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Kopsavilkums Raksta aplikoti mizikas novatorisma virzieni estétikas un stila
aspekta, Rietumeiropas modernistiska novatorisma ietekmes igaunu, latviesu un lietuviesu
muzikas jaunrade, so ietekmju modifikacijas un to nozime socialistiska realisma dogmas
izskausana. Lai ari t. s. socialistiskais realisms turéja skanu makslu savu mitu romantisma,
dzelzs priekskars nespéja aizkavet novatoriskas mazikas ietekmi sovetizetajas Austrum-
eiropas kultiras. Mizikas ekspresionisms, radies Rietumeiropa ka katastrofiskuma
maksla, austrumos, kur tika vajata subjektivitates izpausme, partapa un kluva par cilvéka
individualitates balsi. Neoklasicisms ar baroka intelektuali visparinato dzives izjutu un dina-
misko mazikas modeli palidzeja Baltijas zemju jaunradé parvarét iesikstéjuso, stagnéjoso
romantiski kontemplativo muzikdlo domasanu, stiprinat dinamiski procesualo mazikas
aspektu ka ekspresijas pamatu. 20. gs. 60.—70. gados Baltija uzplauka ari otrs neoklasicisma
virziens jeb neoromantisms — renesanses radoSo principu retrospekcija un liriska interpre-
tacija, centieni atdot tagadnei to, ko var fiksét un parradit, pasargajot no iznicibas. Siten-
dence saskaras ar laikmeta izplatitako novatorisma paradibu — neofolklorismu, kur, atSki-
riba no romantiska folklorisma ka folkloras materiala paklausanas Eiropas profesionalas
muzikas principiem, no pasa arhaiska tautas materiala tika atvasinati jauni mazikas struk-
tdru veidi. Minéto modernisma virzienu iespaids pakapeniski izskidinaja socialistisko
realismu, ievadija postmodernismu un vélak masdienu muzikas stilistisko pluralismu.

Summary This article discusses innovation in musical aesthetics and style, with
a focus on how Western European modernist trends influenced the musical creativity in
Estonia, Latvia and Lithuania and, after undergoing certain modifications, helped to get
rid of the Socialist Realism dogma. Even though the latter was holding the art of music
spellbound by its own romantic myths, the Iron Curtain was unable to prevent the impact
of innovative music on the sovietized Eastern European cultures. Musical expressionism,
which had arisen in Western Europe as an art of catastrophism, was transformed into
a voice of human individuality after entering the Eastern bloc where manifestations of
subjectivity were then persecuted. Neoclassicism with its intellectually generalized
baroque feeling of life and dynamic musical pattern helped to overcome the stagnant
romantically contemplative thought in the musical creativity of the Baltic countries, and to
strengthen the dynamically procedural aspect as the basis of musical expression. The
1960-1970s in the Baltics saw the flourishing of another trend of Neoclassicism or rather
Neoromanticism — a retrospection and lyrical interpretation of the creative principles of
Renaissance, which meant an attempt to offer to the present day something that could be
saved from destruction by recording and redoing. This tendency was close to the most
widespread innovative phenomenon of that time — namely, Neofolklorism which, unlike
the romantic folklorism that had subjugated folklore material to the principles of European
professional music, derived new types of musical structures from the archaic folk material.
The impact of the above-mentioned modernist trends gradually diluted Socialist Realism
and introduced Postmodernism, and eventually the stylistic pluralism of the music of today.
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Raksta mérkis — aplukot Baltijas zemju 20. gadsimta komponistu jaunradi Eiropas
muzikas virzienu un stilu spoguli. Tas izvirza uzdevumu vairaku desmitu komponistu
dailrade meklet un skaidrot to, ar ko katrs no viniem ir izmainijis vai papildingjis kada
laikposma vietéjo muzikas stilu, radoSo metodi, estéetiku. Izvéloties péetit mazikas
norises galvenokart no novatorisma viedok|a, autors nav piemingjis visus vietéjos
20. gadsimta komponistus, bet apltkajis tikai tos, kuri ir izcélusies 20. gadsimta jauno
muzikas virzienu, metozu, stilu vai kompozicijas tehniku daudzveidiba un ieviesusi
batiskus jauninajumus kaut vai neliela savas zemes skanu makslas attistibas posma.

Sakumi un premisas Par Eiropas modernisma sakumu médz uzskatit
1909. gada februari, kad italu dzejnieks Filipo Tommazo Marineti (Filippo Tommaso
Marinetti), ar futtrisma manifestu parsteigdams Parizi, kareiviga antiromantisma
aicingja likvidet jebkadu pardzivojuma un ciesanu atspulgu maksla. Nost Vagneru!
Nost skumjas un nelaimes! Nost pagatni un tradicijas! “(..) récoSs automobilis, kurs
skiet skrienam pa prieksu lozmetéja kartai, ir skaistaks par Samotrakes Niki"
(Marineti 2021: 22). Vinu atbalsojot, Zans Kokto (Jean Cocteau) driz deklargja, ka turpmak
pilséta, masinas, sports bis tas, kas iedvesmos makslas raditajus (Faure 1997: 27, 28).
Un tas nevaréja neietekmeét pazistamo francu komponistu grupu “Sesi” (Les Six), tas
t.s. jauno dinamismu un neoklasicismu. Savukart Vacija un Austrija, parspilgjot ro-
mantismam piemito5o individa un vides pretstatu, padarot to katastrofisku, radas
ekspresionisms. Muzika par ta instrumentu kluva atonalisms, ko Arnolds Sénbergs
(Arnold Schonberg) un vina lidzgaitnieki attistija [1dz dodekafonijai un serialismam.

Jau no gadsimta pirmajiem gadu desmitiem ar apkopojoso un visparinato jé-
dzienu "modernisms"” dazados makslas veidos tika apziméts makslas virzienu kopums,
nevis norobezojoss virziens, ka iepriekséjos gadsimtos bijis ar baroku, klasicismu vai
romantismu. Pietiek minét dadaismu, ekspresionismu, fovismu, sirrealismu, konstruk-
tivismu, kubismu, urbanismu u. c., lai rastos prieksstats par stravojumu daudzveidibu.

Artmuzika modernismam nepiemit vienots stils, metode vai virziens.! Un tomer,
par spiti izpausmju daudzveidibai jau ar 20. gadsimta pirmajiem gadu desmitiem

1 Stils, metode, virziens — Sis svarigas kategorijas autors lieto Sadas nozimes: stils attiecas uz
maksliniecisko formu ka izteiksmes lidzek|u organizetu kompleksu, kura ievérotas noteiktas
likumsakaribas, ka ari nozimju nosacitiba; metode izsaka makslinieciska véstijuma sakaru ar taja
tverto pasaules izjutu — pazistamakas vesturiskas metodes ir, pieméram, klasicisms, romantisms,
impresionisms; nereti metodei izveidojas sava raksturigs vadoSais stils, Sados gadijumos termini
"metode” un “stils” parklajas un var bat uztverami pat ka sinonimi; virziens ir metode konkréta
véesturiska izpausme, pieméeram, 19. gadsimta pirmas puses vacu muzikas romantisms, vai ari —
latvieSu nacionalas atmodas 19. gadsimta beigu tautiskais romantisms.
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muzikas modernisma ieziméjas ta stravojumiem kopigais. Muzikas stila tas ir
tonalitates principa beigas vai apsaubisana, vélina romantisma un impresionisma
noliegums, tadas muazikas valodas meklgjumi, kas butu briva no 19. gadsimta har-
monijas un orkestracijas. Tonalie principi tiek ne vien paplasinati, ka darija Rihards
Viagners (Richard Wagner) vai Klods Debisi (Claude Debussy) un citi, bet tie tiek princi-
piali noliegti.

Hronoloéija Raksta skarti dazadi modernistiska novatorisma virzieni, stili,
tehnikas — ekspresionisms, neoklasicisms, dodekafonija, serialisms, puantilisms,
postmodernisms, neoromantisms, neofolklorisms, sonoristika un citi. Tau Rietumu
literattra medz visu So 20. gadsimta modernistiska novatorisma kopumu hronolo-
giski iedalit tris posmos, tos apziméjot ar nosaukumiem moderna mizika (jeb
modernisms hronologiska nozime), jauna mazika un avangardisms jeb avangards.
Par modernisma un avangarda laika robezam dazados avotos un dazadas valodas
médz but tik lielas atskiribas, ka raksta autors ir izvélgjies sos divus lietot arpus hro-
nologiska aspekta un tikai 3o jedzienu visparigaja nozimé. Turpreti noteikti laika posmi
raksta tiek pieskirti Paula Bekera (Paul Bekker) 1919. gada ieviestajam terminam
“jauna mazika” (vac. — Neue Musik; fr. — nouvelle musique; angl. — new music (Bekker
1923). Ar jaunas muzikas laika robezam jasaprot posms no apméram 1910. gada lidz
vismaz 60. gadu vidum, kad to pakapeniski nomaina postmodernisms. Termins “jauna
mazika", kas plasi lietots vacu literatdra, gan nav lidz $im Latvijas muzikologija iega-
jies, tomér raksta autors ir vélgjies to ieviest — tam ir ne tikai noteikta hronologija,
bet Karls Dalhauss (Carl Dahlhaus) jaunajai muzikai ir devis ari konkrétu muazikas
valodas pazimju komplektu: disonanses emancipacija, asimetriska vai iracionala
ritmika, motorika, izteiksmes lidzek|u redukcija un blivums, linearisms, neoklasiskas
struktdras, t. s. muzikala sizeta izzuSana, urbanisms (Dahlhaus 1981).

20. gadsimta gaita gan Baltijas zemju muzika, gan Eiropa kopuma ir nomaini-
jusies vairaki novatorisma virzieni. Noteikta novatoriska stila iezime, kas sava laika
bijusi vai art skitusi nepiecieSama un novatoriskai muzikai gandriz obligata, velak
parasti zaudé savu doktrinaro raksturu. Pieméram, dodekafonijas un serialisma loma
Rietumeiropas komponistu jaunradé samazinajas jau 30. gados, péc tam ieguva
jaunu elpu pec Otra pasaules kara, bet 60. gadu otraja puse atkal kluva marginalaka.
Tas tomer nemazina ikviena jauna stila nozimi mazikas attistiba. Savu favorita no-
Zimi zaudégjis novatoriskais stils, kas ir pirms tam bijis nepieciesama antitéze tradi-
cionalismam. Tas gan zaudé polemisko asumu, tacu atstaj savu nospiedumu un
ietekmi art muzikas turpmakaja attistibas gaita.

Raksta ievéroto novatorisma attistibas iedalijjumu posmos izsaka sada shéma.
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1870/1890 1910/1920 1940/1950 1960/1970  1970/80 1990

(modernisms) =========nmmmmmmmmmmmeeeeeen (avangards) ----====mmmmmmm e

Vélinais romantisms

Jauna muazika

Postmodernisms

Stilu pluralisms

(Ar dubultlinijas pasvitrojumu apziméti Saja raksta lietotie novatorisma posmu nosaukumi. Punktota
[inija nozime posma turpinajumu lidztekus citiem posmiem. lekavas liktie jédzieni “modernisms” un
"avangards” vienigi rada, kados laikmetos tos medz biezak lietot, tacu raksta autors, ka minéts,
tiem hronologisku nozimi nepieskir.)

Pirms 1940 Eiropas mzikas novatorisma norises lidz Pirmajam pasau-
les karam Latvija atspogulojas maz. Sakot ar 20. gadiem, tas gan tiek apcerétas
periodiskaja presé, bet jaunradé izpauzas vispirms to komponistu darbos, kuri izgli-
tibu baudijusi arzemes, un tie bija galvenokart nacionalo minoritasu parstavji. Césis
1896. gada dzimusais vacbaltietis Eduards Erdmanis (Eduard Erdmann) lidz 18 gadu
vecumam macijas muziku un rakstija pirmas kompozicijas Riga, tad parcelas uz
Berlini, kur studijas iepazina ari Jaunas Vines skolas darbus, un no cetram vina sim-
fonijam Pirma (1919) veltita Albanam Bergam (Alban Berg), Otra (1923) Ernstam
Krsenekam (Ernst Kfenek). Tajas un paréjas ir daudz jaunas muazikas iezimju.

Krievija 1908. gada dzimusais Latvijas Konservatorijas absolvents Viktors
Babins (Viktor Babin) papildinajas kompozicija pie Franca Srékera (Franz Schreker) un
komponéja Sergeja Prokofjeva ietekmétaja t. s. jaunaja lietiskibas ievirze (Neue
Sachlichkeit; New Objectivity).

Pazistamais latvieSu komponists Janis Kalnins modernistiski radikalai stilistikai
nodevas jaunibas gados. 1924. gada pametis Latvijas Konservatorijas kompozicijas
klasi, vins kompongja demonstrativi disonantus, atonalus, galgji avangardiskus
dziesmu ciklus, kuru muazika grati saskatit noteiktu estétiku. Pats komponists par
savu 20. gadu “modernismu” velak ir izteicies, ka vinam “(..) jaunibas gados radusies
tieksme paradit katra saskana, katra akorda kaut ko jaunu, nebijusu, modernu. Ta
reizém traucéjusi sekot savam ieksejam radisanas impulsam” (Lesins 1978: 918).

Tacu kopuma, sakot ar 20. gadu vidu, latviesu mazika turpinaja dominét nacio-
nalais romantisms un vélinais romantisms, tikai retumis impresionisma atsvaidzi-
nats. Tiesa gan, bija sastopams ari simbolisms Jana Zalisa dailradé un ta sauktais
jugendstils dazos Jana Medina skandarbos, tacu Sie virzieni nepiederéja pie jaunas
muzikas.
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Lietuvas mazikai, jau sakot ar Mikolaja Curjona (Mikolajus Konstantinas Ciurlionis)
studiju uzsaksanu Varsava (1894), bija raksturiga maziku izglitosanas vai stradasa-
na Eiropas mizikas centros. Sadu kontaktu de| Rietumeiropas jauna muzika, péc
igaunu muzikologa Marta Humala (Mart Humal) ieskata, jau savas rasanas bridi
ietekmeéja Baltijas muzikas jaunradi (Humal 1985: 22). Lietuviesu komponistu saskare
ar aréjiem iespaidiem Saja zina bija nesalidzinama ar Latvijas muzikas samera lielo
noslégtibu un pavéra tiem daudz plasakas pieredzes iespéjas, lidzsvaroja Péterpils
Konservatorijas iespaidus ar Rietumeiropas ietekmém. 1922. gada tikai Leipciga
vien macijas pieci lietuvieSu komponisti (Vitolind 1937: 487). Vairaki studéja maziku
Berling, pieméram, Vlads Jakubéns (Vladas Jakubénas) pie Franca Srékera, ari Parizé.
Tapéc lietuvieSu muzika starpkaru perioda nepalika bez Rietumos gltiem jaunas
muzikas iespaidiem. Par to nav kluséjusi ari sovetiska literattra, pieméram, Stasim
Simkum (Stasis Simkus) parmetot Leipcigas Konservatorija iegiito “redlistiskas sakotnes
vajinasanos” un "idejiskus maldus” (Ginzburg 1963: 147, 148). Savas jaunrades attis-
tiba no velinas Aleksandra Skrjabina (Alexander Scriabin) muzikas iespaidiem lidz
atonalam ekspresionismam un pat elektroniskas muzikas eksperimentiem nonaca
Vitauts Bacevics (Vytautas Bacevicius) — Lodza (Palija) dzimis un turienes konserva-
toriju absolvéjis komponists un pianists, ievérojamakais Lietuvas mdzikas avan-
gardists, 1936. gada dibinatas ISCM (Starptautiskas jaunas mdzikas biedribas)
Lietuvas sekcijas vaditajs. Vina 30. gadu muzikas stila un estétikas spilgts rak-
sturotajs darbs ir simfoniska “Elektriska poéma" (Elektriné poema, 1932), kas atspo-
gulo 20. gadu Francijas mazikas t. s. jauna dinamisma ietekmi. Komponists si darba
anotacija rakstijis: "Es velejos tvert tas dzives skautnes, kas raksturo 20. gadsimta
laikmeta garu. Tapéc si skandarba galvenas iezimes ir neparasti aktivs dzives
impulss un mehaniskums, kas tipisks musu elektribas gadsimtam. Mehaniskums
Seit jasaprot ne tikai ka virspuséja dzives paradiba, bet ari ka iekséjs dzinulis.
Lidz ar to, protams, viss Sis darbs ir tieSs ta saukta sentimentalisma noliegums.”
(Zukiene 2009: 169)

Igaunijas komponistiem jau sakotnéji lidzas macibam Péterburgas Konservato-
rija bija raksturiga ne tikai izglito5anas Rietumeiropa ka lietuvieSiem, bet arf jaun-
rades sasaiste ar Rietumu literaras klasikas lieldarbiem.? Tas veicinaja igaunu skanu
makslas starptautisko skangjumu. Starpkaru perioda radoso ideju stiprakais kata-
lizators Igaunija bija Heino Ellers (Heino Eller), pie kura izglitojuSies gandriz visi
50. gadu radikalie igaunu muzikas novatori. Vina pasa jaunrade 20. gados izauga no

2 Raksturigie pieméri: Arturs Kaps (Kapp) oratorija “ljabs” (Hiiob) [Job], uvertira "Dons Karloss"
(Don Carlos); Rudolfs Tobiass (Tobias) uvertira “Julijs Cézars"” (Julius Caesar), kantate "“Damaskas Janis”
(Johannes Damaskuset) [Johannes Damascenus], oratorija "Jonas véstijums” (Joonase Idhetamine)
[Jonah"s Mission).
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impresionisma iespaidiem, bet partapa, apgustot ari lineari polifonisku muzikas
valodu un progreséjosu tonali harmonisko brivibu. Simfoniskas poémas "Régi”
(Viirastused, 1924) tematika liecina par simbolisma, bet muzikala izteiksme — par
ekspresionisma klatbutni. Jauna muzika vai pat avangardisms vél skaidrak izpaudas
Ellera Pirmaja stigu kvarteta (1925) — “tas izveidots lineari un viscaur disonanti”
(Leichter, Raats 1956: 82).

Heino Ellera pievérsanas jaunas muzikas stilistikai nebija noturiga, ta drizak bija
epizodiska. Tada Latvija bija ar jau mineta Jana Kalnina aizrausanas ar disonantu
muzikas valodu. Ja ieverojam, ka ari Lietuva galvenais avangardisma uzturéetajs bija
viens pats Vitauts Bacévics, tad jasecina, ka Baltija avangards pirms Otra pasaules
kara bija saméra marginala paradiba. Tiesa gan, nevar neieverot Eduarda Tubina
(Eduard Tubin) muzikas valodas attistibu Jaunas mazikas virziena, pieméram, osti-
nato tehniku vina Otraja simfonija (1937).

