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"“Fotografi, kas vélejas sakartot un strukturét realitati, ap-
vienojas (..) aiz jedziena “fotografisks skatijums”: vinuprat,
fotografija spéja atklat célumu un harmoniju, kas piemit
jebkuram ikdieniskam objektam, jebkuram dabas fragmen-
tam; tas bija traktats par realo.”

Rozalinda Krausa'

Vai fotografija patiesam var vairot masu zinasanas ar no-
sacijumu, ka ta paklauta precizai koncepcijai, kas izriet no
kolekcijas, kura veidota, ievérojot sistematisku kartibu? Vai
pastav kada saistiba starp fotografiju ka uztveres mediju un
registrésanas instrumentu, no vienas puses, un fotografiju
ka zinasanu formu, kas uzlikota ka sakartojoss process, no
otras? Vai mé&s varam runat par gnozeologisku, ar attéliem
saistitu procesu tai bridi, kad tie atklajas precizu kategoriju
organizéta forma? Vai tatad pietiktu izveidot atvilktnites un
pielimét tam etiketes ar terminiem, lai fragmentus, kas izrau-
ti no juteklu pasaules, paceltu lidz ideju debesu augstumiem
un ikviena nenozimiga priekSmeta nospiedumam pieskirtu
zinatnisku vértibu?

Apzinos, kads svars piemit Siem jautajumiem, un var-
but bas labak, ja talit spersim vienu soli atpakal: citadi més
riskéjam, ka mdara siena, no kuras tikko nokasijam mazliet
apmetuma, uzgazisies mums virs un visa lielas Filosofijas
€ka sabruks mums pie kajam, bet més, burvja macekli, pro-
tams, nekadi nespésim no jauna salikt kopa Sis takstoSiem
gadu veidotas mozaikas gabalinus.

“Ka filosofi,” raksta Paolo Spinici, “més reizém ne tik
daudz vélamies uzzinat jaunas lietas, bet gan jatam nepie-
cieSamibu ieviest kartibu jau zinamajas. (..) més palauja-
mies, ka, mazliet apdomajoties, ir iesp&jams saskanot daza-
dos masu zinasanu skirklus un daudzas drosas parliecibas,
kuras izpauzas muasu dzive, jo tikai ta ir iespéjams justies ka
majas musu prieksstatu kartigaja savijuma (..)."?

Domajot par krievu matrjoskas struktdru, es gribétu
iedvesmoties no sava analizéjama subjekta metodologijas:
iesakuma rikosos ka arhivars, kas sistematiski sakarto savu
inventaru, vai reizém, kad kartibas logika k|us gratak saska-
tama, parvertisos par Bodléra aprakstito lupatlasi, kurs$ “ka-
talogizé un kolekcioné. (..) Vins$ visu saskiro un izvélas ar
gudru zinu; ka sikstulis, kurs sarga savus dargumus, vins
vac atkritumus, kam Industrijas dievietes Zok|os lemts par-
tapt par ko noderigu vai jauku.”?

Tadu zinasanu skirk|u, kas atklajas zem apmetuma kar-
tas, patiesam ir daudz, sakot jau ar pasu izzinas jédzienu
vai to, ka zinasanas veidojas un ka tas ir iesp&jams sasniegt.
Protams, ierobezotaja telpa un laika nav iesp&jams pagat no
jauna apmeklét ikvienu stavu un ikvienu istabu 3ai (filoso-
fijas) eka, kas slejas pret (ideju) debesim, tacu més varétu
vismaz méginat ar zimuli — pavisam viegli un vajadzibas ga-
dijuma izdzéSami - ieskicét to, kadas galvenajos vilcienos
varétu but pieejas, metodologijas, sistémas un norises izzi-
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"“Photographers who wished to put into order and give
structure to reality sided together (...) behind the notion
of ‘the photographic way of seeing’: according to them,
photography was able to reveal the inherent dignity and
harmony in just about any common object, any fragment
of nature; it was a treatise on the real.”

Rosalind Krauss'

Does photography, on condition that it is organized by a
precise concept which follows from a collection in a system-
atic order, really have the power to expand our knowledge?
Is there a link between photography as a medium of percep-
tion and instrument of registration, on the one hand, and a
form of knowledge — here in the sense of being a process of
ordering—on the other? Can we speak of agnoseological pro-
cess attached to images, at the moment in which they ap-
pear in a form organised by precise categories? Does this
mean that it would be enough to create little drawers and
to label them with terms, to raise the fragments wrested
by the sensory world to the heaven of ideas and to assign
scientific value to any insignificant item?

| am aware of the ponderousness of this kind of inquiry,
and perhaps now is the time for taking a step backwards
immediately: otherwise we run the risk that the wall - from
which we have just scraped off a little plaster — collapses on
top of us and the entire construction of mighty Philosophy
disintegrates at our feet — and we, the wizard apprentices,
obviously, would not be in any way capable of putting the
pieces back together again of this thousand-year-old jigsaw
puzzle.

As Paolo Spinicci has written: “Like philosophers, some-
times, rather than finding out new things, we feel a need to
put into order the things we already know (...) we feel con-
fident that it should be possible, reasoning a little, to recon-
cile the numerous voices of our knowledge and the many
certainties that make up our lives, because only in this way
it is possible to feel at home in the orderly storyline of our
ideas (...)."

