu-
kurbie§u razam kolhozos, par trieciendarbu republike;i:s nozi-
mes objektos, par gigantisku izslaukumu no govs un iaiecga-
des plana izpildi$anu trijos vai ¢etros gados n‘:pnicés, par
cilvéka gribas uzvaru par dabas stihijam un proletarrféta ar-
vien pieaugoso labklajibu. Pétot vizualo materialu hron}ologis-
k& secibd, vérojama pakapeniska akcentu maina gan sizetu iz-
véle, gan fotografiju formalaja struktura — no Staliné';t laika
ideologizétajam un idealizétajam attistibas un izaugsmes at-
télojumam lidz stagnacijas perioda beigu pagurumélm (ko
ilustre talaika presé biezi publicétie neizteiksmigie politbiroja
locek]u u. c. funkcionaru portreti) un perestroikas Juku lai-
kiem. Starp abiem galapunktiem rodams “zelta laiklﬁlets“ -
20. gs. 70. gadi, kad sasniegta zinama vispareja labklajiba.,
un parnem kardinajums meklét analogijas (un atékiriibas] ar
sodienas Latvijas kaktu kapitalisma situaciju. Tobrid LPSR
tiek razota visa PSRS teritorija pieprasita “Radiotehnilﬁas" un
VEF produkcija, “Straumes” kafijas dzirnavinas, “Sarkanas
zvaigznes” mopédi, “Dzintara” smarzas utt., Rigas I':«‘/Iodelu
nams, “Rigas audums” un “Rigas apgérbs” nosaka Z:mocles
tendences, un Zurnala “Rigas Modes” stiligajas modés foto-

it

kot lietu valoda, kuras nianses (dialektu/dialektiku) savu-
kart ietekmé attiecigaja laikposma valdosa ideologija. Saja
eseja - neliels ieskats, ka 20. gs. 70. gadu fotografijas tika re-
prezentéti padomju laika zimoli jeb — kada no musdienu skat-
punkta ir bijusi & lietu valoda, kura daZadas preces “uzru-
naja” padomju patérétaju.

Bertolts Brehts, badams marksists, ir apgalvojis, ka “bur-
zuazijas rokas fotografija kluvusi par briesmigu ieroci, kas
paveérsts pret patiesibu™', bet vésture liecina, ka Sads apgal-
vojums ir tikpat patiess, ja “burzuazijas” vieta lasam "komu-

nisms”, “faéisi}ﬁg‘?;wf‘ﬁéﬁi"féﬁéfﬁé’rﬂ. c., — jebkura ideoiogija
savu merku sz:;alsniegéanai izmanto augsto ticamibas pakapi,
kas péc IlOkiiElSéle’l’la piemit fotografijai. Fotografiju pie-
nemts uzskatit par autentisku “laikmeta liecibu”, kas ta ari
ir, tikai autentiskumu nereti médzam parprast - fotografija
attéloto pienex%not par patiesi bijuso, nevis vélamo. So uztve-
res fenomenu savu mérku sasniegdanai bagatigi izmantojusi
visi 20. gs. totfalitarie rezimi (paraléli otram tikpat iespaidi-
gam lidze}dimé— kinematografam) un sobrid tikpat veiksmigi
turpina izmaritot kapitala turétaji. Padomju Savieniba radi-
kalakais ngm}“:rs ir brutala fotografijas izmantoSana Stalina

grafijas tas iedzivina fotografi Janis Kreicbergs un Ilga Stna.
Daudzi no tiem, kas Sos laikus piedzivojusi, ir neatgriezeniski
aizmirsusi, ka deficitajam kafijas dzirnavinam un citam
precém savulaik piemita tiesi tas pats gruti iegustama un
statusu simbolizéjosa zimola Sarms, kads Sobrid piemit
visiem tiem itaJu un danu Struntiem, par kuru “originalitati”
un “kvalitati” ar sajusmu diskutéjam. Mainas piedavajums,
dizains, mode, visparéjais ideologiskais konteksts, bet ne-
mainiga paliek patérétaja (vai tas batu padomju laika prole-
tarietis un kolhoznieks vai muasdienu kapitalisma darba né-
méjs) nepieciesamiba savu labklajibu un socidlo statusu tul-