Kara laiks Vairakus gadus Baltijas komponisti bija sadaliti starp nacis-
tisko vacu okupaciju vinu dzimtené un Krieviju frontes austrumu pusé. Saja laik-
posma ieguvéja bija igaunu muzika — ne tikai tapec, ka Krievija vienkopus uzturejas
liels radoso spéeku skaits, bet arT tapéc, ka viniem bija labaka konsolidacija un kuplaks
jaundarbu skaits. Latvija par iezimigako kompoziciju kluva Jana lvanova 1943. gada
septembri Riga pirmatskanota Ceturta simfonija "Atlantida”. Taja izpaudas paveér-
siens 5 komponista simfoniskas muzikas stila un estétikas attistiba — no romantisma
unimpresionisma uz jauno muziku ekspresionisma forma. Visas tris sis stila paradig-
mas simfonija pastav [ldzas un pat parklajas. Par pirmajam divam liecina 2. un 3. dalas
jutekliskais krasnums ar daudztercu akordu paralélismiem, ka ari romantismam pie-
mitosa negativo priekSstatu demonizacija. Bet malgjas dalas par ekspresionisma
klatbutni vésta asimetriski un svaidigi ritmi, ekspresijas kapinasana vai aizvietosana
ar ritma motoriku, liels neatrisinatu disonansu blivums.

Igaunu muazikas laikmetigumu veicinaja karalaika komponistu organizatoriska
centra parcelsanas uz Leningradu 1944. gada sakuma un sakari ar turienes jaunradi —
Saja relativi rietumnieciskaja pilséta cenziras slogs par muzikas novatorismu bija uz
laiku atslabis, valsts apbalvojumus sanema pat avangardiski krievu komponistu
skandarbi. levérojamakaigaunu karalaika kompozicija Krievija bija Eugena Kapa (Eugen
Kapp) vesturiska opera "Atriebibas ugunis” (Tasuleegid). Taja romantiska stila inerci
mazina Modesta Musorgska opermuzikas ietekmes. No stagnéjosa romantisma briva
ir klasicisma ietekmeta Eugena Kapa Otra vijolsonate (1943). Kara laika okupétas
Igaunijas apstaklos dzimtas muzikas laikmetigumu uzturéja galvenokart Eduarda
Tubina skandarbi, visupirms Tresa (1942) un Ceturta (1943) simfonija.
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Par jaunrades sasniegumiem kara gadu Lietuva nenakas runat, jo tur nacistu
iebrukums bija daudz postosaks neka pargjas Baltijas valstis — tika slégtas augsta-
kas un arf daudzas citas macibu iestades, zinatnes un kultdras centri, vajati kultdras
darbinieki. "Tur mizikas dzive gruzdéja ipasos apstak|os,” raksta Vitauts Landsbergis.
“Nemot véra Sos apstak|us, vajatas nacionalas kultdras aizsardziba (muzikalos iestu-
déjumus un cilvekus ieskaitot) ir drizak petama ka dala no plasas antifasistiskas
Pretosanas kustibas” (Landsbergis 1982: 45). Frontes otraja pusé — Krievija — lietu-
viedu Valsts makslas ansambos nonakuso skaits bija neliels. So ansamblu mizikas
dalu parzinaja Abels Klenickis, kurs karalaika komponista darbibu tikai saka.

Sta,Iinisma gadi Péckara gadi lidz Stalina navei (1953) bija jaunradei
visnelabvéligakais laikposms. Relativi liberalaka attieksme pret jaunradi saglabajas
tikai pasos pirmajos péckara gados, jo rezims, bazidamies, ka Rietumu sabiedrotie
var vélreiz izvirzit Baltijas jautajumu, saimnieciskas un sabiedriskas dzives sovetiza-
ciju Baltijas zemés sava zina it ka ievilcindja (Bleiere et al. 2005). Tapéc koncertu
programmas pavidéja ari Latvijas neatkaribas gadu nacionalais repertuars, bet Janis
lvanovs bez kavesanas turpinaja Ceturtaja simfonija “Atlantida” uzsakto celu uz
ekspresionismu.

Vina Piekta simfonija (1945) jau ar pirmo takti atskanéja ka signals, ka ekspre-
sionisma posms latvieSu muzika ir pieteikts. Proti, pirmas dalas ievada intonacija —
spalgs dominora kvartas Iéciens sibemol-mibemol, asi disongjot ar domazora toniku
fona — skangja ka ekspresionisma simbols Ur-Schrei(vac. — ‘pirmatnéjais kliedziens').
Sads simbols raksturigs ne vien gleznieciba, bet ari mizika, "tas ir ka emociju izvir-
dums, kurs nojauc pienemtas kultdras normas un robezas” (Dambis 2003: 10).
(Sis ekspresionisma simbols aizglts no norvégu gleznotaja Edvarda Munka (Edvard
Munch) gleznu un grafiku serijas "Kliedziens” (vac. — Der Schrei).) §ajé kara iespaidu
simfonija domingjosa ir katastrofas izjata, tragédijas klatbltne. Jaunas mazikas
iezimju daudz vairak neka "Atlantida’, asa disonanse ir domingjosais saskanas tips,
balsvediba daudz linearisma.

Ar ekspresionisma pieteikumu Janis lvanovs sevi ierakstija jaunaja muzika, tacu
tomer nezaudéja vienu no raksturigakajam savas skanu valodasipatnibam — ekspre-
sijas un plastiska telojuma vienotibu. Ari Saja simfonija tas 3. un 4. dala pavid valSvei-
diba, himniskums un citi Zanriska télojuma momenti. Tatad viena no jaunas mazikas
pazimém, proti, muzikala sizeta izzusana, Seit vél neizpauzas pilna méra. Lidzigu
situaciju ir pazinusi gleznieciba: vai tas ir "tirs” ekspresionisms — ta jauta latviesu
vizualas makslas pétnieki par gleznotaja Voldemara Zeltina (1879-1910) dailrades
attistibu no impresionisma lidz ekspresionismam. Vinu atbildes ir gan laikabiedru

Letonica 55 2024 11



vértgjumi par Zeltinu ka avangardistu (Abele 2021: 305), gan par vinu k& nonakusu
"uz ekspresionisma robezas” (Abele 2021: 194). Péc analogijas varam teikt arf par
Jana Ivanova Piekto simfoniju — tas ekspresionisms nebija “tirs”, bet tomér eks-
presionisms.

Jana lvanova Piekta simfonija, tapat ka lidzigas stilistikas Otrais stigu kvartets,
piederéja pie tiem stalinisma laika PSRS komponistu darbiem, kas, ieprieks sanemusi
ideologiskas varas akceptu un dazs pat Stalina prémiju, peksni ar Sis pasas varas
gribu tika nosoditi ka sabiedribai Skietami kaitigi un tika aizliegti. STta saucama for-
malisma nosodisanas kampana, kas sakas ar bédigi slaveno kompartijas central-
komitejas 1948. gada 10. februara lemumu Par Vano Muradeli operu “Liela draudziba”,
skara komponistus visas PSRS republikas un ta dévétajas socialisma nometnes
zemeés, tostarp ari Baltija. Pieméram, Lietuva tas bija mazikas klasikis Stasis Vainans
(Stasys Vainianas), jo sava Rapsodija divam klavierém (1947) bija iestradajis lietuviesu
tautas muozikas formu sutartines ar tam raksturigo disonanto vairakbalsibu
(Gaudrimas 1973: 531).

Tacu relativa péckara liberalisma beigas un rezima spaidi pret muzikas novato-
rismu sakas jau pirms tam — 1946. gada ar trim kompartijas lemumiem — atbilstosi
par literatru, teatri un kino. Sie lémumi kjuva par visu makslas nozaru politiskas
reguleésanas instrumentiem. Socialistiska realisma jédziens tika pielagots jebkadai
politiskas konjunktaras kaprizei, lai kalpinatu makslu tas vajadzibam.

Mazikas attistibu seviski bremzgja ideologiskas varas vérsanas pret subjekta
klatbatni taja, tatad pret liriku, individa psihologiju. Subjekta izpausme maksla tika
uzskatita par sabiedriski nenozimigu — raksturigi, ka staliniskaja literatdra un teatri
kolektivs vienmeér cinas pret individualitati (kulaku, revizionistu, spiegu) (Kalna-Pukite
2008: 26). Lidz ar subjekta noliegumu un lirikas ignoréSanu panika solodziesma (péc-
kara pirmais milestibas dzejolu krajums okupétaja Latvija iznaca tikai 1957. gada -
Cetrus gadus péc Stalina kulta atmaskosanas). Saja situacija Rietumeiropa dzimusais
ekspresionisms, kas tur nereti ticis uzskatits par subjekta izpausmes parspilgjumu,
sovetiskajos individa skausanas socialajos apstaklos paradoksala karta kluva pir-
mais subjekta jatu dzives reabilitétajs virziens latvieSu mazika.

Cits attistibas kavétajs faktors bija ideologiskas varas prasiba péc program-
matisma un itin ka sizetiski stastoSas mazikas dramaturgijas. LatvieSu mazikai un
zinama mera Baltijas muzikai kopuma, kura jau tradicionali bija domingjusi romantiski
télojosa izteiksme, minéta kampana pret “formalismu” turpinaja veicinat 5o noslieci

3 Lémums "Par Zurnaliem "Zvezda" un "Leningrad"" 1946. gada 14. augusta; Iémums "Par
dramatisko teatru repertuaru un pasakumiem ta uzlabosanai” 1946. gada 26. augusta; |[Emums
"Par kinofilmu “Liela dzive"" 1946. gada 4. septembr.
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uz kontemplaciju par sliktu dinamiski procesualam norisem muzika. Tas latviesu
muzika tradicionali bija kavgjis izteiksmibas, ekspresijas aspektu, logiski procesualo
attistibu un visu to, ko nosaka muzikalo priekSstatu tapsana laika. Pirmais to radikal
bija parvargjis Janis lvanovs ar “Atlantidu” un seviski ar Piekto simfoniju, tacu tagad,
lai varétu turpinat komponista darbibu, vinam bija jaatgriezas pie zanriski télojosas
izteiksmes un individuali psihologiskais elements japaklauj tautiski objektivajam.
Kampana pret “formalismu” PSRS centralais muzikas zurnals publicéja rakstu, kura
programmatisma klatbatne vai atbitne jaunradeé tika traktéta ka komponista poli-
tiskas nostajas jautajums (Apostolov 1950: 31). So toreizéjo situaciju apzinoties,
vieglak saprast, kapéc Janis lvanovs sava Sestaja simfonija (1948-1949) un dazos
citos skandarbos no muzikas valodas novatorisma atkapas. Deportacijas tajos
gados bija skarusas ari vina tuvinieku loku.

Tomer lvanovs sava simfoniskaja muzika neatlaidigi tiecas atjaunot subjekta
balsi. Vairidamies komentét pasa skandarbus, vins par Septitaja simfonija (1953)
izteikto véstijumu tomer piebildis: “(..) varbat .. atradisies vieta ari sirsnigam stasti-
jumam par sevi." (Vitoling 1955: 7) Protams, mizika stastot par sevi, komponists
vélgjas izteikt subjekta izjitas iepreti istenibai. Sis izjutas vinam vienmer bijusas
svarigas: “Jana Ivanova simfonijas jatama kada liriski psihologiska varona klatbatne,
kada viriskiga, bet ar dzivi neapmierinata ideala personiba, kuras skatijuma tiek
izvirzitas dzives un cilvéka iekséjas pasaules problémas.” (Pelécis 2005: 3) Minéta
Septita simfonija bija pabeigta Stalina naves gada, kad sakas “tautu teva” kritika
un ideologiskas regulésanas formas kluva mazak tiesas.

Stalinisma peclaiks Muzikali psihologiska spriedze pieauga Jana
lvanova Astotaja simfonija (1956). Kapinot subjekta konfliktu ar apkartni un sevi,
komponists atjaunoja sava simfonisma ekspresionistisko izteiksmi Devitaja (1960)
un vairakas turpmakajas simfonijas. Un tomer ari tas ieéno Ivanovam raksturigais
it ka sléptais poétiskais telojums.

Tikmeér igaunu mazika parvaréja gleznaini aprakstoso romantisko jaunrades
metodi pa at&kirigu ce|u. So rindu autors atceras bridi, kad arT Latvijas Valsts konser-
vatorijas saimi ka atsvaidzinosa tdens 5alts sasniedza Eino Tamberga (Eino Tamberg)
izaicinosi neobarokalais simfoniskais Concerto grosso op. 5 un zina, ka tas sanémis
Vispasaules jaunatnes un studentu festivala zelta medalu. Tiem laikiem neparasti
pargalviga dinamika, solistu virtuozitates pretstatijums orkestrim, sitaminstrumentu
izaicinajums, tautiskie motivi nebijusa traktejuma — tas viss Skita ka jaunas, citadas
mizikas apsolijums. Jau ar iepriek$&jo opusu — Piecam romancém ar Sandora Peté&fi
(Sandor Petdfi) dzeju op. &4 (Viis romanssi S. Petdfi luulele) — Tambergs bija pieteicis
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modalu harmonisko domasanu un jaunu attieksmi pret disonansi. Nakamaja opusa
"Simfoniskas dejas” (1957) vins ievadija neoklasicisma sintézi ar dinamizetu igaunu
tautasdeju materiala simfonizaciju, ko partvéra ari dazi citi jaunie igaunu komponisti.
Tambergs to turpindja "Baletsimfonija” op. 10 (Balett-siimfoonia, 1959).

Jana Retsa (Jaan Radts) mazika — Pirmaja simfonija (1957) un instrumentalajos
koncertos — neobarokala izteiksme ir it ka racionalizéta, kapinata ar motoriskumu un
aktivu sitaminstrumentu lomu. Vins jaunradé nevairijas arino urbanisma un 1959. gada
izteicas: "Tikko pabeigtaja TreSaja simfonija es centos atspogulot dazas masu ikdienas
dzives puses [..]. Necentos imitét motoru troksni, tacu vélgjos ar muzikaliem lidzek-
liem atveidot masu laikam raksturigo “masinu garu”, tehnisko varenibu, kas neaiz-
éno cilvéku, bet, gluzi otradi, rada vina radosa gara lielumu. Atbilstosi saturam es
lietoju Saja darba musdienu mazikai raksturigo aso valodu un motoriskos ritmus.”
(Normet 1974: 53) Rétsa vardos un muzika viegli saklausama lidziba ar 20. gadsimta

v

sakuma francu muzikas t. s. jauno dinamismu un grupu "Sesi” (Les Six), taCu igaunu
neoklasicisma sastopama ari aleatorika (Jana Rétsa Vijolkoncerta ar kamerorkestri,
1963), ka art dodekafonija — Heino Jirisalu (Jdrisalu) humoristiskajas Tris serenadés
kamerorkestrim (Kolm serenadi, 1961). Visu minéto komponistu mazikas valoda
atbalsojusies ari radosi apgiti Dmitrija Sostakovi¢a un Sergeja Prokofjeva iespaidi.
Lidz ar originalo neoklasicisma iestradi igaunu mazikas attistiba jaunas mizikas fazi
bija sasniegusi.

LietuvieSu mazika neoklasiska tipa dinamisms visskaidrak izpaudas Algimanta
Brazinska (Algimantas BraZinskas) Kamersimfonija (1967). Sis darbs it ka noslédza
neparastiintensivo 60. gadu posmu Lietuvas muzika (pari par desmit muzikalas ska-
tuves darbu, trispadsmit dazadas simfonijas, vairaki desmitiinstrumentalu koncertu),
ka ari sava zina stilistiski noskaidroja 5o meklgjumu un eksperimentu laiku, kura bija
izpaudies romantisms un ekspresionisms, tradicionals un atjaunots programma-
tisms, politonala un atonala muzikas valoda, lineara balsvediba, pat centieni piesais-
tit moderno sadzives deju eksotiku. Tacu Brazinska Kamersimfonijai raksturigais
zanriski objektivais, klasicistiskais instrumentalisms 60. gadu beigas jau arvien vairak
tuvojas dramatiski konflikt&josai izteiksmei. Sada partapsana toreiz vél redzamaka
bija igaunu muzika, visspilgtak Jana Rétsa jaunradé — Sestaja simfonija (1967),
Koncerta klavierem un orkestrim (1968). Lietuviesu mazika ievérojamakais sadas
ievirzes darbs bija Eduarda Bal$a (Eduardas Balsys) "Dramatiskas freskas” (Drama-
tinés freskos, 1965). Taja konfliktéjosi dramatisks koncertiskums brivs no atklata
neoklasicisma, bet izcelas ar mérktiecigi izmantotu dodekafonijas tehniku un tomer
struktdras un dramaturgijas dé| pieder pie klasicisma.

LatvieSu muazika neoklasicisms izpaudas mazak. Pirmais 18. gadsimta deju sti-
lizacijas gadijums gan ir jau Adolfa Skultes baleta “Brivibas sakta” (1950, otra red.
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1955), tacu tur &is neoklasiskas dejas paradijas tikai aristokratiskas sadzives rak-
sturosanai barona pil1, bet ne komponista radosa véstijuma nozimé. Neoklasicisms
ka antiromantismaizpausme raksturo Edmunda Goldsteina Cellkoncertu (1963), vins
nelieto romantisma stilistikas izteiksmes lidzek|us, bet gan klasicismam raksturigos
melodikas, ritmikas un faktdras elementus. Savukart Adolfa Skultes Klavieru sona-
tiné (1956) un vél dazos vina darbos neoklasicisms drizak ir estétiski maz izteikts
spéles elements, jo no klasicisma atbalsim netiek veidoti jauni muzikali priekSstati.
Visparinati skatot, jaatzimé, ka Adolfu Skulti, vienu no ievérojamakiem 20. gadsimta
otras puses latvieSu komponistiem, jaunas mazikas virzieni un avangardisms ko-
puma neskara gandriz nemaz. \/ins piederéja pie ta komponistu tipa, kuri — ka veli-
nais Mariss Raveéls (Maurice Ravel), italis Otorino Respigi (Ottorino Respighi), rumanis
DZordze Enesku (George Enescu) — péc vélina romantisma izskanas palika it ka post-
impresionisma un klasicisma mijiedarbes skarta stilistika un estétika.

Sadai ievirzei pieskaitami ari vairaki nozimigi lietuvie$a Julus Juzelina (Julius
Juzelidnas) darbi, visupirms vokali simfoniska Tresa simfonija “Cilvéka lira" (fmogaus
lyra, 1965) ar Eduarda Miezelaisa (MieZelaitis) dzejas tekstu. Komponista originala
tonali harmoniska sistéma, kas balstas lietuvieSu folkloras senako intonativi harmo-
nisko Tpatnibu universalizacija, pieskir simfonijas muzikai senas konkréti priekSme-
tiskas estetiskas uztveres ipatnibas. Tacu reize taja ir sava zina panteiska cilvéka un
dabas nepieciesamas vienotibas simbolika, personibas un aréjas pasaules saskanas
patoss, ko izstaro arm MieZelaiSa dzeja. Jaunas muzikas novatorisms Seit izpauzas
nevis tai tradicionalajos cilvéka iekséjas pasaules pretmetos un konflikta ar arpa-
sauli, bet akcentéti tver dzivi un dabu to viengabalainiba un cilvéku ka Sis viengaba-
lainibas sastavdalu, pauzot postmodernisma ieskanas.