With the structure of a Russian matrioshka doll in mind,
| would like to take inspiration from the methodology of
the subject that | have set out to analyse: |, for my part, will
proceed like an archivist who systematically arranges her in-
ventory, or from time to time, when the logic of the arrange-
ment proves too difficult to discern, | will transform myself
into a ragpicker like the one described by Baudelaire, who
“sorts things out and makes a wise choice; he collects, like a
miser guarding a treasure, the refuse which will assume the
shape of useful or gratifying objects between the jaws of the
goddess of Industry..”?

They truly are many of them, the voices of our know-
ledge that appear under the plaster, starting with the no-
tion of knowledge itself or what it consists of and how

nas procesos, kas varétu mums palidzét skaidrak ielakoties
jautajuma, kuru esam apnémusies apspriest.

Sai bridi man vissvarigak 3kiet uzsvért pareju no pédé-
ja pamatojuma un pozitivisma koncepcijas, kas caurcaurém
piesatinata ar ticlbu tam, ka, liekot lieta racionalas sastatnes,
ir iespéjams uzbivét drosu un stabilu zinasanu éku (ar no-
sacijumu, ka pastav stingri pamati), uz tadu zinasanu kon-
cepciju, kura viss balstas uz analogijam un kura zinasanas
uzliko ka neskaitamu kustigu un vienmér parvietojamu ele-
mentu kopumu. Ka precizi norada Benjamins Buhlohs: “Ba-
tiba més Seit pieredzam — patiesiba jau divdesmito gadu
vida, bet izteiktak divdesmito gadu nogalé - pakapenisku
parbidi uz fotografiska krajuma arhivéjosam un mnemotis-
kam funkcijam, kas klGst par epistému, kura ir pamata radi-
kali citddai fotomontazas estétikai.”*

No $adas kolazas formas — to aizsaka Valters Benjamins
ar citatu lietojumu sava Passagenwerk un Abi Varburgs sa-
va Mnemosyne Atlas — postmodernaja laikd més nonakam
pie sazarotas nereguldra un neparedzama tikla rizomas (De-
|8zs/Gvatari), no linedra gramatas lasijuma pie lécienveida
lasijuma timekli, Iekajot no vienas saites pie citas.

Divas klasiskas formas Skietamas zinatniskas kartibas
radisanai — arhivs ar ta stabilajam vai pat nelokami stingra-
jam, racionalos jédzienos balstitajam struktdram, kas sakar-
to originalos dokumentus, un atlants, kura teksti (visas ar
pratu izzinamas gudribas) ir ciesi saistiti ar attéliem (jutek-
liem izzinamajam gudribam) — parstav divas dazadas attiek-
smes un divus dazadus ricibas veidus: pirmais ir pozitivisma
déls, bet otrs dzimis no dadaiski sirredlas dzejas. Tie abi ir
kultdras atmina ar lielu epistemologisko vértibu. Arhivs aiz-
sakas ar birokratiskam funkcijam: tas uzglaba dokumentus
(gan valsts dokumentus, gan citadus) sistematiska kartiba,
lai atvieglotu péc iespéjas értaku visa nepiecieSama atrasa-
nu. Pédéjos gados ir savairojusas teorijas par arhivu, un
tagad ta epistemologiska vértiba jau ir nostiprinata: “Tacu
arhivu vairs nevar uzskatit par pasivu noliktavu vai kapsétu
rakstitiem tekstiem. Drizak tas ir kjuvis par stabilu pétnieci-
bas toposu. (..) Sada nozimé ar zinamam tiesibam var ap-
galvot, ka musdienas zinibu vieta ir ne vairs bibliotéka, bet
gan arhivs.”> Savukart pardomas par atlantu papildina zini-
bu lietiskais un estétiskais aspekts: “Izzinas vizuala forma, re-
dzésanas izzinama forma, atlants sagrauj visus Sos ar pratu
izzinama ietvarus. Tas ievies batiski svarigu piesarnojumu —
un vienlaikus parpilnibu, izteiktu auglibu -, ko Siem mode-
liem vajadzéja novérst. Nostajoties pret jebkuru estétisku
piesarnojumu, tas ievies daudzveidigo, atskirigo, hibrido, kas
piemit ikvienai montazai."”®

Tatad més varétu apgalvot, ka gan arhivam, gan atlan-
tam piemit neapstridama epistemologiska vértiba? Nedo-
maju vis, jo ikviena izvéle netiesi norada, ka kaut kas cits ir at-
stats bez ievéribas, savukart ikvienas atminas netiesi norada,
ka kaut kas cits ir ticis aizmirsts. Runas par objektivitati un tas
tiesibam uz pilsonibu nevar bat mums vienaldzigas ari tad,
kad nodarbojamies ar izzinu, arhiviem vai fotografiju. Ne velti
filosofi kada bridi novérsas no izzinamas pasaules idejas ka
tadas. Vél iekams Kants bija pasludinajis, ka “lieta par sevi”
nav izzinama, filosofu uzmaniba no izzinas objekta pievér-
sas izzinosajam subjektam, — lai pieminam kaut vai anglu
empirismu ta radikalakajas formas (Bérklijs, esse est percipi),
kas apgalvoja, ka pastav vienigi tas, ko més uztveram. Lidz
ar Huserla fenomenologiju uztverosa subjekta svarigums
izzinas procesa joprojam palika spécigi izteikts, tomér, par
spiti visam, vins nekad nenoliedza, ka pastav no misu uztve-
res neatkariga “dzives pasaule”.