laika, fotoattélus dramatiski retuséjot un monte€jot, pieme-
ram, lai burtiska nozime izdzéstu nevélamas personas, pie-
vienotu vajadzigo saukli mitina dalibnieku turétajiem pla-
katiem u. tml.* Sads darbs ar fotomaterialu saskan ar vispa-
réjo virzibu uz pasaules parveidoSanu un uzlaboSanu jebku-
riem lidzekliem. Gadsimta otraja pusé padomju ideologijas
popularizésana un stiprinasana ir pamatojums un motivs jeb-
kura fotoattéla publicésanai — vel 1984. gada vado3aja pa-
domju fotozurnala Sovetskoje foto publicéts plass teorétisks
raksts, kura starp daudz ko citu apgalvots: “Vienigi ar vispro-
gresivikas — starptautiskas komunistu - kustibas avangardu




1974. gads. Rigas razo$anas
tehniskas apvienibas
“Radiotehnika” stradnieces
demonstré pirmas klases
parnésajamo tranzistoru
radiouztvereju “Riga-104".

Daudzi no tie

aizmirsusi, ka d



1874. gads. Rigas razo3anas
tehniskas apvienibas
“Radiotehnika” stradnieces
demonstré pirmas klases
parnesajamo tranzistoru
radiouztvérgju ‘Riga-104".

Daudzi no tie

aizmirsusi, ka d
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saistas ceribas par civilizacijas, jauna un patiesi cilveciga dzi-
vesveida uzvaru. (..) Vislietderigakais lidzeklis Saja zina bija
un paliek pozitivais varonis, kura téla koncentréts viss verti-
gais, viss, kas parvaréts un sasniegts grutaja cela uz jaunas
pasaules un jauna cilvéka veidosanu. (..) Pateicoties savai spe-
cifikai, fotografija, iespéjams, ir visfunkcionalakais makslas
veids.™ Nemot véra, ka "Padomju valsts politiskas ambicijas
ietiecas pilnigi visas sféras™, uz fotografiju attiecinamas tas
pasas socialistiska realisma vadlinijas, kas noteica radoso
darbibu literatiira, télotdja maksla u. c. jomas. Visisakaja for-
muléjuma - “socialistiskais redlisms paredz patiesu un véstu-
riski konkrétu realitates attélojumu 'saskana ar darbalauzu

audzinasanas idejisko uzdevumu socialisma gara™.

Fotografijas, ko Saja eseja aplakoju, sava zina uzskata-
mas par dalu no i darbalauzu audzinasanas uzdevuma —
LATINFORM fotohronika “Republika fotoattélos” centralizéti
tika sagatavota TASS/Latvijas PSR Ministru Padomes Infor-
macijas agentura LATINFORM un izsutita laikrakstu redak-
cijam. Katru datéto fotohronikas “izdevumu” (tematisku fo-
toattélu kopumu) pavada neliels ievadraksts un attélu pa-
raksti. Atsevisku fotografiju autori nav minéti, ka autors no-
radita TASS/Latvijas PSR Ministru Padomes Informacijas
agentira LATINFORM. (Dala no s§im fotografijam tagad gla-
bajas Latvijas Nacionalas bibliotékas Attélizdevumu lasita-
va.) Tapat ka citi tautsaimniecibas sasniegumi, Saja fotohro-
nika atspogulotas jaunas preces, jaunie dzivojamie rajoni ar
labiekartotu vidi un dzivoklu parauginterjeri — tiesi tapat ka
musdienu prese.

1. 1976. gads. Ar Lenina ordeni
apbalvota Rigas elektromasinu
rpnica razo jaunas pusautomatiskas
velas mazgdjamas masinas “Riga-15"
komplekia ar centrifigu “Centa”,

kam pieskirta Valsts Kvalitates zime.
Attela: velas mazgajamo masinu
“Riga-15" demonstré riipnicas
stradniece Helena Grinevica.

2. 1976. gads. Jauno parfimérijas
izstradajumu komplektu “Cardass”,
Ko razo apvieniba “Dzintars”,
demonstré maksliniece V. Sinavska.

3. 1977. gads. Rupnicas “Sarkana
zvaigzne" kolekiivs Sogad izlaidis
iedzivotajiem vairak neka

113 tikstosus jaunu modernu
mopéedu “Riga-16”.