Latviesu muzika Janis Ivanovs nebija vienigais ekspresionistiski orientétais
komponists. 1955. gada Latvijas Valsts konservatorijas kompozicijas klasi absolvéja
Romualds Grinblats, kurs no 1946. gada bija macijies Leningrada pie Dmitrija
Sostakovica skolnieka Oresta Jevlahova (Orest Jeviahov) un iepazistinats ar agrina
Sostakovica stilistiku un estétiku. Tai savukart 30. gados, péc Aleksa Rosa (Alex Ross)
vardiem, nebija svesa "Hindemita, Veila, Bartoka un Stravinska vidéja perioda
"objektiva”, sentimentalitati noliedzosa izteiksme” (Ross 2011: 206). Tapéc Grinblatam
attieksme pret romantisma tradicijam jau sakotnéji bija citada neka vairakumam
Latvijas komponistu, kuri no Sim tradicijam tikai pakapeniski auga ara. VVins jau sakot-
néjilietoja un radikalizéja Sostakovita ietekmétu skankartu sistému, driz nonakdams
pie dodekafonijas ("Klavierkoncerts”, 1963). Tacu jau 60. gadu sakuma vins ar so
rindu autoru lidzdalija savas simpatijas puantilismam, vina Sonaté klavierém puan-
tilisms iet roku roka ar aleatoriku (1969). Tada karta Grinblata jaunrade saméra isa
laika attistijas vairakas avangardisma tehnikas.
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Atskirtba no vina, kurs jau debitejot bija pazistams ar jaunas muzikas tehnikam,
Artdra Grinupa divas pirmajas simfonijas (1958, 1959) dominéja Antona Bruknera
(Anton Bruckner), Gustava Malera (Gustav Mahler), Riharda Strausa (Richard Strauss)
ietekmets konfliktu simfonisms. Péc tam Grinupa jaunrade lidz galgjibam sakapinats
muzikas romantiskais konflikts partapa ekspresionisma, resp., sava pretstata. Pie-
auga ostinato principa lietojums, tonala nenoteiktiba, lidz kamér dramatiski sabiezi-
nata simfoniska izteiksme, sakot ar Sesto simfoniju (1962), “visai uzkritosi parveido-
jas neoklasicistiski racionalas un emocionali distancetas muzikalo domu struktaras”
(Kudins 2006: 18). Devinu simfoniju un desmit citu simfonisku kompoziciju autora
brieduma gadu dramatiski konfliktéjosajos darbos iestravo neoklasicisms, tas tur
izpauzas ka makslinieciskas disciplinas veicinatajs klasicisms.

Stila normu dazadosanas laiks Rietumeiropa dzimusa ekspresio-
nisma ietekme bija atjaunojusi un kapinajusi socialistiska realisma apkaroto subjekta
klatbdtni un izteiksmi skanu maksla. Savukart pievérsanas neoklasicismam biezi no-
vérsa normativas estétikas sasaurinato mazikas télu diapazonu, palidzéja parvarét
programmatisma un stastosi verojosas statikas inerci Baltijas zemju muzika, veici-
naja dinamiski procesualas izteiksmibas lidzek|u izstradasanu. Lidz ar to intelektuali
visparinata istenibas uztvere mizika guva parsvaru par socialistiska realisma veici-
nato izteiksmes un télojuma empirismu.

Lai art 1962. gada izstadé “Jauna realitate” Maskavas manézas zalé notika vél-
reizéjs rupjs sovetiskas ideologijas uzbrukums makslas novatorismam un tas atkar-
tojas 60. gadu vidu, kad kompartijas centralkomiteja tika piesaukti “pagrides
avangardisti” Baltija (Dambis 2003: 43), tomér atjaunotnes process visa kultiiras
telpa vairs nebija apturams. Sabiedriba modusas ilgas péc cilvécigakas, ideologiski
nereglamentétas makslas izpaudas visas tas nozarés.

60. gadi bija paverusi plasaku informaciju par skanu makslas norisem pasaulg,
kuras turklat notika svarigas parmainas. Sie gadi dazadu iemeslu dé| izvértas par
“postserialas avangarda mizikas sakumu” (Danuser 1984: 284). leplesoties serialisma
un puantilisma saraibinatajam skanu audumam, tas bija k|uvis tik amorfs, ka Gérgs
Ligeti (Gyorgy Ligeti) 1960. gada pilnigi atteicas no fikséta augstuma skanam, to
melodiskas un ritmiskas organizacijas, bet ta vieta koncentréja uzmanibu uz pa-
siem skanu fenomeniem, to briviem un bliviem sakopojumiem jeb, péc pasa vardiem,
"uz skanam pasam par sevi” (Lichtenfeld 1979: 47). éajé t. s. sonoristikas tehnika
skana pati kluva par jutekliskas iedarbibas sikako dalinu, kas iedarbojas ar pasas
energétisko potencialu. Baltijas maziku vidé Sai sakara pirmais gandriz vai fiziski
izjutamais parsteigums bija KSistofa Penderecka (Krzystof Penderecki) izcilais
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sonoristiskais skandarbs 52 stigu instrumentiem "Hirosimas upuru pieminai” (1960) —
serialisma ierastas skanu abstrakcijas vieta tas naca ar skanu sensualismu, veidojot
izteiksmi plasos klastera veida dinamiskos skanu blokos. Ta bija serialisma norma-
tivo funkciju atmesana un jutekliski tveramas télainibas reabilitacija.

Par citu postmodernisma zimi kluva DZona Keidza (/ohn Cage) favorizéta kolazas
metode, ta labi kalpoja ka véertibu relativisma raditajs. Savukart daudzas no tam citu
kontinentu tradicionalajam kultidram, kuras plasak atklajas, pasaules kolonialajai
sistémai brikot, muzika allaz izradijas bijusi galvenokart harmonizéjoss spéeks, un
gis paraugs bija ierosinos. Sis "eksotiskas” kultdras kluva par vienu no postmoder-
nisma impulsiem. Stila zina postmodernisms atgriezas pie tadas harmonijas, kura
vairs nav konsonansu “aizlieguma”, un pie tonalitates ka skanu gravitacijas atskaites
sistémas. Atjaunotas vai jaunas ekspresivitates mekléjumos tika lietotas ari véstu-
riski pastarpinatas muzikas formas — caur agrina modernisma alias vélina romantis-
ma stilu. Ta radas vel viens stils ar priedékli "neo-" — proti, neomodernisms. Lieki
teikt, ka Seit ir runa nevis par balstisanos klasicisma vai vél senaka muzikas laikmeta,
bet gan saméra jauna — vélinaja romantisma, ko pazist ari ka modernismu.

Sada neomodernisma spilgts gadijums, pieméram, bija K$istofa Penderecka
Cellkoncerts (1973) un Pirma simfonija (1973).

Viegli saprast, ka plasas postmodernisma izpausmes muzika izraisija ari jédziena
“neoromantisms” (@angl. — neo-romantic) paradisanos. Lai ari tas tika skaidrots ka ter-
mins “neokonservativa postmodernisma izpausmju apzimésanai” (Pasler 2001: 757)
un lai art cik konservativs bitu, taja romantisma ipasibas nebdt neatgriezas pilna
apmeéra. Turklat romantisms atdzima nevis gatavu izteiksmes formulu veida, bet ar
jatamu intelektualu atsifréjumu un interpretaciju. Batiba sis romantisko télu reflek-
sivais apjegums bija isti patiesais jaunums, ko sniedza neoromantisms.

Atgriezoties pie 60. gadu parmainam Baltijas zemju muzika, jaatzime, ka minéta
jaunrades stilu un virzienu dazadoSanas un daudzveidiba tai bija visai raksturiga.
Agrak latvieSu un lietuvieSu mazika daja komponistu ekspresionisma iespaida bija it
ka izdarijusi pienemumu, ka muzikalas izteiksmes un stila visparejais attistibas celS ir
arvien augosas psihologiskas un leksiskas sarezgitibas ce|s. Diezgan biezi serialisms
bija favorizets bez istas izpratnes un saturiskas nepieciesamibas — sava zina ka
rikoSanas ar “svesu erudiciju”. Tagad makslots intelektualisms strauji diskreditéjas
par labu asociativas, priekSmetiski plastiskas izteiksmes nozimei muzika, stilistiska
radosas ietekmésanas sféera. Ekspresionisma un dodekafonijas pamatlicéjus par-
spéja impulsi no Bélas Bartoka (Béla Bartok), Karla Orfa (Carl Orff) un citiem agrak
mazak ievérotiem autoriem.
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Socialistiska realisma dogma $aja tendencu daudzveidiba bija zaudéjusi nozimi.
Francu revizionistiska marksista Rozé Garodi (Roger Garaudy) gramata "Par realismu
bez krastiem” (Garaudy 1964) tika partulkota un kluva populara, lai arT apstridéeta,
PSRS intelektualu vida, art Baltija. Jédzienu “socialistiskais realisms"” arvien biezak
meédza aizvietot ar neitralako "socialistiska maksla”, kas varéja nozimeét visu ko.

Tada karta varam teikt, ka 20. gadsimta pirmas puses jaunas muzikas posms
ari Baltija I1dz 60. gadu vidum bija beidzies. Tas gan nenoziméja visu So modernisma
veidu un tehniku — atonalisma, ekspresionisma, dodekafonijas, sonoristikas u. c. —
izzusanu, tacu tie vairs turpmak nebija aktuali ka doktrinas, bet tikai ka komponenti
plasaka, driz vien pat pluralistiska stilu ainava. Komponisti, kuri debitéja 60. gadu
vidd, velak ar savu jaunradi piepildija vairak par pusgadsimta telpu, tai sniedzoties
[idz pat 21. gadsimta 20. gadiem.

Ka spilgti atskirigs no visa latvieSu muzika iepriekséja debiteja Imants Kalnins.
Vins bija 60. gadu pirmais latvieSu komponists, kurs simfoniskaja mazika tik princi-
piali atteicds no nacionala romantisma. 5T romantisma etniskais pamats, kas sak-
nojas zemnieku tautas muzikas plustosaja melodisma, vienkarsa dalijjuma ritmika,
trihordiskajas intonacijas, bija izzudis jau pirmajas Imanta Kalnina kompozicijas
(Koncerts €ellam ar orkestri, 1963; Pirma simfonija, 1964). Nacionalajam romantis-
mam raksturigo gleznaini télojoso detalu statiska apspéle atdeva vietu mazikas pro-
cesualajai pusei, ta sasniedzot lielaku emocionalo visparingjumu un intelektualaku
istenibas skatijumu. Konflikti atrisindjas ne vairs skaista pardzivojuma, bet skarbi
patétiskas neoklasicisma formas, un tas liecinaja par Imanta Kalnina agrina sim-
fonisma radniecibu ar Artiira Onegéra (Arthur Honegger) un Dmitrija Sostakovita
dramatisko klasicismu.

Citadi laikmeta skarbos konfliktus risinaja igaunu ievérojama komponista Arvo
Perta (Arvo Pdrt) mizika. Jaunrades pirmaja posma vins aktivi un originali pievérsas
avangarda tehnikam. Serialismu simfoniskaja “Nekrologa” (1960) papildingja un
modificéja kompozicijas Perpetuum mobile (1963) izaicinosais konstruktivisms, ka ari
klasteri un heterofoniska polifonija Pirmaja simfonija (1963), galgjie skanu bloku
pretstati Cellkoncerta Pro et contra (1966).

Sakot ar 1964. gadu, lielu izteiksmibu Perta muzika iegust kolazu tehnika —
simfoniskaja Collage per B-A-C-H(1964), vokalsimfoniskaja Credo (1968). Otras simfo-
nijas (1966) orgiastiski disonanto maziku pasa nobeiguma it ka “izslédz” peksns maigi
sentimentals citats "Salds sapnis” no Pjotra Caikovska "Bérnu albuma”. Tas izskan ka
postmodernisks apliecinajums muzikas emocionalo vértibu relativismam un varbat
nojausta jauna muzikas laikmeta sakumam. Sakot ar 70. gadiem, Arvo Perts izveido
pats savu minimalisma tehniku tintinabuli, iedvesmojoties no senu baznicas zvanu
spelu piemeériem. Velak vina bagatigo un visa Eiropa noverteto jaunradi ietekme ari
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seno sakralo muzikas kultiru paraugs. Tas bija savdabigs neoromantisms, kas daz-
kartieguva pat sakrala minimalisma nosaukumu.

Savukart latviesu muzikas 60. gadu jaunais debitants Pauls Dambis pécisas piever-
Sanas avangarda tehnikam pieteica jaunu, neoromantisku attieksmi pret pagatnes
kultdras mantojumu un visupirms — renesansi. Vokalinstrumentala poéma “Dzordano
Bruno sarts” (P. E. Rummo, 1965), oratorija “Zila planéta” (ar antiko un mdsdienu
domataju vardiem, 1967), aratorija Stanza di Michelangelo (1971) liecina ne tikai par
minéto tai laika saplauku$o interesi par vésturi. Sie darbi bija arf lieciba par cilvéka
personibas problému renesansi 60. gados, kas ieguva savdabiga neohumanisma
pieskanu un raisija pievérsanos Sis problémas genézei cauri véstures laikmetiem.
No tematikas viedokl|a to varetu dévét par neoklasicisma atzaru. Tacu tas bija tads
pagatnes skatijums, kas saistits nevis ar intelektuali racionalistisko baroka polifo-
niju, bet gan tiecas péc renesanses radoso principu neoromantiskas interpretacijas.

STsenatnes makslas atjaunota interpretacija saskaras gan latviesu, gan — lai ari
citada veida — igaunu muzika ar principiali jauniem folkloras partveres panemieniem.
Pauls Dambis Sai zina at|avas visai radikalus solus — linearo polifoniju, kora deklama-
cijas un sonoristikas elementus, diatonisko pakapju disonéjoSus sablivejumus
(vokals cikls ar klavierem “"Kurzemes burtnica” (1967); cikls sievieSu korim “Sérdienu
dziesmas” (1968) un citi). Tpaéi jauzsver, ka seno dziesmu melodiskais slanis vai ta
imitacija nebit netika traktéts romantiskas psihologizacijas ievirzé, ka tas agrak bijis
tradicionalo apdaru vairakuma, bet taja tikai tika paspilgtinatas sim slanim piemito-
sas folkloriskas ipasibas — lietiska funkcionalitate un ritualisms.

Lai atklatu senas ritualiskas mazikas struktdras un to monotonijas sugestivo
iedarbibas spéku, igaunu komponistam Veljo Tormisam (Veljo Tormis) radikali kompo-
zicijas tehnikas panemieni pat nav nepieciesami — to paveic So seno dziesmu pasnie-
gums, kas tirs no muzikali psihologiskiem uzslanojumiem, vai ari tads, kas atjauno un
turpina izzidoSas senas struktlras. “Ne es izmantoju tautasdziesmas, bet tas iz-
manto mani,” vélak raksta komponists sava folkloristiskaja baletkantates “lgaunu
balades"” (Eesti balladid, 1980) komentara un turpina: “Tad mans darbs ir k|Gt, ta sa-
kot, par galdu, uz kura tas var pasniegt un var izvérsties to iedarbiba.” (Tormis 1980: 4)
ST attieksme pret tautasdziesmam visraksturigak izpauzas to publikacijas koriem,
kur tas biezi iztiek bez ipaSas radosas interpretacijas — piemeram, ciklos “lgaunu
gadskartu ierazu dziesmas” (Eestikalendrilaulud, 1967), "13 igaunu tautasdziesmas”
(13 eesti liidirilist rahvalaulu, 1972), “Senas juras dziesmas" (Muistse mere laulud, 1979),
“Latviesu burdondziesmas” (Ldti burdoonlaulud, 1982), ka ari votu, izoru, ingériesu,
vepsu, karé|u un citu ta saucamo aizmirsto tautu dziesmu ciklos. Tacu Veljo Tormiss
So ritualisma muzikas izteiksmibu parnes ari citas tematikas vokalaja mazika, daudz
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komponé kantates un oratorijas zanra, tostarp tematus no episkas poemas “Kalevala”,
pieméram, vokalsimfoniskaja ainava "Dzelzs apvardoSana” (Raua needmine, 1972).

Ritualisma formam tuvas bija art igauna Anti Margustes (Anti Marguste) Tresa
(1966) un Ceturta (1967) simfonija. Savukart lietuviesa Bronus Kutavica (Bronius
Kutavicius) skandarbos akcentétais seno folkloras slanu ritualisms sasniedz zinamu
muzikas valodas neoprimitivismu. Oratorija "Pédéjie paganu rituali” (Paskutinés
pagoniy apeigos) un vairakas lidzigas kompozicijas vins nonak lidz lietuvieSu arhaiska
politeisma tematikai.

Sim 60. gadu t. s. jaunajam folkloras vilnim dazadu komponistu jaunradé bija
lidzigas ne tikai stilistiskas, bet ari estétiskas iezimes — centieni atklat tautas
makslas materiala sakotnéjibu, iezemétibu, fundamentalitati, nereti ari arhaiskumu
un reizé ar to paradit Saja materiala ietverto pasaulskatijumu. Tas bija panémiens
atdot savam laikmetam to, ko var fiksét vai parradit, lai pasargatu no iznicibas, un,
protams, Sada estétika bija dadzis aci ideologiskajiem uzraugiem. Metodes zina ta
piederéja pie neofolklorisma.

Dazadu stilu apspéle 60. gados raksturiga brieduma paaudzes latviesu kom-
ponistam Margerim Zarinam, un vina jaunradé skaidri izpauzas So stilu neo-
romantiska interpretacija vokalinstrumentalajos kamerciklos Carmina antica, Partita
in barocco (abi 1963), oratorija “Mahagoni” (1964), baletopera "Sv. Mauricija brinum-
darbi” (1964) u. c.

Margera Zarina rotalas ar stiliem mazika un literarajos darbos pieder pie post-
modernisma. Pie ta pieder arTiepriek$ minétais neoromantisms, un tads ir ari neofolk-
lorisms. Abiem neizbégami piemit vésturiski stilistisks un kulturologisks konteksts.
Tacu bez ta un tapéc bez priedek|a "neo-" ka serialas un atonalas muzikas alterna-
tivu So postmodernismu ar manifesta cienigu spilgtumu sava mazika 70. gadu sa-
kuma pieteica Imants Zemzaris (1951). Jau konservatorijas studiju laika tapusaja
darba "Antikvars” divam klavierem (1970/1973), lai ari tematiski saistita ar senlie-
tam, moderna un laikmetiga klUst ta laika latviesu muzika sen nedzirdeta labskaniba,
plastiska faktira, konsonanses un skanu pastelkrasu izteiksmiba. Ta turpinas
klavieru kompozicijas “Varsavas triptihs” (1973)* un Play Time (1974). Ar darbiem
"Faktdras” klavierém (1975) un "Lauks” érgelém (1984) Imants Zemzaris k|ust art
par pirmo un ilgstosi vienigo latviesu komponistu, kas pievérsies minimalismam —
metodei, kura 70. gados bagatigi saplauka lietuvieSu mazika.