No Siem visparigajiem parspriedumiem par izzinas no-
risem, par attiecibam starp izzinoSo “Es” un objektivo pa-
sauli, par to, kd més iemantojam izzinas objektus, kas mums
(fenomenologiski) paradas, ka ari par to, ka péc tam norisi-
nas intelektuala (arhivs) vai asociativa (atlants) sakartosana,
més varétu ieglt terminus un procesus, kas ir visnotal attie-
cinami ari uz fotografiju. Pareizak, lai aprakstitu to, kas no-
tiek, kad es uznemu fotoattélu, un to, kas péc uznemsanas

to deal with it. Obviously it is not possible, in this limited
space and time, to revisit every floor and every room of this
building (of philosophy), which rises up towards the sky (of
ideas), but we could at least try to sketch in, with light and
always erasable strokes, as if in pencil, what could be the
principal lines of behaviour, the methodologies, systems
and functioning of the cognitive processes which could
help us to see more clearly the issue we intend to discuss.

What at this point | am keen to underline, above all, is
the transition of a foundationalist and positivistic concep-
tion, from one aspect — firmly believing that it is possible to
construct a secure and stable building of knowledge on a ra-
tional framework (given that there is a solid foundation) - to
a conception of knowledge which can be likened to the ana-
logy: an assemblage of many loose pieces which can always
be moved around. As Benjamin Buchloh points out: “In ef-
fect we are experiencing — in the Twenties — a movement to-
wards archival and mnemotic forms in the collection of pho-
tography, which will become the fundamental episteme of
a radically different aesthetic: that is, photomontage. "

From this form of collage - as initiated by Walter Benja-
min with his use of quotations in the Passagenwerk and by
Aby Warburg in his Mnemosyne Atlas — we shift into post-
modernity instead, into a rhizomatic structure of irregular
and unpredictable networks (Deleuze/Guattari), from the
linear reading of a book to reading in jumps from one link
to another in the Web.

The two classical forms for the creation of a presumed
scientific order, the archive with its stable, if not rigid, struc-
tures based on rational concepts which arrange into order
original documents, and the atlas (in which the texts — the
intelligible knowledge — are strictly linked to the images — the
sensible knowledge), represent two different approaches
and procedures: the first being the offspring of positivism,
and the second deriving from dada-surrealist poetry. Cul-
tural memory with important epistemological value, both
together, an archive starts off with a bureaucratic function:
it conserves documents — of the State, but not only — in sys-
tematic order, to facilitate more efficient research. In recent
years, theories on the archive have increased in number
and by now their epistemological value has become well-
established: “The archive cannot be considered a passive
depository or cemetery of entries. Rather, it has become a
fixed topos in research...In this sense it could be deservedly
claimed that the venue of knowledge today is no longer
the library, but the archive."> In reflections on the atlas, on
the other hand, a tangible and aesthetic aspect is added
to knowledge: “Visual form of knowledge, knowledgeable
form of seeing, the atlas disrupts all these frames of intel-
ligibility. It introduces a fundamental impurity — but also an
exuberance, a remarkable fecundity — that these models
had been conceived to avert. Against any aesthetic purity,
it introduces the multiple, the diverse, the hybridity of any
montage.”®

Can we therefore maintain that both, the archive as
well as the atlas, have an indisputable epistemological val-
ue? | don't believe that we can, because each choice implies
that something has been left out, and each memory implies
that something has been forgotten. The discourse on objec-
tivity and its right to citizenship should be of interest still,
whether we are dealing with knowledge, with archives or in-
deed with photography. It's not just by chance that at some
point philosophers drew away from the idea of a know-
able world as such. Already earlier, when Kant proclaimed
that “the thing in itself” is unknowable, philosophers’ atten-
tion moved from the object to be known to the knowing
subject, it's enough to think of English empiricism which,
in its most radical form (Berkeley, “esse est percipi” - "to be
is to be perceived") maintained that only that which we per-
ceive exists. In Husserl’s phenomenology, the importance
of the perceiving subject in the cognitive process remained
strongly accentuated, but notwithstanding that, he never
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1 Afajas templis Aiginas sala Griekija
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notiek ar Siem attéliem, kad es tos saliméju albuma vai ari
pieskiru tiem nosaukumus un ar kadas aplikacijas palidzibu
sakartoju sava datora, mésvarétuizmantotlidzigus terminus.
Lai fotografétu, man kaut kas jauztver, japienem Iémums pa-
vérst objektivu tiesi Saja virziena, jaizvélas noteikts attalums
un apgaismojums un, visbeidzot, “jaizgriez” objekts no reali-
tates un jarada sava fotografija. Un péc tam es radu savu uz-
némumu arhivu un izveidoju mapes, kam pieskiru noteiktus
apziméjumus. Tatad atbilstosi kategorijam es arhivéju ob-
jektus, ko esmu uztvérusi un péc tam “panémusi” no savas
"“dzives pasaules”. Tad varblt més So norisi varam salidzinat
ar izzinas procesu?

Jau kops pasiem pirmsakumiem fotografiju uzskata par
“spoguli, kas apveltits ar atminu,” un attiecigi par instru-
mentu, kurs atspogulo visu, kas atrodas ta prieksa konkréta
vieta un konkréta bridi. Tacu $i nenoliedzami pastavosa me-
haniska saite ar istenibu nebut negaranté fotografijas objek-
tivitati. Debates par to, ka Istenibai ir atvéléta vienigi tiesa
nospieduma butiba pasiva loma, un par to, ka savukart fo-
tografs ir aktivais un izskirosais $1 radosa procesa vaditajs,
aizsakas lidz ar pirmajiem dagerotipiem un ir pievérsusas ari
arhiviem; abos gadijumos ir kads operators, kurs izdara iz-
véli un pienem lémumus — ko ieklaut arhiva un ko portretét
fotografija, un abos gadijumos viss paréjais paliek atstats
arpusé: tas viss, kas nav ticis izraudzits, lai ieklautos arhiva
vai fotografiskaja atmina, grims brutdla un neatgriezeniska
aizmirstiba un, iespé&jams, zudis nakotnei.
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denied the existence of a Lebenswelt (‘life-world’), inde-
pendent of our perception.