4. InZeniere tehnologe T. Erdmane
ar konditorejas fabrikas “Uzvara”
jauno produkciju.

5. 1978. gads. Viriedu kreklus,

ko razo Rigas Modelu nama
eksperimentalais cehs, demonstré
Olga Berezovska.

6. Tautas dailamatniecibas un
suveniru razosanas apvienibas
“‘Dailrade” Siguldas meistaru
darinatos izstradajumus demonstré
|. Pistonova.

7. 1977. gads. Razo3anas
apvienibu “Rigas audums” un
“Rigas apgérbs” un Rigas Modelu
nama specialisti izstrada jaunus
sieviesu kleitu mode|us.

8. 1978. gads. Metalapstrades
razo$anas apvieniba “Darba
spars”. InZzeniere tehnologe

Z. Lindenberga ar jauno ultravioleto
staru aparatu “Saule”.






No vienas puses, saturiski 51s fotografijas daudz neatskiras
no sodienas kapitalisma ideologija raditajiem reklamas foto —
galvenaja loma ir privata dzivojama platiba un priekSmeti,
ar ko So platibu piepildil. No otras puses, atskiras ideologis-
kais konteksts, un tas padomju laika uznemtajas fotografi-
jas liek konstatét ari formalas atSkiribas no muasdienu re-
klamas estétikas. Tas nenoteiktais kapitalisma variants, ku-
ra darbojamies Sodienas Latvija, agresivi strada ar cilveka
zemiskakajam dzinam, piedavajot egocentrisku pasaules
skatijumu un nepartraukti aicinot parkapt desmito bausli
(“Tev nebus iekarot”) personiskas labsajtatas un laimes var-
da. Privatie interjeri, automasinas un zimolotas preces re-
klamas fotografijas tiek attélotas ka isdkais un vienigais cels
uz laimi vai vismaz labsajutu. Reklamétas lietas ir paspietie-
kamas vertibas: to iegiiSana sava ipasuma un lietoSana gan
apstiprina konkréta individa statusu zinataju loka un labo
gaumi, gan neapSaubami dara laimigu. Nekas cits nav jada-
ra un nav jazina - japrot izvéléties pareizo precu komplektu
un jaspéj par to samaksat. Pérkamas laimes jeb individualis-
ma un egoisma ideologiju dzemdinajusi tirgus ekonomika —
biznesiem un industrijam ir jabut ienesigiem, patérinam ja-
bt augosam, un ar ko gan citu vél labak motivét patérétaju,
ja ne ar vina pasa personisko laimi.

Padomju planveida ekonomika uzstadijums atskiras jau
pasos pamatos — taja nebija nepieciesams marketings. Jau-
niem razojumiem nebija par katru cenu japiesaista eventua-
la patéretaja uzmaniba un jaizcina sava viela vina apzina, jo
pats preces eksistences fakts bija pietickams, lai péc tas sta-
vétu rinda. Galvenais motivs lietu iegadei bija nevis pareiza,
gaumiga izvéle un pirktspéja, bet gan vispar pieeja konkre-
tajai precei (sociologi ka padomju cilvekam raksturigus izcel]
tadus neformalas komunikacijas elementus ka “blats”, tirdz-
nieciba “zem letes” u. c¢.). Sodienas cilveks pieradis pardzivot
svétas Sausmas (izjtitas, kuras antropologs Maikls Tosigs®
salidzina ar fizisko nedrosibu. karajoties pie klints virs bez-
dibena, - cliff-hanging insecurity) izveles prieksa tirdznieci-
bas centra pie stenda ar ttikstos dazadiem apavu modeliem
vai simtiem virtuves kombainu un stereosistému, un, iespe-
jams, viens no vina izvéles kritérijiem bus zimols ar “smuka-
ko reklamu”, kas redzéta kada no glancétajiem zurnaliem
vai zinu portaliem. Padomju laika fotografija jauna prece re-
prezentéta ka kartéjais sasniegums cela uz komunisma uz-
varu, tas esamibu apdves lepnums un patoss. Ka tas izpau-
zas pasas fotografijas dizaina, var redzét pievienotajos pie-
meros: atskiriba no kapitalisma reklamas foto, kura, lai pie-
vérstu ieprieks par dargu naudu “izpétitas” meérkauditorijas
uzmanibu, ar pardodamo prickSmetu nepiecieSams veikt
dazadas sarezgitas manipulacijas (pieméram, prieksmets