4 VarSavai un polu avangardam 60. un 70. gadu Baltijas komponistu vidé bija pavisam ipasa
nozime, gandriz vai simbolisks oreols. No gadskartéja (kops 1956) starptautiska muzikas festivala
"VarSavas rudens”, kas vienigais no t.s. socialisma nometnes festivaliem nepak|avas avangarda
vajasanam un turklat bija atverts Baltijas komponistu apmeklgjumiem, allaz tika gaiditi jaunakie
novatoriskie muzikas notikumi un to ietekme.
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Ar 20. gadsimta 70. un 80. gadiem igaunu, latvieSu un lietuviesu mazika pama-
zam ieziméjas stilu un metozu daudzveidibas jeb pluralisma laiks, kas ir vérsies pla-
suma un turpinas ari 21. gadsimta — jebkura dailrades metode un stils tiek uztverts
ka legitims un laikmetigs. Par pirmo ta parstavi latvieSu mazika var uzskatit Péteri
Plakidi. Vina muzika saliedéjas klasicistiska nosvértiba ar neoromantisku emociona-
litati, aizgajusu laikmetu iespaidi ar psihologisku konkrétibu, epika ar grafisku domas
izklastu, folkloras iestravojumi ar abstraktu instrumentalismu. LietuvieSu mazika
minéta laikmeta ievaditaju vidd minami Osvalds Balakausks (Osvaldas Balakauskas),
Algirds Martinaitis (Algirdas Martinaitis), Mindaugs Urbaitis (Mindaugas Urbaitis),
Vidmants Bartulis (Vidmantas Bartulis), Onute Narbutaite (Onuté Narbutaité). lgaunu
komponistu paaudze, kas ievadija pluralisma laikmetu, dzimusi mazliet vélak, tacu
ieverojama jaunrades spilgtuma zina — Mati Kalbergs (Mati Kuulberg), Raimo Kangro
(Raimo Kangro), Lepo Sumera (Lepo Sumera), Erki Svens Tirs (Erkki-Sven Tiidr), Urmass
Sisasks (Urmas Sisask). Latviesu komponistu atbilstoSo plejadi sava zina ievadija jau
Imants Kalnins, pec tam katrs ar savu stilu naca Péteris VVasks, Juris Karlsons, Georgs
Pelécis, Egils Straume un citi.

Iss kopskats Lai arf mizikas tapsanas vésturiskie un socialie apstak|i
lgaunija, Latvija un Lietuva bijusi gandriz identiski, tomér starp So tris Baltijas tautu
komponistu jaunrades produkciju ir veérojamas atskiribas. Lietuvas mazikai raksturiga
liela jauno kompozicijas tehniku un stilu dazadiba un intensiva produktivitate
daudzos virzienos, ka ar izteikta nosliece uz mazikas télu simbolismu.

So beidzamo Tpasibu nesastopam lgaunijas mizikas jaunradé. Toties tai ir spe-
cifiska liela merktieciba un drosme jauno virzienu un stilu apguvé, to individuals un
spilgti radoSs izmantojums, visai izteikts racionalisms.

LatvieSu muzikai, kam 5ai raksta pievérsta galvena uzmaniba, ka redzéjam,
raksturigs ir postmodernisma lielais patsvars. Tacu Sai zina vislabak ir Jauties ska-
tienam no malas. Un tad, vértéjot modernisma un postmodernisma attiecibas
latvieSu muzika, ne bez pamata ir atzina, ko péc daudzu kompoziciju noklausisanas
So rindu autoram izteica Parizes starptautiska madzikas apgada Leduc parstavis,
kas 1970. gada Francijas francu komponistu grupa uzturéjas Riga: “Jums, latviesiem,
ir labs postmodernisms, lai gan pasa modernisma tikpat ka nav bijis.” Sis skatiens
no malas ir daleji patiess attieciba uz sovetiska rezima gadiem, tacu, ka redzgjam,
atjaunotas valstiskas neatkaribas laika avangardisku centienu ari latvieSu ma-
zika netrukst.
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Summar\/ In this article | trace various ways in which nineteenth-century
Latvian literature had an impact on the formation of national identity and stimulated
the rise of national consciousness of the Latvian population. Importantin this process
were comparative contexts, with a broadening of perspectives that significantly
contributed to a more nuanced self-understanding of Latvians while also paying
greater attention to local specifics. The main aspects discussed in this article refer
to the historical conditions shaping the self-awareness of the Latvian population,
including the generation of the New Latvians who promoted and implemented the
ideas of romantic nationalism; the importance of literary tradition as an inspiration
and source of late nineteenth-century Latvian literature; the ways local identity was
established and defined in literary texts; and the search for aesthetic innovation in
nineteenth-century prose.

Kopsavilkums Raksta pieversta uzmaniba tiem dazadajiem aspektiem,
kas ir svarigi, izvértejot latviesu literaturas ietekmi nacijas identitates veidosanas un
nacionalas apzinas nostiprinasanas gaita. Saja procesa nozimiga bija salidzinamo
kontekstu izpratne, I1dz ar perspektivas paplasinasanos ieziméjoties niansétakai lat-
viesu sabiedribas pasizpratnei un lielaku uzmanibu pievérsot lokalo apstak|u specifikai.
Svarigakie jautajumi, kadi aplukoti raksta, ir saistiti ar vesturisko apstak/u lomu
latviesu sabiedribas identitates veidosana, pievérsot ipasu uzmanibu jaunlatviesu
paaudzei, kas pauda romantiska nacionalisma idejas un praktiskos centienus; literaro
tradiciju nozimei ka 19. gadsimta beigu latvieSu literattras ierosmes avotam; lokalas
identitates nostiprinasanas un atklasmes procesam literarajos darbos; ka ari estétisko
meklgjumu savdabibai devinpadsimta gadsimta latviesu proza.
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Introduction The nineteenth century was an important formative period
of Latvian national identity marked by fundamental changes in political, economic,
and cultural self-understanding. This process is dealt with by later literary histories
that pay attention to literary developments following the emergence and further
activities of the first ethnic Latvian authors who entered the literary field from the
1800s onward (Steinby et al. 2024: 139-212; Daija and Kalnacs 2022: 12-18). This
early generation, and the subsequent ones, gradually challenged the politically and
culturally dominating role of Baltic German intellectuals. Even if nineteenth-century
developments have already been the focus of research, crucial questions in need of
further discussion remain. What were the main goals set during this period, when
romantic nationalism played the most significant role? How was the relationship
with literary tradition perceived and defined? What were the main strategies relating
to the experiences of the Latvian people? What kind of aesthetic innovations were
especially important for writers and intellectuals of the time? These are the main
points discussed in this article that sets out to explore nineteenth-century Latvian
literature in the comparative contexts of its age.

The concept of Latvians as a ‘peasant nation’

and its historical and cultural background The task of strength-
ening the identity of the Latvian community was undertaken by the generation of
the so-called New Latvians in the 1850s (Mintaurs 2022). In their understanding, the
issues of mobility influenced all spheres of life (economic, cultural, and political),
closely interlinked. The efforts of this generation culminated in the creation of
the Peterburgas Avizes (St. Petersburg Newspaper, 1862-1865), the first Latvian
periodical that promoted European ideas and tried to reach the core of the local
population (Apals 2011). Facing the important issue of how to stimulate identity
formation, the New Latvians gradually developed an understanding of the Latvians
as a ‘peasant nation'. This requires a historical explanation.

The power balance in the eastern Baltic littoral was established toward the end
of the twelfth century. The Northern Crusades brought Christian people of German
origin into the area; during fierce battles they ended up subordinating the Proto-
Latvians and the Estonians. The invaders not only converted the local people to
Christianity, but successfully co-ordinated their efforts to become the largest land-
holders in the area, seizing the lands of the local population and establishing
political and economic structures that put them in positions of authority. A strongly
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segregated class society formed, although “the colonizers never embarked on a
program of the settlement of German peasants and assimilation of the natives. The
conquerors did not intend a class of free peasantry to be a major component of the
social structure.” (Kasekamp 2018: 28—-29) The history of resistance later became
one of the founding identity myths created in the Baltic area during the period of
romantic nationalism in the nineteenth century.

Baltic Germans, who were in the position of authority in economic and cultural
terms, kept their dominating role despite later changes in political realities. The
medieval state of Livonia disintegrated, and political power was taken first by the
Swedish king in the seventeenth century, and subsequently by the Russian emperor
in the eighteenth century. The Russian rulers employed the Baltic German upper
class in high-ranking positions in the state administration. The Baltic Germans’
attitude to the local population was that of providing it with some level of education
recognized as sufficient while applying it; in postcolonial terms, the locals were
considered equal but not quite. After the Reformation, the Baltic Germans undertook
the translation and publication of religious books (the first book in Latvian was
printed in 1525) and later introduced the main genres of European literature into
Latvian literature. Another manifestation of this patronizing approach was the so-
called Popular Enlightenment of the second half of the eighteenth and early
nineteenth century (Grudule 2005; Daija 2013).

The social divisionin society was usually referred to as the relationship between
the ‘Germans’ and the ‘'non-Germans' (undeutsche). This ethnic marker was also an
economic one, with ‘non-Germans,’” predominantly Latvians, being relegated to
the socially lower ‘peasant class'. The nineteenth-century generation of the New
Latvians initiated a radical change in the perception of the existing relations.
Criticising the situation where Latvians were mostly offered texts from popular
culture, they emphasized the creation of a Latvian elite culture instead (ljabs 2013).
This was animportantideain the process of promoting cultural nationalism as a tool
for social and economic mobility (Leerssen 2018).

Importantly, the path that the educated Latvians took, inspired to a considerable
extent by the ideas of Johann Gottfried Herder (himself active in Riga between 1764
and 1769), was necessarily different from the development Herder envisaged for his
own nation. David Damrosch emphasizes that Herder "began to seek the unity of
German culture in its language and its literature, particularly literature of das Volk —
the people as the whole, not simply the peasantry or commoners. What distinguished
true Volkspoesie for Herder was not a specific class origin, but rather its embodiment
of a people’s aspirations, their culture, their landscape and environment.” (Damrosch
2020: 17-18) In German contexts, this meant expanding elite culture by incorporating
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poetry of the common people into the story of a nation. The enrichment of culture
was thus started from above. In the Latvian case, the situation was different, since
in the 1850s an elite culture was still to be created. Thus, what mattered was the
creation of national identity and culture through measures that would speak to
broad segments of the population belonging to different social classes, but mostly
representing the peasant community. As the New Latvians undertook their effort of
promoting economic and cultural mobility it was clear that peasants provided the
majority of those they intended to address. This particularity explains why for
the New Latvians, who challenged the patronizing role of the Baltic Germans, the
concept of an imagined ‘peasant nation’ became a crucial intellectual tool indicating
the resistance from below and set to replace the diminishing attitude toward of the
Latvians as belonging to a ‘peasant class'. Interested in raising the quality of life in all
its aspects, the movement of the New Latvians responded to the challenges of
contemporary lifeincluding legal issues linked to the acquisition of farms as properties,
when, after the abolishment of serfdom, it even became possible; this stimulated
the necessity of dealing with certain social and economic questions and created
attitudes that had remained underdeveloped (Veisbergs 2022: 49). The swiftly
elaborated concept of the ‘peasant nation’ brought together tradition and change.

By focusing on one example of early twentieth-century literature we may notice
that these issues were still highly relevant at that point. In his play Uguni (In the
Fire, 1904), Rudolfs Blaumanis devoted considerable attention to the potential social
mobility of his characters who represented both the peasant community and the
servants of the landlord's manor. While those opposed to any significant changes
still considered humility as an integral part of their peasant classidentity, persons in
favour of progress openly declared their belonging to a rising nation (Blaumanis
1958: 237; 247; my emphasis, BK). There were numerous such literary equivalents in
the process of identity construction initiated by the generation of New Latvians who
recognized the social basis for creating a new national consciousness in the local
peasant community.

The role of literary tradition The peasant community addressed by
the New Latvians had to be gradually better educated and helped to overcome their
relatively limited extent of knowledge. While recognizing the importance of broaden-
ing the informative basis as well as promoting the necessity of reading secular
literature, evenif thisincluded stories that belonged to so-called popular culture, one
of the main aims of Latvian intellectual circles was the promotion of elite literature.
The way toward the creation of an elite Latvian culture proceeded along three
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different yet mutually complementary paths. The first was linked to translations of
major works of world literature into Latvian. As with virtually every cultural domain,
this had previously been an exclusive area of Baltic German activities. Although
Latvians were considered to be unable to deal with more complex issues, in the first
half of the nineteenth century some Baltic Germans started to experiment with
translations into Latvian of a handful of major authors such as Johann Wolfgang von
Goethe, Friedrich Schiller, and Heinrich Heine. For them this was predominantly a
leisure activity among the more practical tasks regarding peasant education.

In the 1850s, however, the situation changed radically when there appeared a
volume called Dziesminas, latviesu valodai partulkotas (Little Songs Translated for
the Latvian Language, 1856) by Juris Alunans, one of the first representatives of the
generation of New Latvians. The publication of this volume is traditionally considered
the starting point of a “genuine” Latvian national literature (Mintaurs 2022: 110).
This opinion underlines that the volume was not just another example of a literary
text created by ethnic Latvians, but a radical challenge to Baltic German dominance.
The primary aim of the volume was to stimulate intellectual activity. Even though the
first edition contained only one original poem, Alunans's declared aim was to show
that it was possible to express in Latvian the same thoughts that earlier were
familiar only from foreign languages and literatures.

The moment of this publication coincided with the echo of the mid-century
revolutions thatrolledacross Europe, evenif there wasnotadirect political resonance
of these events among broader circles of the Latvian community. Nevertheless, the
European context is important for explaining the radicalism of Alunans as well as
that of the whole generation of the New Latvians, who fiercely opposed Baltic
German dominance and revolutionized the Latvian elite. It also points to some
particularities in the rise of Latvian culture.

It is interesting to compare the Latvian and Danish contexts at approximately
the same time. Writing about the main currents in nineteenth-century European
literatures in the early 1870s, Georg Brandes characterized the situation in Danish
literature as inconsistent with the spirit of the age: “The problem with Danish
literature of the period, according to Brandes, was that the wave of action from the
French Revolution never quite made it to the European periphery of Denmark;
instead the romantic reaction reached its shores, never left and wound up as a
replica of itself. [.] Literatures of small nations such as the Danish are incomplete
because some currents never reach them while others linger too long.” (Ringgaard
and Rosendahl Tomsen 2018: 3). Employing the metaphor of the wave, and a related
concept of the current that towered prominently in the title of his book, Main Currents
in Nineteenth-Century European Literatures, Brandes spoke of the ebb and flow of
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cultural development. We may notice that the rise of Latvian elite culture in its turn
coincided with another ebb of sacial activism in mid-nineteenth century Europe that
heightened its social engagement. One clear indication of this trend was the choice
of the translated authors, as Alunans included numerous contemporary German
revolutionary poets alongside more moderate writers.

At the same time, it must also be said that social radicalism in Latvian intellect-
ual circles often co-existed with rather modest literary aspirations. Among other
Valdemars, who strongly encouraged Latvians to take more initiative in practical
matters. The Latvian peasant community considered him as the main representative
of their needs (Kikuts 2016: 44). He was also one of the most vocal supporters of the
rights of Latvian peasants, capable of promoting these rights among the upper
strata of the imperial Russian government (Valdemars 1936). When using literature
as a tool to foster his aspirations, however, Valdemars's approach was far less
radical and less ambitious as documented by the publication of his volume 300 stasti
(300 Stories, 1853), consisting of small, partly localized stories of anecdotal as well
as practical content. Importantly, however, Valdemars supplemented his volume
with a bibliography of valuable publications that he felt should be read to broaden
the scope of people’s knowledge (Apinis 1991: 156).

The second path in the ongoing process of the creation of a Latvian elite culture
from rather humble origins was that of collecting and publishing folklore material,
theidea being conceived along the lines proposed by Johann Gottfried Herder. Strongly
advocated by the generation of the New Latvians and later institutionally supported
by the Riga Latvian Society, this task was undertaken by enthusiasts who supervised
the collection of folk poetry and fairy tales. This was accomplished in a most
folksong collections and edited the material he had at his disposal in the six volumes
of Latvju Dainas (Latvian Folksongs, 1894-1915). The process of song collecting, the
elabaoration of editorial principles as well as the role of folk poetry in national identity
formation was widely debated in the Latvian language press (Bula 2000).

The event that represented the peak of activities aimed at highlighting the
importance of the traditional way of life, and at the same time demonstrating how
different sectors of the Latvian community could work together toward reaching
common aims was the Latvian Ethnographic Exhibition, held in Riga in 1896 as part
of the All-Russian X Archaeological Congress. The exhibition was entirely an under-
taking of the Latvian community, with leading intellectuals spending considerable
time on collecting the material that represented different areas of activity of the
Latvian community. This event to a certain extent provided a summary of the
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economic and cultural developments carried out throughout the nineteenth century,
with a special emphasis on the great achievements of the ‘peasant nation": “The self-
assured farmholders were an important addressee for the Latvian national
movement and the nascent national culture. With the passage of time, they became
a certain idealised image of 'the new age farmer’, symbolising the achievements of
Latviansin the latter half of the 19th century. [..] This agenda of the political demands
of the national movement embedded the image of the ‘Latvian-peasant"” (Kikuts
2016: 25; 75)

The third path of strengthening the cultural self-awareness of the Latvian
nation was linked to the description of local surroundings and rural daily habits that
was a characteristic feature of the early prose texts that were written by ethnic
Latvian authors. Functioning alongside the translated popular fiction which from the
1840s onward flooded the literary scene with publications of adventure stories
(Daija, Kalnacts 2018), these detailed observations of everyday life provided a sound
basis for the growing evaluation of personal experience as an important source of
knowledge. Texts of a shorter nature, such as the stories by pastor Juris Neikens in
the 1860s, were in most cases printed in local newspapers, thus securing a direct
link to the intended audiences. Similar closeness to the surrounding reality was also
whose texts might be classified as examples of ethnographic realism based on the
local vernacular tradition (Pérle-Sile 2022: 135-141).

The three paths toward the creation of an elite Latvian culture to a considerable
extent converged on the point of recognizing the importance of the representation
of the daily habits of the local population. Even if the translation attempts of foreign
literary texts were not necessarily linked to life in the countryside, the collected
folksongs as well as the Latvian prose of the 1860s significantly strengthened
the perception of Latvians as a ‘peasant nation,’ thus making their perception
foundational for the identity formation of the Latvian community.

The search for difference and identity The consolidation of
Latvian self-awareness would not have become possible without the development
of the public sphere. An important role in the formation of an imagined national
community was played by the local press throughout the nineteenth century. The
first long term periodical issued in the Latvian language, Latviesu Avizes (Latvian
Newspaper, 1822-1915), was printed in Jelgava (Mitau), and initially edited by Baltic
German intellectuals (Zel¢e 2009). Only decades later did Ansis Leitans, an ethnic
Latvian and a translator of nineteenth-century popular fiction, become the editor of
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the newly established newspaper Mgjas Viesis (Home Guest, from 1856). Permission
forits publication was granted by the tzarist authorities recognizing the importance
of providing the local population with officially sanctioned news of the military
conflict raging between the Russian and the Ottoman empires. This echoed the
concept already established by Latviesu Avizes, which combined global information
with local news and curiosities. Despite occasional sensationalism, local news raised
a better awareness of readers’ own milieu, including their immediate surroundings.
The generation of the New Latvians continued along the same road when starting up
Peterburgas Avizes. Being more focused on social criticism, this newspaper at times
provided an even closer link between international developments and daily issues,
introducing contemporary European social and political ideas and discussing their
relevance to the Latvian population.