From these general considerations on the occurrence of
knowledge, the implications of the relationship between the
perceiving “1” and the objective world, how we appropriate
objects of knowledge as they appear to us (phenomenolo-
gically), but equally how the process of ordering these ob-
jects, whether intellectually (archive) or by association (at-
las) takes place, we may draw out the terms and functions
that are strongly similar to photography. Or better still, to
describe what happens when | take a photo and what hap-
pens with these images after the shot, when | paste theminto
an album or instead when | name them and arrange them
with some application in my computer, we can use similar
terms. In order to take a photo | have to perceive something,
it means to decide to point the lens in the direction of this
thing, to decide on the distance, the depth of the field, the
lighting, until | “cut out” that object from reality and pro-
duce my photo. After that, | create an archive of my shots
and define folders with a certain name. | will, therefore, be
archiving into categories the objects | have perceived and
hence “taken"” from my “life-world”. Could we therefore liken
this process to the cognitive process?

From its very beginnings photography has been con-
sidered as “the mirror endowed with memory” and hence
an instrument that reflects everything that is in front of it in
a concrete place, in a precise instance. But this undeniable
mechanical bond with the real is by no means a certain
guarantee for the objectivity of photography. The debate
on the role of reality as a direct impression that is basically
passive and the role of the photographer as the decisive
and creatively active guide came into being together with
the first daguerrotypes, and did not leave untouched the dis-
course on the archive either: in both cases there is an oper-
ator who makes decisions on what to choose —in an archive,
what to include, and in photography what to portray — and
in both cases everything else remains left outside; every-
thing that wasn’t chosen to form part of the archival or pho-
tographic memory, fallen into brutal and irreversible ob-
livion and at risk of being lost to the future.

August Sander’s project Menschen des 20. Jahrhunderts
['People of the Twentieth Century’] which created a record
in progress of the society he lived among in the Weimar Re-
public, was definitely characterised by a more systematic
and consistent conceptual approach in comparison to other
similar projects, such as Karl Blossfeldt's plants or Eugéne
Atget’s Parisian streets. Through his portraits, Sander at-
tempted to highlight the types that characterised the so-
ciety of his age, and in order to be able to do so, created
precise categories. Ideally the thousands of pictures would
not speak of one concrete individual (the one in front of the
lens), but would rather represent a universal entity: in fact
the caption almost never gives the name or surname, but a
social determination such as occupation rather than class,
in addition to the place and the date of the snap. Sander
teaches us about the potential role and the possibilities of
photography in understanding and hence deepening our
knowledge of our living world, an entity in perpetual flux.

The theoretical definitions and reflections about the
genre of the portrait could enlighten us further on the is-
sues which arise from Sander’s project: since the invention
of the daguerreotype in 1837, the photographic portrait
had not moved very far away from the painted one, but
largely drew inspiration from it. The reading was primarily
individual, though, (excluding the case of allegorical repre-
sentations), and so what was expected of a portrait was its
likeness and along with that its “truthfulness” with respect
to the face existing in real life, now reproduced as an im-
age. By establishing categories, however, Sander takes us
to another level of reading and use of the image: rather
than representing a person in their uniqueness, specificity
and inimitability, he seeks — while using an image of a con-

Orsé muzejs Parizé
The Orsay Museum. Paris
2007

Gramatplaukts. Milana
Bookshelf. Milan
2009

Foto / Photo: Barbara Féssler

q rodg e TuTaps

||




Augusta Zandera projektam Menschen des 20. Jahr-
hunderts (“Divdesmita gadsimta cilvéki”), kas veidoja nemi-
tiga attistiba esosu kartéjumu sabiedribai, kura vinu ieskava
Veimaras republika, noteikti bija raksturiga konceptualaja
zina sistematiskaka un konsekventaka metode, ja salidzinam
ar citam lidzigdm iecerém, pieméram, ar Karla Blosfelta au-
giem vai Ezéna Atzé fotografétajam Parizes ielam. Ar So
portretu palidzibu Zanders centas noteikt sava laika sabied-
ribai raksturigos tipus, un, lai to panaktu, vins izveidoja pre-
cizas kategorijas. Ideéla veida So portretu takstosiem vaja-
dzétu nevis véstit mums par noteiktu individu (par to, kurs
atradies objektiva prieksa), bet gan atveidot universalu lie-
lumu - un ari fotografiju parakstos gandriz nekad nav nora-
dits vards un uzvards, bet gan kads socials apziméjums, pie-
méram, profesija vai karta, ka arf uznemsanas vieta un gads.
Zanders mums maca, kada var bat fotografijas loma un ie-
spéjas, kad censamies izprast un attiecigi ari dzilak izzinat
musu dzivo pasauli, kas ir allaz kustiba esoss lielums.