janovieto estétiska vai eksotiska vide, jaizdoma originals

dramatisks vai izklaidéjoSs vai citadi emocionals siZets ar
modelu vai dzivnieku lidzdalibu un japiemeklé atbilstodi ak-
sesuari, javeic attéla pecapstrade. turklat vel jasaglaba zi-
mola korporativa marketinga vadlinijas krasu izvéle). sis pa-
domju precu fotografijas attélo priekSmetus tadus, kadi tie
ir. Estetiskos nolukos kompoziciju papildina smaidosa sie-
viete, kas demonstré preci. Turklat (par prieku feminisma
teorétikiermn) vina nav no kataloga izvéléta anonima modele
ka musdienu reklamas, bet gan nopelniem bagata stradnie-
ce — augsti kvalificéta profesionale, savas nozares specialis-
te, kas ieguldijusi savu darbu konkrétas preces razo$ana
vai izgudro$ana, un fotografijas paraksta noteikti tiek mi-
nets ari vinas vards. Te ari darbalauzu audzinasana - tikai
paraugsiradnieks var tikt pie $adas “pozitivas publicitates”,
ka to sauktu musdienas.

1. 1975. gads. Tukstosiem stradnieku 4. 1978. gads. Bauskas rajona

un kalpotaju gimenu katru gadu kolhozs “Uzvara” ir viena no misu

sanem labiekartotus dzivokl|us. republikas pirmrindas saimniecibam.
(..) Viena no individualajam majam

2.1977.gads. V. |. Lenina kolhoza “Uzvara”.

sovhoza stradnieka Gunara Kalna

5. 1978. gads. Bauskas rajona

kolhozs “Uzvara" ir viena no musu

3. 1977. gads. Arvien skaistaks k|ust republikas pirmrindas saimniecibam.

(..) Kolhoza “Uzvara” ciemata

jaunaja dzivokli.

Malpils sovhoztehnikuma ciemats.
$adas majas dzivo malpiliesu gimenes.  kopskats.



Filosofe un sociologe Renata
Salekla uzsver, ka “kapitalisms
parvértis proletarieti-vergu
briva patérétaja”, uzradot Sis
nosacitas patérétaja “brivibas”

iluzoro raksturu.

Pieverosoties privatajam interjeram, gimenes majam un daudz-
dzivoklu namiem fotografijas, jaatzimé, ka samakslotas “lai-
migas dzives” aininas formalaja aspekta gan 20. gs. 70. gados,
gan Sobrid daudz neatSkiras - fotografijas tiek reprezentéts
paraugs, péc kura tiekties. Saturiski atSkiribas pastav - so-
brid vairums reklamas fotografiju arhitekturas. dizaina, in-
terjera un dzivesstila Zzurnalos apelé pie lepnibas gréka, aici-
not izveléties “kvalitati”, “stilu”, “individualu risinajumu”, un
uzsver zimolotas preces funkeiju pa visisako ce]u ievest svét-
laimé. Nekustama ipasuma katalogos plasi parstavéta dator-
grafika un solijjumi interjeru izveidot péc klienta vai vina in-
terjera dizainera noradijumiem. Pretstata padomju laika foto-
grafijas dokumentétas jaunbuves reprezenté komunisma celt-
niecibu, kolektivas pieptles rezultatu, tas parstav masveida.
sérijveida razosanu un izce| standartizacijas prieksrocibas (t. s.
Livanu maju un daudzdzivok]u namu sérijveida projekti, pa-
rauginterjeri, kuros dominéjosa loma ir smagnéjam, standar-
ta izméros razotam sekcijam, utt.). Burzuaziskam formalis-
mam nav vietas ari proletariata majoklos - tie japiepilda ar
sérijveida razojumiem. Tacu taja pasa laika, iedzilinoties viena
otra attela (pieméram, jaunuzceltais kolhoza ciemats ar labie-
kartoto vidi vai nesen ekspluatacija nodotais divstavu nams
un ta saimnieki ar jauno ziguli) un prata salidzinot to ar So-
dienas presé redzéto, skiet, ka politiska ideologija tomeér nav
visuvarena. Cienijama pilsona (iepriekdminétais “pozitivais
varonis”) labklajibas simbolu komplekts ir nemainigs. vai tas
butu kolhoza prickssédétajs padomju apstak]os vai vidéja Ii-
mena menedZeris masdienu demokratija.