In spite of being published in the imperial capital to avoid the harsh censorship
in Riga, Peterburgas Avizes relied on the rural Latvian population as its primary
readership. With the foundation of the Riga Latvian Society in the late 1860s, this
organization carried the same idea further. The importance of the countryside was
clearly evident in the newspaper established by the society, Baltijas /estnesis
(The Baltic Herald), promoting the ideology of romantic nationalism and oriented
toward the creation of a civic society (Hanovs 2003). Characteristically, members of
the society's council throughout the nineteenth century consisted mainly of recent
newcomers to the city who still had strong roots in rural areas (Volfarte 2009: 95-108).
These young and middle-aged men promoted the social and economic aspects
of Latvian mobility while also being interested in cultural nationalism, including
celebration of various aspects of the traditional rural milieu.

This widespread interest in the countryside explains the great attention paid to
itin Latvian literature. Understanding the importance of relying on their traditional
readership, authors in search of appropriate topics were looking for the represent-
ation of local peasants. Importantly, this orientation toward the countryside served
as a stabilizing factor in a quickly changing and developing world. It also served the
purpose of slowing down the movement of time and providing a sense of stability
to the Latvian community (Kalnaés 2023). Although the city of Riga, and to a lesser
extentother towns, played a considerable role in the experience of the new generation
of authors, the countryside remained their preferred object of representation.

Another important aspect of literary history in the making was that of the
presence of specific genres. Most accounts of the development of eighteenth- and
especially nineteenth-century European literature discuss the importance of the
genre of the novel in shaping identity formation. The rise of the novel initiated by
new economic trends and growing self-awareness of individuals living in Western
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European societies (Watt 1985) became a crucial factor in showing how the life
trajectories of the protagonists match the rising ideology of empires (Moretti 1998)
as well as involve global dimensions. Even though the latter might largely remain in
disguise, it provided foundations for conflicts evolving in specific locations. Edward
Said states: "Without empire, I would go so far as saying, there is no European novel
as we know it." (Said 1994: 69) In addition, imperial novels coming from different
traditions preserved ideological particularities, as Said aptly notes regarding the
differences between French and English novels: “[T]he nineteenthcentury English
novels stress the continuing existence (as opposed to revolutionary overturning) of
England.” (Said 1994: 74)

This description of the crucial role played by the genre of the novel in Western
European cultures is important when discussing the relative absence of this genre in
some cultures without an imperial background. On the one hand, it is obvious that
throughout the nineteenth century the tradition of the novel was significant in shaping
theideology of many rising national communities leading to the subsequent formation
of the nation states (Kaljundi, Laanes and Pikkanen 2015); on the other, the sentiment
of otherness was often expressed by relying on local sources and storytelling
traditions that were embodied in other genres. For example, this was the case in the
wake of the Irish literary revival where "key phases in the development of the nation
can be read off from the technical and stylistic progression of the short story, which
maps on to the transition from colonialism to independence” (Head 2016: 8).

In the Latvian case, an important role in the last decades of the nineteenth
century was played by literary magazines which turned out to be the most significant
forum for the publication of literary texts. These magazines were primarily interested
in shorter forms, especially poetry and the novella. The most important among late
nineteenth and early twentieth-century magazines was Mdgjas Viesa Ménesraksts
(Home Guest's Monthly, 1895-1905), edited by an intellectual couple, Hermine and
Péteris Zalite (Abele 2022: 192-196). Almost all the principal Latvian writers were
among the contributors to this monthly, these including Ridolfs Blaumanis, Aspazija,
Rainis, and Janis Poruks. None of them was the creator of large-scale prose texts,
with Poruks coming closest to the form of the novel, even if his more prolific prose
texts drew less attention than his poetry and short stories (Kalnacs et al 2017).

The biographies of these writers reveal that they had a wide range of experience
of living in different cities. Poruks, for example, studied in Dresden in the early 1890s,
and, while being there, wrote and published a German-language essay on the religious
philosophy of Friedrich Nietzsche and Leo Tolstoy (Poruck 1894). The range of travel
and experience of Latvian intellectuals expanded considerably after the unsuccessful
1905 Revolution in the Russian Empire, when many of them became refugees
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escaping from the dangers of political persecution to neighbouring Finland and
moving further to other Scandinavian countries.

However, in every turn-of-the-century city they lived in, including Riga, the
Latvians formed only a relatively small segment of the overall population. In rural
areas, conversely, Latvians remained the majority, providing authors with rich
opportunities to detail the conditions of daily life. The interestin rural conditions was
preserved throughout the development of the nineteenth and early twentieth-
century Latvian public sphere. This sense of belonging to the ‘peasant nation’ that
survived even under the growingimpact of migration to the cityis aptly demonstrated
by the persisting orientation toward the country in Latvian literature. By adapting
short narrative forms, such as story or novella, writers found an approach that best
suited the description of the particularities of daily life in rural areas and matched
readers’ expectations.

Modern-day conflicts in traditional milieus Significantly enough,
the representation of country life could be complemented with topical issues of a
gradually changing society that also attracted the interest of many Latvians already
living in steadily expanding urban areas. Literary texts reveal that the attitude of
authors toward city life remained rather cautious. This is arguably the case with both
realist as well as early modernist writers. Even though the city experience to a
considerable extent determined writers' worldview, they tended to transfer features
characteristic of modern relationships to rural areas where a more traditional way of
life remained present. This created a fascinating mixture of different viewpoints and
complex stories, providing the narrative basis of fin-de-siecle fiction that reveals a
tension between tradition and innovation, also mirrored by the choice and description
of places, and the discussion of their role in the identity formation of local inhabitants.

In literary texts, Riga and other urban places are often characterized by chaotic
displacements without the principal characters being able to get a sense of clearly
identifiable locations, instead of the more familiar experience of the countryside.
However, regardless of the chosen location, the intensity of temporal change is
implicitly shown in the spatial perception of the surrounding world that reveals a
gradual loss of the sense of place. Thus, the depiction of rural conditions becomes
illuminated by the reflection of the complex experience the authors have gathered in
the city. While social transformations steadily advanced during the second half of
the nineteenth century, the literature of the period, as it tried to register the rapidity
and inevitability of the respective changes by delving into the looming conflicts,
consciously or unconsciously strived to slow down the pace of this development.
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Aliteral manifestation of such an approach was the focus on minute details of the
surrounding milieus which can be appreciated only up close. On the one hand, this
demonstrated a heightened intensity in the reception of the local environment while,
on the other, such an approach displayed the inevitable alienation becoming more
and more obvious and painful. This aspect had a significant impact on narrative
developments.

Fredric Jameson's discussion of the two driving forces of realist prose, the
narrative impulse, on the one hand, and affect, or the body's presence, on the other,
is helpful here. The principal difference between the two modes is marked as the
antinomy between telling and showing. If compared to prose texts dominated by
narrative, the interest in affect reveals, according to Jameson, a shift toward bodily
experience; instead of naming and describing certain emotions, the reader becomes
immersed in the direct reality experience of a literary character (Jameson 2013: 29-31).
Historically, this largely coincides with the application of so-called ‘free indirect
discourse’, for the first time given that name in an 1887 article but presentin literary
texts already earlier in the century. This stylistic device was well-suited to the
representation of the tensions of modern socialization showing both emotions
and distance "by leaving the individual voice a certain amount of freedom, while
permeating it with the impersonal stance of the narrator” (Moretti 2004: 56).

We can also trace the transformation of the narrative impulse into the re-
presentation of bodily presence by briefly exploring three examples of Latvian prose
from the 1870s to the 1890s. The social context remains intact in all chosen cases,
but the position of the narrator changes, providing a more complex representation
of the individual perception.

The authors of the first Latvian novel, Mérnieku laiki (The Surveyors' Times,
1879), the brothers Reinis and Matiss Kaudzite, who preferred calling their text
‘astory’, were able to provide a productive combination of various literary traditions.
They made good use of the melodramatic imagination widespread in popular
literature of the time (Cakare 2011; cf Brooks 1995) while mixing it with deep irony
that included a parody of various aspects of elite literary traditions also observable
in the text of the novel (Zaring 2011). Their uncompromising attitude helped them to
keep a clear sight of the surrounding realities and avoid the prevailing idealist
expectations nurtured by popular literature (Kalna¢s 2024). The principal value of the
novel was its fascinating and strikingly in-depth analysis of the swiftly changing
economic conditions of the 1860s and 1870s linked to the process of Latvian farmers
buying out their houses from their landlords. The authors were critical of such
traditional features of the peasant character as superstition, timidity, and trickery
(Cakars 1980: 463), but they also dissected the rising impact of the struggle for
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possessions and the growing predominance of material values as antithetic to
the established life order. The authors, who came from the same milieu as their
characters, remained omnipresent as narrators, thus also sharing their opinion of
the moral value of the activities and choices of their protagonists. This form of
presentation was then gradually challenged by the next generations of Latvian writers.

Apsisu Jékabs, the most popular storyteller of the 1880s, to a considerable
extent continued writing along the lines established by the Brothers Kaudzites, at
times featuring ethnographic descriptions that are even reminiscent of the practices
of the authors active in the 1860s. Apsisu Jekabs is also a strong religious believer,
and the preservation of moral values is one of the important aspects of his literary
texts that make his later work already appear old-fashioned. But during the most
active phase of his writing in the mid-1880s, Apsisu Jekabs differed from earlier
authors by explicitly pronouncing the problematic position of his narrator. While still
looking for inspiration in the life of the peasant community, at the same time he was
recognising his own growing alienation from the traditional milieu, quite exemplary
in the introductory part of his story Laimes spoks (The Ghost of Happiness, 1885):
“I compared myself with them and found a difference, a wide, unbridgeable gap. | felt
like a bird dislodged from the nest of other brothers and wandering in a foreign land,
like a stranger among my brothers... Wasn't | a stranger to these honest, calm,
thoughtful faces, in which | could read faith, trust, peace like in open books?! Habit,
virtue, judgement, yes, even thoughts, things inherited from paternal grandparents,
how faithfully they were received, how faithfully kept, how faithfully they will also be
handed down to their children.” (ApsiSu 1958: 171-172) Itis the distance of perception
that also allows the narrator to observe the inevitable transformations of traditional
morality, and to look for new ways to cope with changing realities.

A radical new step was taken in the novellas by Rudolfs Blaumanis, written in
the 1890s, where the reflection of the narrator was not only incorporated in the
narrative, but became transparent through the bodily perception of characters as
well as through the juxtaposition of their different experience, without the author’s
intention to offer an unequivocal solution. A characteristic example is Blaumanis's
novella Baltais (The White One, 1896) published in the monthly Mdjas Viesa Ménes-
rakstsin September, 1896, when it directly coincided with the Latvian Ethnographic
exhibition still being held in Riga at that time. The two central characters of the
novella are its narrator, the painter Janis Kalnroze (whose prototype was the already
well-known Latvian artist Janis Rozentals), who visits his childhood home after
completing his studies at the St. Petersburg Academy of Art and is already enjoying
his first success, and the country lad he meets, whose name is also Janis. Through
the encounter and confrontation of the two characters, Blaumanis provides an
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insight into their different world perception. Despite his artistic achievements,
Blaumanis's narrator Kalnroze painfully reflects on the distance that already separates
him from the rural community that provided the background for the formation of his
personality. One of the most important scenes in the novella is that of Kalnroze
painting a portrait of the country lad that brings on a physical awareness of the
inequality of their encounter.

The growing predominance of bodily perception developed in late nineteenth-
century Latvian prose, and especially in the novellas by Radolfs Blaumanis, cor-
responds to the ideas Erich Auerbach advanced in his investigations of different
facets of realist representations. In Mimesis, this first comes to the fore regarding
one of the specific features of Bible narrative (as opposed to the descriptive approach
of the Homeric epics), an overwhelming suspense caused by the insecurity of the
protagonists who experience painful and unpredictable happenings unfolding
directly before their eyes. The contradictory multiplicity of events becomes part of
their bodily experience, while at the same time representing universal human
histories (Auerbach 2003: 7-23). Auerbach discovers and follows similar symptoms
at later stages of literary history in a broad international perspective. The kind of
existential experience to which he refers was also made use of by late nineteenth-
century Latvian prose that, by locating events in a familiar peasant homestead, paid
tribute to earlier narrative practices while also being able to benefit from the
complexity of the representation of the everyday. Thus this prose still relied on
storytelling traditions well-known to the Latvian readership, while simultaneously
transforming the perception of the traditional milieu.

The above representation of microstructures characteristic of specific localities,
with the descriptions becoming more detailed, reflecting changes in everyday habits
and routines but also delving deeper into bodily layers of the character’s perception
and experience, was one of the most characteristic trends of late nineteenth-century
Latvian fiction. Another approach was taken by those authors who opted for the
representation of macrostructures, larger patterns of the rural world, with the
peasant farmstead, school, rural public house, church, and landlord’s manor providing
characteristic points of reference with particular emphasis put on the border crossing
among different localities and semantic fields, emphasizing the growing difficulties
of adapting to the ongoing changes. The latter approach significantly connected
Latvian literature to the discussion of problems relevant to the problematics of
contemporary society. It was, however, through the detailed elaboration of significant
details of the immediate daily experience marking Latvians as a ‘peasant nation'in
shorter prose genres that allowed late nineteenth-century Latvian prose to fully
reveal its creative potential and artistic maturity.
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Conclusion From the 1850s onward, the swiftly developing Latvian
society experienced significant political and economic changes that had a direct
connection with transformations in the cultural milieu. Latvian intellectual circles
saw the necessity of creating a Latvian elite culture as one of the most important
tasks in mobilizing the Latvian community that would allow for the setting of
common social and national goals. Recognizing the importance of the peasant class,
one of the strategies of the movement of romantic nationalism was to define
Latvians as a ‘peasant nation’; thus at one and the same time recognizing the
affiliation of a significant part of the Latvian population to rural areas, while also
fostering their self-awareness toward the formation of a national identity and
belonging. In this process, with regard to literary tradition it was important to raise
awareness of folklore as well as the importance of early Latvian realist prose
alongside the growing number of translations from world literature. This emphasis
on rural areas was shared by other Eastern-Central and Northern European
literatures as also indicated by the example of Danish literature. To catch up with
Western European cultural patterns, one of the strategies in nineteenth-century
Latvian literature was marked by the tendency not to make direct appropriation of
certain well-known literary genres, such as the nineteenth-century novel, for the
purposes of mobilizing national self-consciousness. In fact, as | demonstrated in this
article, the choices of artistic expression were much more complex and defined by
various factors such as historical particularities, literary tradition, the need to reflect
on local specificity while proving one's own distinctiveness, as well as looking for
artistic strategies relevant to fostering a dialogue with the intended readership.
A characteristic parallel of the importance of the shorter literary genre is provided by
the example of Irish literature. It was through recognizing its own particularities and
potential strengths that Latvian literature of the second half of the nineteenth
century was able to flourish in diverse forms, thus matching the complexity of
European literary developments. One of the characteristic features of the period
was a move away from the predominance of the narrative impulse of telling toward
showing, thus focusing not only on minute observations of the surrounding reality,
but also paying considerable attention to the bodily perception of the portrayed
characters.

Nineteenth-century Latvian literature did not foster aesthetic interest only;
cultural manifestations played a crucial role in constructing national identity. The
importance of this self-positioning was due to historical heritage, with the rise of
national consciousness taking place at a relatively late stage, and in ways character-
istic of the development of rural areas. The Latvians shared the fate of other small
nations in which identity was defined as mostly rural as late as the nineteenth
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century; the peasant community becoming the forum where all the most important
transformations of modernity could be observed in miniature.

In The World Republic of Letters, Pascale Casanova argues that only well-
developed societies can allow for and appreciate literature and art which has no
clear-cut practical purpose (Casanova 2004). Late nineteenth-century Latvian
culture found itself at a crossroads where it still anxiously participated in national
and social debates, while at the same time swiftly recognizing the importance of
aestheticinnovation. In Latvian contexts, the consolidation of imagined communities
retained its relevance during this period even though the emerging trends of
aesthetic self-sufficiency provided a new challenge to the authors, and a possibility
to deal with poetic particularities of the representation of reality.
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Kopsavilkums Rigas Stradnieku teatri iestudétas vacu dramaturgu
Karla Kredes un Fridriha Volfa agitdramas veicingja aktivas diskusijas par abortu
sodiem Latvija Kriminalkodeksa grozijumu apspriesanas laika. Raksta aplikota
teatra sabiedriski aktiva loma un argumentéts, ka iestudejumu makslinieciska
ietekme bija viens no nosacijumiem, kas mainija sabiedribas viedokli par labu abortu
sodu mikstinasanai. lestudéjumu stilistikas izvértésanai izmantota formalas anali-
zes metode un socialas makslas véstures pieeja. Pétijums papildina Latvijas teatra
véstures ainu ar makslas un politikas mijiedarbes starpdisciplinaru skatijumu. Raksta
secinats, ka Rigas stradnieku teatra iestudejumu témas aktualitate veda pie jauni-
najumiem makslinieciskajas formas. Demokratisko procesu rezultata panaktas
likumdoSanas izmainas bija batisks solis sieviesu tiesibu aizstavibai Latvija.

Summar\/ Riga Workers' Theatre productions of the agitdramas by
German playwrights Carl Credé and Friedrich Wolf contributed significantly to the
active discussions about the amendments to the abortion paragraphs of the Penal
Codein Latvia. The paper discusses the socially active role of the theater and argues
that the artistic impact of the productions was one of the conditions that changed
public opinion in favor of softening the abortion penalties. The formal analysis
method and the saocial art history approach are used to evaluate the stylistics of
the productions. This research adds to the field of Latvian theater history an
interdisciplinary perspective at the intersection of art and politics. The article
concludes that in the case of the Riga Workers' Theatre, the topicality of the
productions led to innovations in artistic forms. The Penal Code liberalized due to
democratic processes was a significant step in advancing women'’s rights in Latvia.
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Skatitaji teatra zale sauca: "Nost ar So netaisnigo likumu!” Protests bija izprovocéts
Rigas Stradnieku teatra pirmizrade pret tikko ka publiskoto Sodu likuma izmainu pro-
jektu. Kriminalkodeksa apspriesana viskarstakas diskusijas daudzas Eiropas valstis,
ari Latvija, raisija panti, kas aborta izdarisanu pielidzinaja slepkavibai un paredzéja
cietumsodu gan sievietei, kas partraukusi gritniecibu, gan arstam, kas to veicis.
Pretestiba manifestéjas plasas demonstracijas par sievieSu tiesibam, saskanotai
ricibai konsolidéjas sievieSu sabiedriskas organizacijas. Saeimas kreisa koalicija
dienaskartiba virzija jautajumu par sieviesu vienlidzibas principa nostiprinasanu
Civillikuma un agitéja par radikalu izmainu nepiecieSamibu Kriminallikuma abortu
regulgjuma, lai likuma burts atbilstu laika garam. Rigas Stradnieku teatri grozijumu
apspriesanas laika tris secigi iestudejumi atklaja postosas sekas Sodu likuma
pantiem par abortu veikSanu. Teatris bija ka tribine jaunu iniciativu apspriesanai un
nepieciesamo izmainu skaidrosanai.