Pardomas par portreta zanru un ta definicijas var mums
vél skaidrak atklat dazadus problematiskos jautajumus, kas
izriet no Zandera projekta: jau kops$ dagerotipijas izgudro-
$anas 1837. gada fotografiskais portrets necik daudz neat-
talinajas no gleznieciska portreta un butiba no ta iedves-
mojas. Lasijums pirmkart un galvenokart bija individuals (3ai
gadijuma més nerunajam par alegoriskiem atveidojumiem),
un no portreta galvenokart tika prasita lidziba un “patiesi-
gums” attieciba pret kadu reali eksistéjosu seju, kas tagad
atveidota attéla. Tacu, ievieSot kategorijas, Zanders parvie-
tojas cita lasijuma un iztéles izmantojuma liment: vins nevis
attélo personu, uzsverot tas vienreizibu, specifiskumu, neat-
kartojamibu, bet gan censas ar konkrétas personas portre-
téjuma palidzibu péc iespéjas tuvinaties abstraktam jédzie-
nam, socidlam tipam, un tadéjadi vins tuvojas pavisam cita-
dai nozimei. Zemnieks klist par visas zemnieku Skiras parsta-
vi, individs parstav tipu un zad ka individuala batne ar savu
vardu, uzvardu un Tpaso personisko stastu. Alfreds Déblins
sadi komentéja Zandera ieceri: “Itin ka sociologija tiktu rak-
stita bez rakstisanas, sniedzot attélus, turklat seju, nevis tra-
dicionalu térpu attélus, — to panak si fotografa skatiens, vina
gars, vina novérosanas spéjas, vina zinasanas un — nebat ne
pédéja vieta — vina milziga fotografiska varésana.”’

Lai més labak izprastu So projektu, man skiet nepiecie-
Sami iedzilinaties un labak saprast tipologijas, ko Zanders
izveidoja, balstoties uz teju vai neizmérojamo attélu daudzu-
mu, un kas vinu pécak vadija turpmakajos pétijumos. Zan-
dera kategoriju nozime nebit nav vértéta vienpratigi: dazi
tas redzéja ka grandiozu strukturalu liecibu par pasauli,
kam driz lemts pazust Otra pasaules kara katastrofa (Valters
Benjamins), bet citi savukart uztvéra tas ka socialu tipizaciju,
kas tiecas uz dramatisku vienkarsosanu, kura pavisam vieg-
li izmantojama ideologiskiem mérkiem (Alans Sekula). Vis-
pirms rodas jautajums, vai kategorijas patieSam spé&j mums
kaut ko iemacit par musu pasauli vai arf - gluzi otradi - tas,
uztiepjot attélu lasijumam stingras tipologijas, nodzés no-
Zimém bagatas nianses, kas atrodamas vienigi atseviska
daudznozimiguma un taja ieprieks neparedzamaja kada fe-
nomena sarezgitiba, kura dazados veidos atklajas uztvero-
$ajam individam. Zanders pats sevi uzlikoja ka dalu no nemi-
tigu parmainu procesa un kategorijas drizak bija iecergjis
ka vadlinijas, kas palidz iegt kopskatu uz daudzpusigu un
eklektisku pasauli. Tadéjadi “Divdesmita gadsimta cilvéki”
parveidojas un laika gaita no sakotnéji sociologiska tagad-
nes pétijuma parvértas vésturiska lieciba, savukart to kate-
gorijas kluva par neglabjami zudusas sabiedribas ziméjumu.

Pirmais priekSnoteikums procesa, kad kaut kas tiek da-
lits kategorijas un sakartots, ir skatijuma parveidosana par
fizisku priekSmetu (fotografiju), kas no uznémuma izdarisa-
nas vietas ir parcelama uz autora noliktavu: fotoattéls ta-
déjadi klast par parnésajamu pasaules gabalinu, un tatad,
budams “izgriezums”, tas ir analizéjams un saistams ar kadu
atsevisku jédzienu. K& més labi zinam, dislokacija var bt ne
tikai telpiska: lidz ar parvietosanos laika sak darboties ari
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crete person — to approach an abstract notion, a social
type and by doing so, he shifts towards a meaning that is
quite different. The peasant becomes representative of the
entire class of peasants, the individual is a type and disap-
pears as a single being with a name, a surname and his or
her own particular personal story. Alfred Déblin commented
Sander’s intentions thus: “As if describing sociology without
writing, but by presenting images, images of faces and not
of traditional dress: this is what the photographer’s gaze
is capable of creating, his spirit, his observation, his know-
ledge and - last but not least — his enormous photographic
capacity.”

To gain a better understanding of the project, it seems
to me necessary to deepen one’s comprehension of the typ-
ologies that Sander created among the vast mass of images
and which as a result directed him towards the next phase in
his research. The meaning of Sanderian categories was not
unequivocally perceived, quite the contrary: there were those
who saw it as a grandiose structural testimony of a world
rushing headlong towards the catastrophe of World War ||
(Walter Benjamin) and those who saw it as a social classifi-
cation tending towards a dramatic simplification, easily ex-
ploitable for ideological purposes (Allan Sekula). First of all
we need to ask whether the categories really can teach us
something about our world or whether, on the contrary,
they force our reading of the images into rigid typologies,
or even cancel out the rich gradations of significance that
can be found only in the versatility of the unique and in the
unforeseeable complexity of a phenomenon which appears
in various guises to a receptive individual. Sander saw him-
self as part of a process in continual modification and in-
tended the categories above all as guidelines for gaining a
comprehensive overview of a complex and manifold world.
The ‘People of the Twentieth Century’ thus changed, with
the passing of time, from what was originally a sociologi-
cal investigation of the present into a historical record, and
the categories mutated into a blueprint of a society lost
forever.