“Darbalauzu audzinasanas idejisko uzdevumu socialis-
ma gard” veica ari fotografijas, kuras dokumentéta darbalau-
zu kulturala atptiita un értibas. kas vinus sagaida brivaja lai-
ka: labiekartoti parki, kolektivai, labi organizétai atpatai pa-
redzeti kempingi, estétiski noforméti sabiedriskas edinasa-
nas uznémumi un plasi lielveikali — tas pats, kas sastopams
sibriza popularizétaja patérétaja dzivesveida. Vienigi vés-
tijums atskirigs - padomju presé jauns lielveikals vai kafej-
nica interpretéti ka kartéjie komunisma uzvaras pieradijumi,
bet sodien - ka jauna iespéja “atrast” vai "pilnveidot” sevi un
iegut dazadus citus ezoteriskus labumus, ko parasti sola
tirdzniecibas centru un izklaides industrijas reklamas saukli.

Lidzigais labklajibas attélojums ar atskirigo ideologisko
zemtekstu padomju un musdienu vizualaja kultara izteik-
smigi atgadina par to, ka ne jau uzraksts Ligne Roset vai
“Sarkanais kvadrats” un ne jau puku stadijumu esamiba
pie majas nozime tiru sirdsapzinu un visadi citadi laimigu

dzivi. Komentgjol nemieru un satraukumu. ko miusdienu
cilvéka izraisa nepartraukta nepieciesamiba izdarit izvéli un
hroniska nedrosiba par savas izvéles sekdm nakotneé, filoso-
fe un sociologe Renata Salekla uzsver, ka “kapitalisms par-
vértis proletarieti-vergu briva patéretaja™, uzradot sis nosa-
citas patéretaja “brivibas” iluzoro raksturu. Varam secinat,
ka atseviskiem sizetiem vésturé piemit tendence cikliski at-
kartoties.” Piemeéram, $aja eseja minétie pilsoniskas labklaji-
bas elementi ir vienlidz aktuali komunisma un kapitalisma,
mainijusas tikai interpretacijas nianses: savrupmaja (toreiz
“Livanu maja” kolhoza ciemata, tagad — rindu maja ar “balto
apdari” privata ciemata). personiskais auto (toreiz Zigulis, ta-
gad - jebkura razotija kompaktklases modelitis), darzins vai
vasarnica (toreiz daca, tagad - brivdienu maja). Kapitalisma
sim komplektam pievienojusies padomju laikos neiedomaja-
ma iespéja vikendos apcelot tuvakas un talakas pasaules pil-
sétas, izmantojot pusgadu ieprieks iegadatas letas aviobiletes.
Bet ta ir tikai Renatas Saleklas aprakstita iluzora briviba —
acumirkligs eksistenciala stresa remdéjums, jo Sodienas “bri-
vais” patérétajs dazos aspektos neko daudz neatskiras no 19. gs.
zemnieka — dzimtcilvéka, tapat ka neatskiras lietu relativa
vértiba. Pieméram, ta saukta studio tipa dzivokla prieksroci-
bas, par aptuveni 100100 000 latu iegustot vienu istabu ar
izlietni un plitsvietu kakta, tipiska gadijuma nozimé ari hipo-
tekara kredita ligumu uz 40 gadiem, un $ada liguma nosaci-
jumi paradoksala karta Skiet gluzi vai parrakstiti no tiem no-
sacijumiem, uz kadiem mans vecvecvectévs 19. gs. vidu va-
réja izpirkt savu maju un zemi no muiznieka, $im nolukam
no ta pasa muiznieka uz 61 gadu aiznemoties tiem laikiem
fantastisku summu (aptuveni 4000 rublu, kamér alga par
dienas darbu muiza - 25 kapeikas)®. Noliekot mala padomju
laikrakstus un muiznieku ligumus. tomer paliek vieglak ap
sirdi - lai gan vésture atkartojas, vérojams aril zinams pro-
gress, jo Sobrid mums klajas tik labi kd nekad agrak.
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