Rigas Stradnieku teatris sava laikmeta aina izcélas ar repertuara tému aktuali-
tati, konsekventi formulétu kreisi centrisku politisko nostaju un makslinieciskam ino-
vacijam. Repertuara ieklaujot laikabiedru lugas, uz skatuves tika atainoti notikumi, kas
taja laika bija sabiedribas diskusiju un preses uzmanibas loka. Sodu likuma izmainu
publiskas apspriesanas laika uzvestas tika vacu autoru tris lugas, kas skalu rezonansi
bija ieguvusas, nonakot uz Vacijas skatuvém. Dramas atainoja pasu autoru ka prak-
tizejosu arstu pieredzi un vinu tiesu pravas. Driz vien tas redzéja ari Rigas skatitaji:
Karla Krédes (Carl Credé, 1878-1952) lugas "Paragrafs 218" (Gequdlte Menschen §218,
1927) pirmizrade uz Rigas Stradnieku teatra skatuves notika 1930. gada 7. decembr.
Sis izrades sizeta turpinajums “Justicijas krize" (Justizkrise, 1930) ar iestudé&juma no-
saukumu “Vai tiesa taisna?” — 1931. gada 14. novembrl. Tresa izrade — Fridriha Volfa
(Friedrich Wolf, 1888-1953) “Ciankalijs” (Cyankal, 1929) — 1932. gada 29. oktobrl. Raksta,
secigi apskatot iestudéjumu dramaturgisko materialu, témas atklasanas makslinie-
ciskos panemienus un preses publikacijas, tiek mekléta atbilde, ka Rigas Stradnieku
teatra iestudejumi ietekmeéja sabiedrisko noskanojumu par labu sieviesu tiesibam
reproduktivajos jautajumos.

Raksta teorétisko pamatu veido pétijumi par teatri ka publisku un politisku telpuy,
kas izrades makslinieciskas norises un skatitaju mijiedarbiba reprezenté sabiedribuy,
parstavétas vértibas un utopiskas vizijas, ko iekodé teatra sakrala, rituala un sociala
daba (Fischer-Lichte 2005; Fischer-Lichte, Wihstutz 2005). Stradnieku teatra majvieta,
Rigas Tautas nams, bija k|uvis par kreiso intelektualu iecienitu pulcésanas vietu. Izra-
des notika vienstava koka éka Térbatas iela 64, tai blakus tika celts jaunais Tautas
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nams, kam projekta bija paredzéti tris korpusi, no kuriem viena — moderna teatra
Cetrstavu bive (Lejnieks 1995). Raksts papildina pétijumu lauku ar starpdisciplinaru
skatijumu makslas un politikas zonu krustpunkta, izce|ot sabiedriski aktualas témas
atklasanaiizmantoto maksliniecisko panémienu inovacijas.

Lidzsingjos latvieSu teatra véstures apskatos Rigas Stradnieku teatrim veltitas
atseviskas nodalas (Kundzins 1953: 197-202; Kundzins 1955: 201-206; Kundzins
1972: 352-369; Sniedze 2006: 195-210; Zeltina 2010: 228-240). Padomju laika
konjunktara pieprasija noraidosu attieksmi pret teatra ieviestajiem stilistiskajiem
jauninajumiem, kas tika apzimeti ka formalistiski, izvéleta repertuara saturs izpelnijas
kritiku ka mensevistiski orientéts (Hausmanis 1970: 429; Kundzins 1953: 198). Pédeé-
jas desmitgadés iesakta teatra darbibas nozimes parvértésana (Hausmanis 2002;
Mamaja 2002; Vanaga 2016). Saja raksta iestudéjumu stilistika analizéta, balstoties
uz lidzSingjiem pétijumiem, vizualo materialu formalo analizi un socialas makslas
véstures pieeju, kas dramatiskas makslas izteiksmes skata nevis ka paspietieka-
mas, bet ka riku politisku un socialu mérku sasniegsanai. lestud&umu politiskie merki
kontekstualizéti ar sieviesu studijam Latvija (LipSa 2013; LipSa 2022) un pétijumiem
par abortu reformu Vacija (Grossmann 1978; 1995; Usborne 2007), ka ari citas Eiropas
valstis (Brooke 2001; Frant 2012; Sefrna 2023). Pieradot, ka Rigas Stradnieku teatra
stratégiskais mérkis bija ietekmét sabiedrisko domu un diskutét par sieviesu repro-
duktivajam tiesibam, raksta analizéta demokratisko procesu rezultata panakta likuma
normu liberalizacija un tas nozime sieviesu tiesibu joma Latvija, ka ari starptau-
tiska konteksta.

Demokratiskais viedoklu Sahs:

diskusijas par sieviesu

reproduktivajém tiesibam Temas aktualitati apliecina plasais un
sazarotais diskusiju turpingjums musdienas “pret” un “par” abortus regulgjosajam
likuma normam. Pirmaja tuvingjuma visparinot diskusiju kopainu: labgjie politiskie
spéki savu nostaju pret abortiem pamato ar religiskiem un morali tiskiem motiviem,
iestajoties “par dzivibu”, bet kreisi liberalie aizstav sievietes tiesibas "par izvéli" ne-
vélamas gratniecibas partrauksanai. Divas galvenas pretgjas pieejas — “par dzivibu”
(pro-life) un "par izveli" (pro-choice) ir morala dilemma, kur jaizskir prioritate augla
tiesibam uz aizsardzibu vai sievietes tiesibam. Cienpilnas diskusijas izvérsuma pie-
meéru dod Keitas Grislijas (Kate Greasley) un Kristofera Keizora (Christopher Kaczor)
viedok|u sadursme, kas izspéléta publikacija (Greasley, Kaczor 2018), kura pirmajas
divas nodalas abi autori izklasta savus argumentus, tad nakamajas iebilst viens
otram un divas nosléguma nodalas sniedz isas atbildes uz iebildumiem. Abi autori
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nozimigas akademiskas publikacijas pamatojusi savu nostaju un izskaidrojusi pret-
stavosSo poziciju argumentus (Greasley 2017; Kaczor 2011). Grislija parstav “par izveli”
poziciju un norada, ka ta ietver iespéju “par dzivibu" izvélei. Savukart Keizors atklgj
personigo stastu, ka ir dzimis ka neplanots bérns, un pateicas savai matei par vinas
izdarito izveli “par dzivibu”. Akadémiska viedok|u pretstavésana paradita to savstar-
péja saistiba, kur viena pozicija neizsledz otru. Tomeér sabiedriskas diskusijas parasti
izskan asi. Jautajums par aborta veiksanu ir personigi sensitivs un sociali nozimigs.
Péec butibas ta ir morala dilemma, kas nav viennozimigi atrisinama argumentacijas cela.
Latvija batiska diskusija notika 2012. gada, kad bazas par sleptu aborta aizlie-
guma iestradasanu normativajos aktos paradijas, apspriezot formulgjuma “katram
bernam” nomainu uz "katram bérnam no ienemsanas briza"". Saistiba ar aktivo sa-
biedribas interesi Saeimas Demografijas lietu apakskomisijas sédi parcéla uz publisku
konferenci “Tiesibu uz dzivibu tvérums muasdienu sabiedribd” (Saeima.lv 2012). Dis-
kusiju rezultata panakta grozijuma neieviesana bija pagaidu kompromiss jeb juridis-
kaja terminologija modus vivendi, kas pusém dod iespéju uz laiku panakt izligumu.
Jauns diskusiju vilnis radas saistiba ar 2022. gada aprili pienemto reguléjumu, kas
atvieglotu grutniecibas partrauksanu no kara begosajam Ukrainas sievietém (LV por-
tals 2022). Saistiba ar to pretrunigu rezonansi ieguva Katolu baznicas arhibiskapa
Zbigneva Stankevica socialajos medijos publiski paustais viedoklis, ka abortu izraisi-
tas psihologiskas traumas ir lielakas neka izvarosanas rezultata ienemta bérna izné-
sasana. Stankevica izteiktos apgalvojumus analizéja Re:Baltica faktu parbaudes pro-
jekts Re:Check, secinot, ka izteiktais viedoklis nav pamatots pieraditos faktos (Silins,
Purina 2022). Teologiski atspékojosu rakstu tam veltija Latvijas Universitates Teolo-
gijas fakultates izdevums "CelS / The Way" (Titans, Jansone 2022). Neapsikstosa dis-
kusija ir batiska lidzsvarota demokratiska risinajuma panaksanai, poziciongjot savu
viedokli un konfrontéjot to ar pretgjo, tiek dota iespéja izvértét labako risinajumu.
Tapéc nozimigi ir apzinaties vésturiski veidojusas likumsakaribas, kas nosaka pas-
reizéja bridi pastavoso modus vivendi. Raksta ar teatra iestudgjumu analizi rekon-
struétas starpkaru perioda notikusas diskusijas un viedok|u pretstavésana.

Politiska skatuve

sieviesu tiesibu parstavibai Diskusijas par abortu paragrafiem visa
Eiropa notika saistiba ar politiskajam izmainam péc Pirma pasaules kara. Demogra-
fija, reproduktivas tiesibas un abortu sodamiba ir savstarpéji saistiti jautajumi, kuru

1 Diskusiju raisija Bérnu tiesibu aizsardzibas likuma 7. pants, kas paredz bérna tiesibas uz dzivi-
bas un attistibas aizsardzibu, ta tika izvérsta zurnala "Jurista Vards" (2012, Nr. 729, 732, 733, 742).
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normativa reguléjuma veidoSana ir dinamisks kompromisu process, kas specifiski
risinas katra valsti. Paslaik spéka esosaja LR Kriminallikuma sodu par neatlautu abortu
paredz 135. pants un par piespiesanu izdarit abortu 136. pants (Latvijas Véstnesis
1998). Latvijas normativie akti vésturiski bija balstiti Hanzas savienibas tiesibas un
Eiropas apgaismibas idejas. Tiesibu aktos, kas bija speka Latvijas teritorija, sodi par
gratniecibas partrauksanu paradijas 16. gadsimta, un kops ta laika idz pat 20. gad-
simtam maksligi veikts aborts tika pielidzinats slepkavibai (Krauss, Pastile 2002: 20).
Nodibinot Latvijas valsti, kriminalos sodus regul&ja parnemtais Krievijas 1903. gada
Sodu likums (Valdibas Véestnesis 1918). No 1925. gada tika uzsakta likumu reforma,
1930. gada jauno Sodu likuma projektu publiceja (Valdibas Véstnesis 1930), un sakas
ta apspriesana. Tris Rigas Stradnieku teatra iestudéjumi komentégja Sodu likuma
abortu paragrafus un deva ieguldijumu sabiedribas izpratné par nepieciesamajam

izmainam. Abortu panti citéti izrades programmina un atklata to bardziba:
Patlaban spéka esosais sodu likumu § 434 skan: “Gratniece, kas nomirdinajusi
savu augli miesas vai nodzenot to, vai pielaidusi citu personu izdarit augla no-
mirdinasanu, sodama ar cietumu.” Saeimai gan iesniegts parlabotais, it ka Latvijas
apstakliem piemérotais sodu likumu teksts, bet ari tas skan ne mazak draudosi:
"§ 465. Mate, kas nomirdinajusi savu augli, sodama ar ieslodzisanu parmacibas
nama uz laiku, ne ilgaku par trim gadiem."? (Stradnieku teatris 1930)

Par pamatotu un pardomatu izveli repertuara iek|aut lugas, kas izskaidro nor-
mativo aktu izmainas, liecina tas, ka Rigas Stradnieku teatra valdes locekli Karlis
Dzilleja (Karlis Tifentals, 1891-1963) un Nikolajs Valters (1900-1979) public&jusi
juridiski publicistiskus rakstus par abortu tiesisko regulejumu. Dzilleja bija Stradnieku
teatra direktors (1931-1934), literats un sabiedrisks darbinieks, studgjis Latvijas Uni-
versitates Tautsaimniecibas un tieslietu zinatnu fakultates Tieslietu nodala. Savus
sabiedriski juridiskos apceréjumus, kur skatitas témas par laulibu uz vienlidzigas part-
neribas pamatiem, dzimstibas reguléSanu un bérnu tiesibam, vins publicéja atseviska
izdevuma "Tiesa un taisniba” (Dzilleja 1927). Raksta "Abortu sodamiba” (Dzilleja 1927
33-53), kas publicéts kriminalkodeksa jaunas redakcijas izstrades laika, Dzilleja no-
radija, ka Tieslietu ministrijas Likumu reformas komisija pagajusi garam abortu
paragrafiem, neatrazdama par vajadzigu tur neko mainit. Autors izvirzija priekslikumu,
ka Sodu likuma projekta vajag paredzétizmainas, kas kalpotu socialai un mediciniskai
mates un bérna aizsardzibai, ka ar uzsvéra nepiecieSamibu 5o jautajumu risinat ne
tikai juridiski un apkarot ar sodu bardzibu, betizvérst ka politisku jautajumu dzimsti-
bas regulésanai, risinajumus rodot ar audzinasanu un izglitosanu, sociala atbalsta un

medicinisko pakalpojumu pieejamibu. Savukart advokats Nikolajs Valters publikacija

2 Rakstaizmantotajos citatos saglabatas originalas vardiskas izteiksmes formas, labojot orto-
grafiju uz paslaik pienemto.
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"Aborta sodamiba péc Latvijas sodu likumiem” (Valters 1933) rezumeéja Eiropas
valstis un Latvija veiktas kriminallikumu izmainas. Valters secinaja, ka kopgja ten-
dence reformétajos likumos bija neatcelt kriminalatbildibu par abortu ka dzivibas
atnemsanas nodarijumu, bet samazinat soda méru un ilgumu, ka artieviest negativa
formuléjuma atrunas gadijumiem, kad sods nebutu japieméro. Péc Valtera uzskata
Latvijas jaunais likums pilna méra saskanéja ar Eiropas valstu praksi, vistuvak lidzi-
najas Danijas, Cehijas, Polijas kodeksam. Iznemumi bija tikai dazas valstis, pieméram,
Sveicé bija izskanéjis ierosinajums dekriminalizét abortus. Padomju Savieniba abortu
aizliegumu atcela 1922. gada un atkal ieviesa 1936. gada ar politisku bezierunu no-
stadni, ka, pateicoties “revollcijas paveiktajai sievietes galigai un pilnigai emancipa-
cijai” (Golakovs 1947: 204), sievietém ir pa spékam tikt gala ar komunisma celtniecibu,
darbu un mates pienakumiem. 1940. gada, kad Latvija tika uznemta Padomju Savie-
niba, Vissavienibas likumi stajas spéka ari Latvijas PSR teritorija, taja skaita ar
1936. gada 27. junija likums "Par abortu aizliegsanu”. Péc Stalina naves 1953. gada
tika atcelta kriminalatbildiba gratniecém, kas izdarijusas abortu, un kops si laika
legali veikts aborts Latvijas teritorija nav kriminali sodams (Blima, Reigase 1972: 13).
Zimigi, ka abortu aizlieguma atcelSana Latvija (LPSR APP Zinotajs 1956) izzinota
reizeé ar "Mate varone” goda nosaukuma pieskirsanu 22 daudzbernu matem. Padomju
direktiva kriminalatbildibas atcelSana, tad atjaunosana un atkal atcelSana bija krass
pretstats Latvija notikusajam demokratiskajam likumu apsprieSanas procesam, ko
batiski novértét masdienu konteksta, kad Krievija sakta propaganda par abortu
aizlieguma atjaunosanu.

Abortu skaita pieauguma socialie iemesli pec Pirma pasaules kara bija dzimumu
disproporcija, ekonomiska depresija, inflacija, bezdarbs. Aborti bija aizliegti, bet notika
un tika apspriesti, tie bija ka publiskais noslépums. Par to, ka sabiedriba uz abortiem
skatijas ar iecietibu, liecina maigais apziméjums “engelisu taisitaji”, ko skarba apzi-
méjuma “kaktu dakteris” vieta lietoja sensaciju rakstos, karikaturas, policijas zinu
atrefergjumos un ari Saeimas debatés. Pieméram, karikatdra ar parisiem zalumos
un divam “engelisu taisitajam”, kas priecdjas: "Rudzi zied... Bls mums maizite..."
(Lapsene 1923: 5) vaiilustracija ar dailavu, kas no papira gatavo engelisu figlras un
karina eglite, pirmssvetku feletonam, kura teksta ironizéts par preses sensaciju
ikdienisko saturu: “[N]edéla sakas bez sniega, bez valdibas un bez rozainam nakot-
nes ceribam. [..] [Alsinainas slepkavibas un passlepkavibas, briesmu romani avizes,
stasti par kailumu klubiem, par engelisu taisitajam, par kokaina sausmam un krogus
briesmam.” (Svari 1924: 407) Rigas Stradnieku teatra iestudétajas dramas engelTéu
taisitajas bija komiski, negativi blakus personazi, galvenas lomas bija izmisuma
iedzitajam sievietém un arstiem, kas savus pienakumus un sirdsapzinu konfrontéja
ar abortu aizlieguma pantiem.
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Publika uz apsudzeto sola:

aborta paragrafu dramas Vacija Par lidzzinasanu nozieguma pa-
stav kriminalatbildiba. Ja sabiedriba zinaja par notiekosiem kriminaliem nodariju-
miem, bet noklusgjot tos pienéma, tad visa sabiedriba bija lidzzinataja desmitiem
takstosu ik gadu veiktiem abortiem. Teatra publikai apstdzéto sola vieta bija ieradita
ievérojama politiska teatra rezisora Ervina Piskatora (Erwin Friedrich Maximilian
Piscator, 1893-1966) iestudéjumam Vacija, Lesinga teatri (Lessing-Theater) Berliné.
Ta bija skatuves versija ginekologa Karla Krédes ieslodzijuma rakstitajam piezimém,
kas tika publicetas ar vina advokata palidzibu un gleznotajas Kétes Kolvicas (Kdthe
Kollwitz, 1867-1945) ilustracijam. lestudéjuma atainots pasa autora aresta iemesls,
projekcijas citéti likuma panti, inscenéta tiesas séde, kura apsudzéto sols ir iekartots
ta, it ka uz ta atrastos publika. lestudéjums padarija apcietinato arstu Krédi par vis-
vairak spéléto autoru uz VVacijas skatuvém 1929./1930. gada sezona (Polldhne 2023).
Piskators par abortu tému iestudéja divas izrades, abas 1929. gada. Otra bija Fridriha
Volfa “Ciankalijs”. Abu vina izvéléto autoru lugas nonaca ari uz Rigas Stradnieku
teatra skatuves 1930.-1932. gada.