The very first requirement in the process of categor-
ising and putting into order is the transformation of the
visible into a physical object (the photo), which can then
be transferred from the place where it was taken to the
author’s storehouse: the photographic image thus becomes
a portable piece of the world, and hence as a “cutting” is
analysable and classifiable under some particular concept.
As we well know, this dislocation is not only spatial: with the
temporal displacement, an important process of recording
and memory begins to operate. The photo thus becomes
a witness to a time and a place that no longer exists, and
this applies in much stronger measure to the portraits of
persons who have undergone permanent and rapid chang-
es. The Barthian “what was” for Sander overrides the in-
dividual and sentimental dimension and resurfaces in the
memory of a historical moment with its “social categories”,
these too destined to disappear to leave space for new de-
nominations created by those who feel obliged to constant-
ly adapt sociological stratification to the current situation.

Even if archives have existed for as long as human cul-
ture has existed, even if there have always been moments
of particular attention to the systematisation of knowledge,
for example, state archives, medieval libraries, the Wunder-
kammern ('Cabinets of Curiosities’) of the 17th century, the
encyclopaedias of the Enlightenment, the museums of the
17th century, in recent decades the theme of the archive as
a system of categorisation and knowledge has become a
part of postmodernist philosophical and aesthetic discus-
sion.

The archive as the “the archaeology of knowledge”
(Foucault) is seen as an institution as well as a conception,
that is both a physical place and a method of working, and
has established “the rules for that which could be said”.
While in art the notion of archive means above all to collect

svarigais atcerésanas un atminas process. Tadéjadi fotogra-
fija klast par liecinieci kadam laikam un vietai, kas vairs neek-
sisté, un jo lielaka méra tas sakams par cilvéku portretiem,
jo cilvéki vél jo vairak ir pakjauti straujam un neatgriezenis-
kam parmainam. Bartiskais “tas ir bijis” Zandera darbos par-
sniedz individualo un sentimentalo dimensiju un no jauna
paradas atminas par kadu vésturisku bridi ar savam “sociala-
jam kategorijam”, kuram arf ir lemts pagaist, dodot vietu jau-
niem apziméjumiem, ko rada tie, kuri jutas aicinati sabiedri-
bas dalijumu slanos nemitigi pieskanot esosajai situacijai.

Lai art arhivi pastav, kops$ pastav cilveces kultara, un lai
ari vienmér ir bijusi laikposmi, kad zinasanu sistematizésanai
ir veltita ipasa uzmaniba (pieméram, valsts arhivi, viduslaiku
bibliotékas, 17. gs. Wunderkammern jeb kunstkameras, ap-
gaismibas laikmeta enciklopédijas, 18. gs. muzeji), pédéjas
desmitgadeés arhivs ka zinasanu kategorizésanas un uzglaba-
sanas sistéma ir kluvis par svarigu tematu postmodernisma
filosofiskaja un estétiskaja diskursa.

Arhivs ka “zinasanu arheologija” (Fuko) tiek uzlikots
gan ka institdcija, gan ka jédziens, proti, gan ka fiziska vieta,
gan ka darba metode, un tas iedibina “noteikumus par visu,
ko var teikt”. Maksla arhiva jédziens galvenokart nozimé uz-
krasanu un glabasanu, savukart filosofija to saprot ka epi-
stemologisku figlru, kas nodarbojas ar zinasanu sakartosa-
nu un pardali. Arhivs izlemj, kada forma vésture ir pieejama
un kam - gluzi otradi - ir lemts palikt nesasniedzamam un
pazust uz visiem laikiem.

Masdienas makslinieki, kas strada ar sakarto$anas sis-
témam, radot atlantus, Zettelkasten (kartotékas), zinojumu
délus, instalacijas no atrastiem priekSmetiem, Skiet tuvina-
mies daudz atvértakam asociativas atminas formam, kas lie-
lakoties ir mazak sistematiskas un mazak racionalas salidzi-
najuma ar klasisko arhivu. Zorza Didi-lbermana (Georges
Didi-Huberman) kiréta celojosa izstade Atlas. How to carry
the world on one’s back?8, par pamatu nemot Abi Varburga
Mnemosyne Atlas, péta arhiva un atlanta paradigmu — ka
vairak vai mazak sistematisku kolekciju, vairak vai mazak ra-
cionalu vai intuitivu atminu - estétikas ietvaros un labi pa-
rada, cik dazadas formas un koncepcijas ta var izpausties.