Karls Krede bija vacu arsts un socialas éetikas specialists, aizstavis tiesibam uz
abortu. Cietuma vins aprakstija savu apsudzibu péec 218. paragrafa, un ta aizsakas
vina rakstnieka karjera. Piskatora versija viena iestudéjuma bija apvienoti abu lugu
sizeti, kam Rigas Stradnieku teatra iestudéjumos doti nosaukumi “Paragrafs 218"
un "Vai tiesa taisna?". “Ciankalija" autors Fridrihs Volfs dramaturga darbibu aizsaka
péc Pirma pasaules kara un atzinibu ieguva ka ekspresionisma lugu autors. Kops Volfs
pievienojas komunistiskajai partijai un publicéja eseju sejumu “Maksla ir ierocis”
(Kunst ist Waffe, 1928), vina ierodi bija agitlugas, kas pauda politisku véstijumu. Starp
Sim lugam ir art “Ciankalijs” (Wolf 1928). Ta tika uzvesta Berling, Leipciga, Tiringeng,
ka art nelielos provinces teatros. Viens no iestudéjumiem, ko realizéja Jauno aktieru
grupa (Gruppe Junger Schauspieler, 1928-1933), to aizveda turneja uz visam lielakajam
Vacijas pilsétam un péc tam uz Sveici. “Ciankalijs” kluva par sensaciju, iestudejumi
izraisija skandalus, izrades tika apvienotas ar agitacijas akcijam un reizém beidzas ar
kautiniem, kurus provocéja nacionalsocialisti.

1931. gada 19. februari Volfs, ka ari sieviesu arste un tiesibu aizstave Elze Kinle
(Else Kienle, 1900-1970) tika arestéti. VVini bija apstdzéti par komerciala labuma gi-
sanu, veicot abortus un sniedzot nepiecieSamas mediciniskas izzinas vairak neka
100 sievietéem. Procesa celta prasiba ari visu vinu kliensu tiesasanai. Volfa un Kinles
arestinonaca ari Latvijas preses izdevumu slejas. Laikraksts “Jaunakas Zinas"” publi-
céja rakstu par sasutuma vilni, kas Berliné izversies teatrali: Piskators partraucis
ieplanotas izrades un tris vakarus izradijis VVolfa “Ciankaliju”, apvienojot to ar protesta
sapulcem. Zimigs raksta lietotais izteiciens: “Més varam ari sacit, ka tagad ir iesacies
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“Ciankalija” ceturtais céliens, jo pasai lugai ir tikai tris célieni.” (Rafkajs 1931) Ka acu-
liecinieks par to raksta “Jaunako Zinu" redaktors un teatra kritikis Janis Karklins
(1891-1975): "Pirms paris gadiem "“Ciankalija” izrades sacéla skandalozu sensaciju
Vacija un Palija. Man gadijas toreiz redzét So dramu Berlines rupji naturalistiska un
VarSavas asi realistiska traktéjuma. Gruti pateikt, cik sabiedribas skandali toreiz bija
Isti, cik inscenéti, bet iespaids abos gadijumos bija tieSam satriecoss. Laudis starp-
brizos sédé&ja memi, teatrus atstaja ka apskurbusi.” (Karklins 1932) Dzivé izspélétaja
lugas ceturtaja céliena autors bija parvérties par apsudzéto un vina pacientes par
lidzvainigam. Krédes lugu "Vai tiesa taisna?”, kura par aborta izdarisanu tiesats tika
arsts, Rigas Stradnieku teatriiestudéja novembri, bet realie notikumi Vacija bija risi-
najusies ta pasa gada februari.

Ka runat par abortu teatra valoda? Izrades par abortu paragrafu
Riga notika uz diskusiju saasinajumu vilna. Tris secigos Rigas Stradnieku teatra
iestudejumus par abortu tému iespéjams apskatit ka kreisas koalicijas virzito Sodu
likuma grozijumu izskaidrosanas kampanu. Krédes “Paragrafs 218" tika iestudéts
divus ménesus péec jauna Sodu likuma projekta publicésanas: likums publicéts
1930. gada 8. oktobri, pirmizrade notiek 7. decembri. Izrade bija agitéjosa, ta bija
trauksmes celsana par Sodu likuma talaku virzisanu bez batiskam izmainam abortu
kriminalo sodu punktos. Krédes otras lugas iestudéjums “Vai tiesa taisna?” bija
iepriekséjas izrades stasta turpinajums par arsta tiesas procesu. Ta pievérsa uzma-
nibu realajam tiesu pravam ka sekam, ko rada netaisnigais likums. Tresas lugas
iestudésanas laiks sakrit ar socialdemokratu frakcijas likuma izmainu priekslikumu
iesniegSanu un izskatiSanu Saeimas séde 1932. gada oktobri (LR IV Saeimas IV sesija
1933). Volfa lugas "Ciankalijs” iestudéjums panaca emocionalu lidzpardzivojumu
kriminala soda draudu upuriem. Skaudrais stasts par jaunas meitenes navi péc cian-
kalija iedzersanas, lai izraisitu spontano abortu, bija aicinajums uz ricibu. Atbalso-
jums realaja dzive Latvijas situacija bija sievieSu organizaciju konsolidacija, lai sekmigi
virzitu diskusiju (LipSa 2022). Uz politiskas skatuves kaislibas ap likuma grozijumiem
izspélejas tris saspringtas Saeimas sédés 1932.gada decembri (LR IV Saeimas
IV sesija 1933), kuras pienéma aborta sodus atvieglojosus grozijumus. Politiskajas
norisés un sabiedriskaja doma tika panaktas izmainas par labu pragmatiskai izprat-
nei par pastavoso sodu bezspécigumu abortu skaita pieauguma ierobezoSanai un
nodarito milzigo postu desmitiem tukstoSu sievieSu dzive.

Temas aktualitate prasija makslinieciski meklét iedarbigu formu satura atklasanai.
Tris iestudégjumi Stradnieku teatra nozimigako dekoratoru snieguma vértéjami ka pie-
meéri butiskam sava laika tendencém skatuves telpas iekartojuma. “Paragrafa 218"
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iestudéjumam dekoracijas veidoja Mihails Jo (Meiers Jofe (Joffe), 1895-1960), sceno-
grafs, gleznotajs un grafikis. Vins izmantojis savam rokrakstam raksturigas ska-
tuves konstrukcijas ar vairaku limenu spéles laukumiem, kas lugas satura izspéle
ienesa teatralisma efektu. Grafiski izsverta kompozicija bija papildinata ar sadzivis-
kiem rekvizitiem un kostimiem, kas saderéja ar lugas materiala dokumentalo rak-
sturu. Notikumu turpingjums izradé “Vai tiesa taisna?” risinats Arnolda Vilkina
(1904-1979) veidotajas dekoracijas, kur ainu dinamiskai parmainai izmantota grie-
zama skatuves platforma. Tresa izrade “Ciankalijs” bija makslinieciski iespaidiga ar
Herberta Likuma (1902-1980) skatuves telpas iekartojumu, kas, atainojot naba-
dziga stradnieku pagraba dzivok|a “atsegumu” uz Rigas tornu siluetu fona, parcéla
notikumus uz Latviju. Tas apliecina, ka laikmetigs saturs veicinaja skatuves tehnisko
panémienu jauninajumus.

Pirma uz Rigas Stradnieku teatra skatuves paradijas Karla Krédes izrade “Para-
grafs 218" Karla Freinberga (1884-1967) tulkojuma un Olgas Bormanes (dzimusi
Groskaufmane, 1893-1968) rezija. Stasts par stradnieku gimeni paradija situaciju,
ka abortu aizlieguma likuma panti ietekmé maznodrosinato cilveku dzivi. Stradnieku
kvartala nelielu dzivok|u nama kaiminos dzivo liela gimene un pensionaru paris. Noltes:
Virs ar sievu, pieci bérni, vecaka meita Lize (Malvine Ustube) ir prostittta, vidgja —
Mice (Elza Bergmane) bijusi cietuma par aborta izdarisanu un zaudejusi darbu, vinai
ir ligavainis, Soferis Fricis (Hermanis Vazdiks). Nolte, gimenes galva (Edgars Zile), ari
bijis sodits, partiek no gadijuma darbiem, dzer. Noltiene (Olga Bormane vai Olita
Starka-Stendere) ir stavokli, gimene gaidams sestais bérns. Lk, kas notiek, kad mate,
gaidibas budama, to pazino savam viram:

"NOLTE: (peksni piecelas, draudigi tuvojas vinai): Olle, tas nevar bat! (Pauze.) Nu,
tas atkal. Pilna maja bérnelu, bet nav noteikta darba. Paédis neesmu, un tu nac ar
kaut ko tadu? VienkarSi nenobrinities, ka jus visu atnemat! (Pauze.) Tagad beidz
gausties, nekas nesanaks! (Pauze.) Vai esi bijusi pie arsta? Ko vins saka? (Pauze.)
Tagad rung, cilvek!” (Crede 1930, tulkojums autores — 5. D.)

\lisas iespéjamas pretrunas un neatrisinamas problémas savijas kopa — likuma
pants, noziegums, pienakums, trakums, bailes, izmisums. Kaiminos dzivojosais pen-
sionaru paris Smits (Alfréds Rentovics) un Smitiene (Licija Baumane) klast liecinieki
Noltu gimenes tragéedijai. Aborts pie kaktu dakteres Knoblohenes (Valija Skuja) bei-
dzas ar Noltienes navi, bet slimokases arsts Hanzens (Nikolajs Marnieks), kas iera-
dies, lai méginatu slimnieci glabt, tiek arestéts. lestarpinata ir vidus aina, kas notiek
pie miertiesnesa (Luijs Smits), kur par aborta izdarianu taisnoties atnakusi fabri-
kanta Kleberga (Girts Bumbieris) sieva (Olga Matisone), kas dabujusi izzinu aborta
atlaujai tuberkulozes dé|. Medicinas padomnieks (Leonids Leimanis) ir uzpirkts, un
apsudzeta tiek attaisnota. Uz skatuves atklata liekuliba un skiru netaisniba: kas vie-
nam nokartojams, citam — neaizsniedzams.
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1. attéls. Karls Kréde. "Paragrafs 218", Rigas Stradnieku teatris. Pirmizrade 1930. gada 7. decembri.

RTMM 160189.
Figure 1. Carl Credé. Paragraph 218 (§ 218). Riga Workers' Theatre. Premiere on 7 December, 1930.
RTMM 160189.

Preses recenzijas, iztirzajot dramaturgiju, materials vértéts ka naturalisma stila
sarakstits (A. U. [Andrejs Upits] 1930; Erss 1930; Sudrabkalns 1930). Andrejs Upits
(1877-1970) rakstija: “Patiesam, tik vienkarsi un tiesi izcelt drausmigo proletariesa
sievas likteni nespgj profesionali rakstnieki, tur vajadzigs stradnieku kvartala arsts,
kas Sis tragédijas vérojis pasa piedzivojumos, vajadzigs ists diletants, kas péc to
pasu vacu originala kritika Leo Berga konstatéjuma vienigi spéj paradit mums dzivi
vinas neparkrasota, estétiskas fantazijas nesagrozita veida.” (A. U. [Andrejs Upits]
1930) Teatra kritikis Janis Sudrabkalns (Arvids Peine, 1894-1975) recenzija laikraksta
Segodnja vecherom norada, ka materials ir “radikals naturalisms paraugs” un tas
tiek radits “tiriem lidzekliem”, ievérojot "makslinieciskas antiestétikas” principus.
Sudrabkalns uzsver, kaisti vieta ir “diezgan novazatais teiciens par isto, neizskaisti-
nato dzivi”, jo Krede saviem personaziem |auj but dzerajiem, rupji lamaties un nevis
kaut ko notuse vai padara pieklajigaku, bet tiesi pretgji: "pasvitro visu ar trekniem
triepieniem un apvelk ar izcélumiem, pievienojot izsaukuma zimes". Vina vértejums
par iestudéjumu ir atzinigs: “Tas neapSaubami ir teatrals panakums visas nozimes,
[.]jatama ir dzives duna, visas riskantas vietas ir pasniegtas prasmigi, [..] kopgjais
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tonis ir panemts precizs, iespaids ir nopietns, cilvécisks, dzil5.” (Sudrabkalns 1930,
tulkojums autores — S. D)) Jasecina, ka tolaik naturalisms tika uzskatits par aktualu
dramas virzienu, kura panémieni izmantoti emocionala iespaida panaksanai.

Dekorators Mihails Jo iekartojumu veidojis askétiskiem izteiksmes lidzekliem,
ar grafiski pardomatu liniju kompoziciju. Izrades stilistika veidota, savienojot sadzivi
atainojosu naturalismu un ekspresionismam raksturigo nosacitibu un tipizaciju. Ska-
tuves uzblve veidota ka simultana dekoracija, kas lauj mainit ainas un norises vietas
bez parblvéem. Skatuves iekartas divstavu konstrukcija veido asimetriskas linijas,
kuras iezimejas logi, starp otra [imena platformas balstiem skatuves centrair kapnes,
pa labi un pa kreisi no tam nosaciti veidoti divi nelieli stradnieku dzivok|i. Spriezot pec
melnbaltajam fotografijam (Foto RTMM 160189, LNA 13984), atskirigas telpas iezi-
metas ar dazadu krasojumu. lekartojums papildinats ar sadzives priekSmetiem un
veido ikdieniskas darbibas vidi. Pa labi — izrades galveno personazu, Noltu daudzbérnu
gimenes, majvieta, kur izzauta vela, centru veido saimes édamgalds ar daziem krés-
liem, stari ir malkas plits, fona — mazgajama bloda, velas vanna un trauku plaukts.
Kreisaja pusé — Smitu dzivoklitis ar etaZeri, meZginu auduma parklatu apalu galdinu
un diviem krésliem, rupja auduma aizkaru fona. Nelieli podesti skatuves prieksplana,
ka ari starpsienu nisas no spraisliem un platnem lidzsvaro kompoziciju un veido tel-
pas nosacitibu, kas Jauj darbibu izvéerst ka dinamisku montazu un paraléli galvena-
jam notikumam padarit redzamas ari blakus darbibas, pieméram, ka no dazadam
pusém kaimini novero arsta Hanzena arestu Noltu dzivokli.

Rigas Stradnieku teatris pardomati veidoja iestudejumos atspoguloto proble-
mu izskaidrosanas un agitacijas programmu. "Paragrafa 218" programmina atspo-
guloti dati par abortu situaciju: “Neraugoties uz 218. paragrafu, Vacija katru gadu
izdara veselu miljonu abortu. Tatad nepiecieSamiba ir tomér vél lielaka, neka bailes
no soda. Pie tam tikai 5 no 1000, tas ir 5000 gadijumus gada, nosoda tiesa. Bet sim-
tiem tukstoSiem sieviesu iedzen neprasu rokas, kas nomirst vai top padaritas uz visu
muzu neaugligas.” (Stradnieku teatris 1930) Izskaidrojosi raksti tika publicéti social-
demokratu un arodbiedribu organizaciju presé. Pieméram, Rigas Arodniecisko
biedribu centralbiroja izdevums “Arodnieks” publicéja rakstu “Stradnieku teatris cina
pretlikuma paragrafu”: "Tads paragrafs ir Vacija, tads pat ari Latvija. Tamde| luga nak
ista laika, un tai visaktualaka nozime ari misu sabiedribai.” (Arodnieks 1930) Lidzigi
Piskatora teatra iestudéjumam Berling, pasa izrades norisé bija ietverti likumus
skaidrojosi un agitéjosi panémieni.

Batiskas izrade "Paragrafs 218" bija interaktivas ainas un ieaicinasana uz lidz-
dalibu. Izrade notika ne tikai uz skatuves. Programmina noradits: “Uzmanibu! Starp-
spéles notiek publika, neliekaties traucéeties.” Izrades tris célieni bija papildinati ar
starpcélienu darbibam. Par skatitaju atsaucibu var spriest péc recenzijam. Pieméram,
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laikraksta “"Socialdemokrats” atstastita izrades norise, siki aprakstot iestarpinaju-
mus, kas spéleti publikas vid. Tadi bija gan izrades sakuma, gan abos starpbrizos un
beigas. Pirma starpspéle sakas jau pirms izrades, skatitajos iesédinatie aktieri ap-
mainijas replikam un starpsaucieniem. Beigu starpspéle skaidroti tolaik spéka esosie
Latvijas likumos paredzetie sodi par abortu, ka artizmainas likuma projekta. Recen-
zents atzime, ka skatitaju atsauciba “norib ka pérkons” un visi kopa skandée: "“Nost ar

o

so likumu!" "Ta klausitaji un skatitaji sint speciala drama klast par lidztélotajiem, jo te
télojas musu pasu dzives liktenu minas veidojums. Un ja visa dzive ir teatra spéle, tad
més vina tieSam vienreiz esam parliecinati un aktivi, pasu dzivi veidojosi aktieri —
jaunraditaji.” (Gruzna 1930) Tiesi tapat publikas atsauciba raksturota ari zurnala
"Signals” recenzija: "Zale skan nerimstosi aplausi, publika I1dz ar télotajiem kliedz:
"Nost ar So varmacigo likumu! Nost!” Dramas izveidojums ari par sevi arkartigi inte-
resants. Te nav parasta skatuves Sablona — te publika var spélét un iedzivoties lidzi
aktieriem.” (A. T. [Adolfs Talcis] 1930) Laikraksta Segodnja vecherom par publikas
iesaisti noradits, ka ovacijas biezi partrauc izradi, un atreferéta pédejas starpspéles
norise: "Jis domajat, ka Latvija viss ir labak? — tiesa teksta jauta izrades dalibnieki —
Nebdt ne! Nolasiti tiek pasreizéja kriminallikuma 434. pants un ari Saeima iesniegta
likuma grozijumu 465. pants. Sie likuma panti ir netaisnigi, vins saka. Publika savilno-
jas un atskan troksnaini aplausi. Kurs ir par un kurs ir pret abortu legalizaciju? Kadas
ir jusu domas par dzimstibas kontroli? Ko jus domajat par Siem arstiem, tiesnesiem,
likumu un sirdsapzinu? Par divam taisnibam nabagajiem un bagatajiem?” (Sudrab-
kalns 1930, tulkojums autores — S. D.) Kreisa prese atbalstija iestudéjuma agitéjoso
raksturu un atzina novitati aktieru veiktajai ieaicinasanai uz lidzdalibu. Citadu viedaokli
pauda konservativi noskanotie kritiki, kas parmeta, ka, sanemdams ieverojamus valsts
pabalstus, Stradnieku teatris repertuara izvéli un makslinieciskos lidzek|us vers uz
idejisku propagandu un agitaciju: “§ 218 autors kritikas spéjigam skatitajam liek bri-
nities par to nelogiskumu un rupjumu, ar kadu vins dzen savu agitaciju. [.] Daja spé-
les te parnesta skatitaju telpa. Ta izteic attieksmi pret traktgjamo tematu — krasi
proun contra. Sie izsaucieni, $is nemiers skatitajos izjutami ka asi patagas cirtieni.
Inteligents skatitdjs, estétisks vérotajs grib miera un zinama izolétiba uznemt sevi
makslas darba iespaidu bez tada nervozas satrauktibas starpnieka. Masas, pula
sugestésanai, ievirzisanai gribétas ideologijas gultné sis panémiens izdevigs. Aktieru
tieSie uzsaukumi skatitajiem izrades beigas aizrauj jau attiecigi noskanotos pratus,
un — izrades merkis visuma panakts.” (Jéger-Freimane 1930) Plasais citats repre-
zente sabiedribas konservativas dalas viedokli un iezime politisko uzskatu konfron-
taciju. Paustas bazas par politiskas nostajas izteiksanu teatra valoda nolasamas art
ka atzinums Rigas Stradnieku teatra nozimei Latvijas teatru aina un makslinieciski
iespaidigajam sniegumam.
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"Vai tiesa taisna?” jautats izrade Krédes "Vai tiesa taisna?” bija
stasta turpinajums par iepriek5éja luga arestéta arsta Hanzena lietas izmeklésany,
tiesu, cietumsodu un naviieslodzijuma. Lugu tulkojusi Emils Skujenieks (1903-1965)
un Janis Sudrabkalns. Tapat ka iepriek$éja Kredes izradé reZisore bija Olga Bormane,
bet Soreiz dekorators — Arnolds Vilkins (Stradnieku teatris 1931b). Darbojas tie pasi
personazi — Doktors Hanzens (Luijs Smits) un Tiesas priek$sédétajs (Nikolajs Mr-
nieks), kurus atveidojosie aktieri mainijusies lomam, bet Medicinas padomnieks
(Leonids Leimanis), Knoblohene (Valija Skuja), Nolte (Edgars Zile) turpinaja savas
lomas. Jauni personazi — Hanzena kundze (Olita Starka-Stendere) un meita Hilda
Hanzena (Llcija Baumane), Aizstavis (Hermanis Vazdiks). Aktieri tika maciti, lai pasi
varétu veidot télu, improvizét, attistit darbibu un mizanscénas uz skatuves. Tas

"=

darijaiesp&jamu izrades iestudésanuisa laika. STizrade bija "atrais” iestud&jums, kas
veikts trijas nedélas.