Gerharda Rihtera diagramma Ubersicht (“Parskats”),
pieméram, grafiski zimé kultdras attistibu no viduslaikiem
lidz masdienam, sekojot laika linijai, lai pieraditu, cik liela
nozime epistemologiskaja procesa ir sakartosanai: sai gadi-
juma ta lauj iemantot vésturisku apzinu. Piezimju gramati-
nas ar ziméjumiem un pierakstiem (Jakobs Burkharts, Meiers
§apiro, Marsels Brodterss) vai Bauhaus, Hannas Héhas vai Ber-
tolta Brehta fotografiju albumi padara redzamu tadu domas
stadiju, kura ta vél tikai veidojas no parejosiem un nesaisti-
tiem fragmentiem. Maslaiku makslinieki biezi izmanto izzi-
nas kolekciju dazadas formas — gan ironiska skatijuma ka
Dzons Letems (John Latham) ar savu Enciclopedia Britannica
vai DZons Baldesari, kur§ mégina iemacit alfabétu augam,
gan ka instrumentu, kas izmantojams teju zinatniskos péti-
jumos: te minamas Roberta Rausenberga, Moiras Deivijas
(Moyra Davey) un Suzanas Hilleres (Susan Hiller) fotokolek-
cijas vai Meta Malikana (Matt Mullican) Bulletin Boards. Au-
gusts Zanders Soreiz ir parstavéts ar augu fotografijam un
uzlikojams ka pretstats Paulam KIé ar ta izkaltétajiem zie-
diem, kas pieliméti melnam papiram: Saja gadijuma abi mak-
slinieki Skietami uznémusies biologu lomu, tacu vinu mér-
kis ir citads — vini dabas formas péta no estétiska viedokla.
Bernds un Hilla Beheri, kas uzskatami par Zandera Neue Sach-
lichkeit mantiniekiem, arhetipu mekléjumus turpina arhitek-
tonisko formu joma. Savukart Brasai, Mena Reja un Zigmara
Polkes fotografijas parsniedz ta saukto objektivitati ar fron-
talu skatpunktu un savu interesi no realitates parce| uz
poétiskaku skatijumu. Topografiskajai sadalai, kur izstaditas
parstradatas kartes (Arturs un Vitalija Rembo, Abi Varburgs,
DZordzs Brehts un Sols Levits), seko negaidits skats uz pilse-
tu nepazistamajiem nostariem (Volkers Evanss, Laslo Mohojs-
Nags). “Subjektivas geografijas” uzsver to, cik svariga ir mu-
su uztvere un musu piedzivotais ari visa, kas attiecas uz

and to preserve, in philosophy it refers to an epistemologi-
cal figure which organises and distributes knowledge. An
archive decides in what form history is available and what -
on the contrary - is destined to remain inaccessible and lost
forever.

In the present day, the artists who work with systems
of order, creating atlases, Zettelkasten (card indexes), bill-
boards, installations of found objects, seem to be moving
towards more open forms of associative memory that are
considerably less systematic and rational in comparison to
classical archives. The touring exhibition, curated by Geor-
ges Didi Huberman, Atlas, How to carry the world on one’s
back?® investigates, along the lines of the Mnemosyne Atlas
of Aby Warburg, the paradigms of the archive and the atlas —
inasmuch a collection is more or less systematic, and mem-
ory more or less rational or intuitive — in the realm of aes-
thetics and shows, in exemplary fashion, in how many dif-
ferent forms and concepts they can be transposed.

The diagram ‘Ubersicht’ (panoramic view) of Gerhard
Richter, for example, graphically charts cultural development
from the Middle Ages up till today, following a timeline, in
order to demonstrate the importance of the act of ordering
for the epistemological process: in this case the most useful
instrument of all for acquiring an awareness of history. The
notebook section with drawings and annotations (Jakob
Burckhardt, Meyer Schapiro, Marcel Broodthaers) or the
photographic albums of Bauhaus, Hannah Hoch or Bertold
Brecht render visible a stage of thought still yet to be formed
from transient and disconnected fragments. Contemporary
artists frequently make use of the various forms of collection
of knowledge, whether in an ironic key as John Latham
with his Encyclopaedia Britannica or else John Baldessari,
who seeks to teach the alphabet to a plant, or as an instru-
ment of investigation bordering on the scientific: the pho-
tographic collections of Rauschenberg, Moyra Davey and
Susan Hiller, or the Bulletin Boards of Matt Mullican. August
Sander is present this time with photographs of plants, a
counterpoint to Paul Klee with his dried flowers glued onto
black cardboard: here the two artists seem to take on the
role of biologists, albeit with a different aim, that s, to in-
vestigate the forms of nature from an aesthetic standpoint.
Berndt and Hilla Becher, inheritors of the Sanderian Neue
Sachlichkeit movement extend the research of archetypes
to the field of architectonic forms. The photographs of Bras-
sai, Man Ray and Sigmar Polke, on the other hand, go beyond
so-called “objective” representation with a frontal point of
view and carry over their interest in the real towards a more
poetic vision. The topographic section pertaining to re-elab-
orated geographical maps (Arthur and Vitalie Rimbaud,
Aby Warburg, George Brecht and Sol LeWitt) is followed by
an unexpected glance at unknown corners of cities (Walker
Evans, LaszIo Moholy-Nagy). The “suggestive geographies”
underline the importance of our perception and our ex-
periences also with regard to cartography. Each person
designs their own map of the city which follows their exper-
iences and their own hierarchies of importance that they as-
sign to places (Guy Debord, Stanley Brown). We cannot omit
the manuscript of Passagenwerk by Walter Benjamin — a
work similar to and contemporary with the Mnemosyne
Atlas of Warburg, consisting almost completely of ordered
quotations — cut up and montaged — which create a new
meaning.

Huberman shows us through his project and with its
rich accompanying texts how complex the relationship is
between perceptive subjectivity and presumed objectivity,
between the “I” and the world. Our knowledge is made up
of a continuous juggling between order and dissolution, be-
tween plunges into the multiplicity of things and a table-
like overview, between associative-analogical capability and
tension with regard to rational order in our minds. The
touring exposition thus seems to demonstrate that an aes-
thetic episteme can hold citizenship alongside the intel-
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kartografiju. Ikviens cilvéks Seit zZimé savu pilsétas karti, kas
atbilst vina pieredzétajam un tai svariguma hierarhijai, kuru
tieSi vins pieskiris attiecigajai vietai (Gijs Debors (Guy De-
bord), Stenlijs Brauns (Stanley Brown)). Te, protams, nevar iz-
tikt arf bez Valtera Benjamina Passagenwerk manuskripta —
darba, kurs lidzinas Varburga Mnemosyne Atlas, tapis ar to
viena laika un ir veidots gandriz tikai no sakartotiem cita-
tiem, kas, izgriezti un samontéti kopa, rada jaunu jégu.

Ar 3o projektu un to pavadosajiem bagatigajiem tek-
stiem Didi-lbermans mums parada, cik sarezgitas ir uztvero-
sas subjektivitates un iedomatas objektivitates attiecibas,
“Es" un pasaules attiecibas. Miusu zinasanas veidojas nemi-
tiga spélé, sakartojot un pazaudéjot, ienirstot lietu daudz-
veidiba un veidojot Ubersicht diagrammas, izmantojot savas
asociativi analogiskas spéjas un paklaujoties masu prata tiek-
smei péc racionalas kartibas. Tadéjadi 3i celojosa izstade skiet
apliecinam, ka estétiska epistéma var pilntiesigi pastavét li-
dzas intelektualajai, bet sensora izzina ne vienmér nonak
pretruna ar to, kas pievérsas tikai idejam.

Arhivésanas princips fotografijai piemit jau kop$ tas
dzimsanas. Fotografét nozimé izvéléties, savakt un visbei-
dzot izanalizét un sakartot realitates fragmentus. lkviena
izvéle attieciba uz saturu un formu parstav noteiktu, ipasu
skatpunktu un tatad iedarbina hermeneitisku procesu. Sa-
vukart pécaka attélu arhivésana, ja ta tiek veikta, ievérojot
precizus kritérijus un kategorijas, lidzinas izzinas procesam:
musu pieredze un misu domas veidojas, sakartojot manu
iespaidus, kas skarusi masu uztveri. Platonam izzina varéja
bat vienigi idejiska, un attéliem tolaik bija atvéléta ideju ko-
piju kopijas loma, turpreti vélak, pieméram, francu enciklo-
pédistiem attéli ka neatnemama sastavdala papildinaja sis-
tematisku un zinatnisku zinasanu ideju. Ari Zanders, kas
centas izprast apkartéjo sabiedribu, veidojot dalijumu kate-
gorijas un 3os tipus sakartojot, batiba veica gnozeologisku
méginajumu saglabat sava laika attélu cilvéces arhivam (un
art nakotnei). Tacu $is (tapat ka ikviens cits) méginajums ie-
slodzit pieredzi sistematiskas un racionalas kategorijas izra-
dijas esam maksliga konstrukcija —un ari radoss akts, ja més
ta vélamies, — un tatad ari $aja gadijuma skietamo objekti-
vitati ir spécigi ietekméjis uztverosa un domajosa subjekta
skatpunkts. lkvienu arhivu un ikvienu izzinu, no vienas puses,
veido precizas izvéles, kas tiek paturétas, saskirotas atbilstosi
universaliem terminiem un attiecigi uzglabatas atmina, bet,
no otras puses, to veido viss, kas netiek saglabats un, iespé-
jams, grims aizmirstiba. Katru kartibu ietekmé sava laikmeta
zinasanas, gaumeunintereses, untatadtair atkariga no vés-
turiska briza, kura tiek veidota. Un tiesi tapat katra fotogra-
fija batiba ir apzinats izgriezums no istenibas — izgriezums,
ko autors ir uztvéris un nolémis panemt no pasaules, nostip-
rinot uz divdimensionala nesgja, vienalga, vai tas batu fizisks
vai digitals. Ar ikvienu attélu tadéjadi tiek izveidots jauns ga-
balins cilvéces izzinas mozaika, kas nemitigi tiek parveidota,
izjaukta un atjaunota, mainot gan tas elementus, gan iek-
$éjas un aréjas sakaribas. @
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lectual one, and that sensible knowledge need not be in
contradiction to the rational one.

The principle of archiving was inherent in photography
right fromits origins. To photograph means to choose, collect
and in the final analysis to order fragments of reality. Each
choice of content and form represents a particular view-
point and therefore triggers a hermeneutical process. The
archiving of images then, if we follow precise criteria and
categories, corresponds to the cognitive process: our experi-
ence and our thoughts are formed through the processes
of systematization of the sensory impressions that have left
traces on our perception. For Plato, knowledge could not be
anything other than pertaining to ideas and images were
assigned the role of being copies of copies of ideas, while
much later, for instance in the encyclopaedias, the images
were an integral part of the systematic and scientific notion
of knowledge. The project of Sander, also, which sought to
achieve an overview of the society around him through the
creation of a categorized order of types was, beneath it all,
a gnoseological attempt to fix an image of its time in order
to archive humanity. But this attempt (like every other) to
enclose experience into systematic and rational categories
revealed itself to be an artificial construction — a creative act
also, if we wish — and hence the presumed objectivity here
also is permeated by the point of view of the perceiving and
thinking subject. Every archive and body of knowledge con-
sists of, on the one part, precise selections, retained and ca-
tegorised under a universal term, and which in consequence
are remembered, and on the other part, of things that have
not been preserved and which probably have been con-
signed to oblivion. Each system of order is influenced by
knowledge, by taste, by the interests of its period and there-
fore dependent on the historical moment in which it is
formed. Each photo - in the same way - is largely a con-
scious excerpt of the reality that the author perceives and
decides to extract from the world, fixing it onto a two-
dimensional base, physical or digital, whatever. With each
image, another piece in the mosaic of human knowledge is
built up, in continual reorganization, constantly disrupting
and renewing its elements and connections, both internal
as well as external.
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