Ekonomiskas krizes laika visi profesionalie teatri stradaja sasprindzinata tempa
un laida klaja pirmizrades ik pec divam lidz trijam nedélam. lespgjams, sasteigtiba
bija iemesls, kapec Si izrade sanéma daudz kritiskakas atsauksmes. Pieméram,
Pavils Gruzna (1878-1950), vairaku Stradnieku teatriiestudétu lugu un programma-
tisku rakstu autors, lielu dalu savas neapmierinatibas versa tiesi pret lugas materia-
la attélojumu uz skatuves. Vinaprat, stasta pirmaja dala arsts nav bijis tik bezpali-
dzigs un viegli salauzams, ka tas télots Saja iestudgjuma. Vinam gribetos arstu
redzet "spitéjosaku, specigaku un galu gala — uzvarosu”. V/ins iebilda, ka apstdzeta-
jam tiesa nav dots pédéjais vards, ka ari ieteica izrades beigas uz skatuves neradit
naves ainu cietuma. Recenzija izteikti ieteikumi uzlabojumiem, tomer atzits skatita-
jiem dotais satricinoSais un netaisnibas novérsanu rosinoSais iespaids (Gruzna
1931). Tiesi publikas aktivitates rosinasana bija batisks Sis izrades meérkis un art
Stradnieku teatra mérkis kopuma.

Lugas nosaukums “Justicijas krize" iestudejuma bija mainits uz jautajuma formu:
“Vai tiesa taisna?” Tas bija ka Stradnieku teatra jautajums skatitajiem, kas provocéja
atbildi. Par iestudéjuma sabiedrisko nozimi no jurista viedokl|a rakstija Nikolajs
Valters, kurs ka teatra valdes loceklis un brivpratigais juridisko jautajumu kartotajs,
iespgjams, bija ieteicis to iek|aut repertuara. Drama "Paragrafs 218" uzdotie jauta-
jumi par sodu parveidi Saja iestudejuma mérktiecigi tika paplasinati uz tiesu iekartas
izmainam. Raksta noradits, ka iepriekseja Kredes luga un par to sarikotie disputi
raisijusi lielu interesi. Sabiedribas domas iespaida jaunaja Sodu likuma projekta jau
panakti jutami, kaut ar nepietiekosi uzlabojumi tiesi jautajuma par abortu sodiem.
Autora véertgjuma luga télota izmeklésana, tiesa un ieslodzijums cietuma Latvijas
situacija batu vel smagaki (Valters 1931b). Valters taja laika darbojas Latvijas juristu
kongresa organizacijas valdé (Valters 1931a), un viens no kongresa mérkiem bija
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2. attels. Karls Kréde. "Vai tiesa taisna?"” Rigas Stradnieku teatris. Pirmizrade 1931. gada 14. novembri.
Foto: Leonids Leimanis. RTMM 160409.

Figure 2. Carl Credé. /s the Court Fair? Riga Workers' Theatre. Premiere on 14 November, 1931.

Photo by Leonids Leimanis. RTMM 160409.

veicinat diskusiju starp daudzajam juristu organizacijam, lai panaku ietekmi uz Sodu
likuma grozijumiem. Valtera atsauksme par izradi apliecina, ka viens no Rigas Strad-
nieku teatra iestudejuma "Vai tiesa taisna?” merkiem bija likumu reformas nepiecie-
Samibas izskaidrosana.

Otras Kredes lugas iestudéjuma dekorativais ietérps bija veidots uz griezamas
skatuves. Izrades dekoracijas blve griti novértéjama péc izrades fotografijam (Foto
RTMM 160405, RTMM 160409, RTMM 160410). VViena no fotografijam redzama
frontali attélota tiesas zale, otra — cietuma kamera, tresa aina izveidota aiz proscé-
nijaiznestarestotaloga ramja. Lieciba par dekoratora sniegumu atrodama recenzija:
“Neapsaubot A. Vilkina spéjas vienkarsota konstruktiva dekoraciju stila, var iebilst,
ka stirdrama, kuru varéja télot ne tikai bez “griezamas” skatuves, bet ari bez deko-
racijam, pie neitrala aizkaru fona.” (Gruzna 1931a) Tatad Saja iestudéjuma bija izman-
tota griezama skatuves konstrukcija. Tada bija veidota jau ieprieks izradei "Amnestija”
(1931), kuras programmina noradits, ka skatuviska iekartojuma autors bijis rezisors
Jurijs Jurovskis (Georgijs Saruhanovs, 1894-1959), bet dekorativais izpildijums pie-
der Arnoldam Vilkinam (Stradnieku teatris 1931a). Ta bija inovacija, kas Stradnieku
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teatri tika ieviesta pirmo reizi Riga. Herberts Likums “originalas virpuldurvis”
dekoracija izgatavoja jau 1929. gada iestudejuma “Lidojosais érglis”. 1930. gada
griezamas skatuves iekartu no sava teatra atveda Makss Reinharts (Max Reinhardt,
1873-1943) operetes “Siksparnis” iestudéjumam Latvijas Nacionalaja opera, bet ta
tehniski labi nedarbojas un netika izmantota. Stradnieku teatra iestudéjumos “grie-
zamas ripas” kluva par raksturigu iezimi. Lielisku dinamiku tas panaca tados iestu-
dejumos ka "Dzirneklis” (1931), "Emils un Berlines puikas” (1931), "Sliezu biditajs”
(1932) u. c. Jasecina, ka aktuals izrazu saturs veicinaja radoSus skatuves iekartojuma
konstruktivos risingjumus.

Likuma reformas prologs izradé Turpindjumu politiskajas cinas
par aborta pantu grozijumiem ieziméja Fridriha Volfa lugas "Ciankalijs” pirmizrade.
Stradnieku teatra iestudéjuma témas un politiskas dienaskartibas sakritibas atzi-
métas preses atsauksmes, kuras par 5o izradi sniegtas ne tikai kreisi noskanotaja,
betariliberalaja prese. "Dailes Magazina™: "Viena laika uz Stradnieku teatra skatuves
paradijas Fridriha Volfa luga "Ciankalijs” un Saeimas sodu likumu komisija iztirza
jautajumu par Sodu likumu 465. un 466. pantu grozijumu, t. i. abortu legalizaciju.
[.] Pirmizradi publikas pilnais nams uznéma atsaucigi. lzradi noskatijas Saeimas
priekssedeétajs Pauls Kalnins, daudz deputatu, arstu, sabiedrisku darbinieku un inte-
ligences." (Briedis 1932) "Jaunakas Zinas" "“Ciankalijs" — drausmiga ilustracija péc
socialdemokratu iesnieguma saeimai, prasot abortu legalizéSanu un dzimstibas regu-
|éSanu saskana ar mislaiku sabiedribas interesém.” (Karklins 1932)

Volfa luga véstija par stradnieka atraitnes (Olga Bormane) meitas Hétes (Qlita
Starka-Stendere) un Paula (Edgars Zile) skarbo dramu ar tragiskam beigam. Groteski
un komiski bija liekuligie tikumibas sargi — majas parvaldnieks Prosniks (Luijs Smits),
avizu pardevejs Kukuks (Nikolajs Marnieks) un arsts Mellers (Leonids Leimanis).
Sabiedribas sirdsapzinu personificéja stradnieks Maksis (Hermanis Vazdiks) un strad-
nieces (Valija Skuja, Austra Skuja). Lugas uzblve no atseviskam, nesaistitam ainam,
kuras nomainas ka kino montaza, bija raksturiga ekspresionisma dramam. Sadu for-
mu lugas autors izmantoja, jo sakotnéji sevi bija pieteicis ka ekspresionisma virziena
dramaturgs, bet velak pievérsas agitéjosa satura un realistiskas formas darbiem.
Recenzija izrades dramaturgija raksturota ka ekspresionisms, kas paraudzis skarba
naturalisma (Sudrabkalns 1932). Volfa agitlugam raksturiga bija vienkarsa sizeta
shéma un neparprotams zinojums. Skatitajiem, sekojot personisko attiecibu samez-
glojumam, bija jauzdod sev jautajums — vai iespéjams rast risingjumu?

Lugu "Ciankalijs” Kar|a Freinberga tulkojuma iestudéja Janis Zarins (1893-1979),
dekorators bija Herberts Likums, mizikas konsultants — Aleksandrs Melli (1894-1968).
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3. attels. Fridrihs Volfs. “Ciankalijs”. Rigas Stradnieku teatris. Pirmizrade 1932. gada 29. oktobri. RTMM 160255.
Figure 3. Friedrich Wolf. Cyankali. Riga Workers' Theatre. Premiere on 29 October, 1932. RTMM 160255.

Izrades fotografijas redzama skatuves iekarta bija veidota asimetriski — skatuves
kreisaja pusé atklajas dziluma novietots fona gleznojums ar Rigas tornu siluetiem,
bet labaja — divstavu dzivojamas ekas “atsegums”, kur divos limenos var notikt dar-
biba daZados dzivok|os (Foto RTMM 160255). Recenzenti skatuves iekartojumu sauc
par drimu un peléku, kas varéetu liecinat par ieturéto krasu gammu. Epiteti, kas veltiti
stilam, norada uz saskatito konstruktivismaiespaidu: “Likuma konstruktivas un tau-
pigas dekoracijas nekliedz, bet izradei atturigi pieklaujas.” (Erss 1932) Herberts Likums
bija ietekmeéjies no Vsevoloda Meierholda (V/sevolod Meyerhold, 1874—1940) kon-
struktiva skatuves iekartojuma idejam, tomeér vina veidotas dekoracijas nekad nebija
pilnigi abstraktas, tas vienmér ieziméja realas vides aprises. Saja izradé skatuves
iekartojums deva neparprotamu noradi, ka darbiba notiek stradnieku rajona Rigas
nomalé, kas radija tieSu asociaciju par izrades notikumiem ka realas dzives atspogu-
lojumu, "drausmigu ilustraciju”, ka tas apzimets ieprieks citétaja preses atsauksmé.

Par to, ka ari Sis iestudéjums bija ieceréts ar mérki pievérst sabiedribas uzma-
nibu nepieciesamajai likuma reformai, liecina izrades programmina publiceta anota-
cija: “Tas normas, kas pastav it ka aiz tradicijas un ko sarga ari likuma panti, masu
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laikos ir novecojusas un atmetamas, ka to atzist visdazadakas sabiedriskas aprin-
das, bet neatcel tas aiz konservativisma vai kaut kadiem aizspriedumiem un apreki-
niem.” (Stradnieku teatris 1932: 6-7) To pasu atzimé ari recenzenti, kas uzmanibu

nou

veltijusi politiskajam izrades véstijumam. “Domas” “Drama pacelts un, galvenais,
radikali atrisinats jautajums, kas atstats novarta ka praktiska dzive, ta ari sociala
likumdogana.” (Caks 1932) “Jauna Diena”: “Likums, kas 800 000 sievietes padara par
noziedzniecém, nav vairs likums. Luga ar stradnieka Paula vardiem izteikta ir likuma
neatbilstiba notiekosajam [..], tapéc mums darba sievietém i cina par aborta legali-
zaciju jauzskata ka masu tagadéjas un turpmakas cinas pamatprasiba!” (Slisse 1932)
Izrade iekodetais politiskais véstijums par nepieciesamajam likuma izmainam panaca
rezultatu. Sabiedriba bija informéta par paredzétajiem likuma grozijumiem, diskusija
iesaistijas sieviesu organizacijas, juristi, katra partija precizi formuléja un izteica savu
poziciju, kas izskangja likuma apsprieSanas debateés.

1932. gada 2., 9. un 20. decembra Saeimas sedeé tika apspriesti likuma grozijumi.
Debatés izteikto katras partijas nostaju sieviesu reproduktivajas tiesibas rupigi ana-
lizéjusi un atrefergjusi Ineta Lipsa (Lipsa 2013: 183-185). Likuma grozijumi visradi-
kalakas izmainas paredzéja 466. panta, kura ar negativu formuléjumu pielava izdarit
abortu, kas agrak pilnigi aizliegts. Negativa atruna “nav uzskatama par noziedzigu”
tika attiecinata uz cetram indikacijam: medicinisko (grutnieces dzivibas apdraudéju-
mu vai smagu vinas veselibas satricingjumu), eigénisko (lai novérstu bérna piedzim-
sanu ar smagiem garigiem vai miesigiem trakumiem), juridisko (lai novérstu bérna
piedzimsanu, kurs ienemts noziedziga veida 517.-523. panta noraditajos gadijumos),
socialo (lai novérstu bérna piedzimsanu, kas raditu smagu postu gritniecei vai vinas
gimenei). Pats bitiskakais bija 466. panta iestradatais pielavums par nosacijumiem,
kas |auj abortu legali izdarit pirmajos tris gratniecibas menesos. Péc karstam deba-
tém par Sodu likumu tris lasijumos notika aizklata balsoSana par jaunieviesto
466. pantu, un péc tas ar 50 balsim “par”, 33 — "pret”, 3 — "atturas” likuma grozijumi
tika pienemti. Lidz ar to aborts Latvija vairs nebija kategoriski aizliegts. Latvijas
tiesibu vestures macibu gramata noradits: “Sis grozijums kriminaltiesibas ieziméja
jaunu izpratni par sievietes tiesibam pienemt lemumu par bérna dzimsanu.” (Lebers
2000: 254) Kad jaunais likums stajas speka, pienéma art "“Amnestijas aktu aborta
lietas” (Likumu krajums 1933: 77), kas sakara ar jauna 466. panta ieviesanu no soda
atbrivoja agrak par Siem noziegumiem soditas sievietes. Sodu likums divpadsmit
gadus tika gatavots un apspriests, nemitigi to papildinot un precizéjot. Latvijas tiesib-
zinatnieki musdienas to raksturo ka savam laikam atbilstoSu un pilsoniskas, demo-
kratiskas valsts principus reprezentéjosu, ari Sobrid uz to biezi vien médz atsaukties
(Neverzevskis 2016). Péc Latvijas valsts neatkaribas atgtsanas sabiedriba zinamu
atbalstu guva ideja apturét spéka esoso padomju Kriminallikuma darbibu un atjaunot
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demokratijas laika Sodu likumu, [1dz Saeima pienemtu jaunu Kriminalkodeksu (Rei-
gase 1998). Tas netika realizéts, bet apliecina Latvijas demokratijas perioda nozi-
mIigo sasniegumu, sabiedribas iesaisti politiskajos procesos un cienpilnas diskusijas no-
zimi.Rigas Stradnieku teatris bijaviens noaktivajiem demokratijas procesa dalibniekiem.

Nobeigums Sabiedriskie procesi un teatris atrodas pastaviga mijiedar-
biba. Teatris ir publiska telpa, kura individs ar klatbatni kopéja lidzpardzivojuma sevi
izjut ka auditorijas dau. Teatris ka medijs politiskam vestijumam formé auditorijas
un Iidz ar to sabiedribas viedokli. Kritisks, no padomju ideologiska uzslanojuma atbri-
vots Rigas Stradnieku teatra nozimes vertejums latviesSu teatra un scenografijas
makslas attistiba socialas makslas vestures aspekta vél ir turpmakas izpétes uzde-
vums. Tris raksta apskatitajas izradés teatris iesaistijas likuma izmainu izpratnes
veidosana. Rigas Stradnieku teatra sociali aktiva pozicija musdienu konteksta ir ska-
tama ka sava laika makslas aktivisms. Raksta apskatitajiem Rigas Stradnieku teatra
iestudejumiem bija politiski merki. Tris secigie iestudeéjumi par abortu tému bija ka
rupigi izplanota sabiedriskas domas izmainas kampana. Pirma izrade, Krédes “Para-
grafs 218", bija trauksmes celSana par Sodu likuma talaku virzisanu bez butiskam
izmainam abortu kriminalo sodu punktos. Izrade parliecingja par pastavoso sodu
netaisnigumu un bezspécibu abortu skaita ierobezosana. Stasta turpinajums otras
Krédes lugas iestudejuma “Vai tiesa taisna?” par arsta tiesas procesu tika veidots
vienlaicigi ar realiem tiesu procesiem pret arstiem Vacija. Tresas lugas iestudésanas
laiks sakrit ar socialdemokratu frakcijas iesniegto likuma izmainu priekslikumu izska-
tisanu Saeimas komisija. Volfa lugas “Ciankalijs” iestudejums panaca izpratni par tepat
lidzas notiekosam tragédijam un emocionalu lidzpardzivojumu kriminala soda draudu
upuriem. Stradnieku teatra iestudejumi deva savu ieguldijumu, lai panaktu sabied-
riskas domas izmainas par labu likumos nepiecieSamo grozijumu pragmatiskai izpratnei.

Izrazu laikmetigi aktualais saturs prasija meklét makslinieciskos risinajumus,
kas bUtu uz tas dienas vijna. Satura aktualitate veda pie formas novitates. Inovaci-
jam bagatakais bija Krédes “Paragrafa 218" iestudéjums. Saja izradé izmantotas
interaktivas intermeédijas bija piemérota forma, lai publiku ieaicinatu lidzdalibai, pro-
vocetu skali izteikt viedokli. lesp&ja noskatities jau redzeta stasta turpinajumu
otraja izrade "Vai tiesa taisna?” padzilinaja emocionalo iesaistisanos un izpratni par
to, ka likumiietekmeé ikdienas dzivi. Makslinieciski tas tika risinats, realistiskas linijas
veidojot ekspresivi sakapinatu dramatisko darbibu. Tehnisko risingjumu inovacija —
griezama skatuve, kas Riga pirmo reizi izmantota Stradnieku teatri, 5aja izradé, sprie-
zot péc recenzijam, neattaisnoja sevi. Tomer tas izveide un lietojums |oti daudzas iz-
rades bija sekmigs un kluva par raksturigu Stradnieku teatra iezimi. Tresaja
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iestudejuma, luga "Ciankalijs”, makslinieciskais risinajums panaca skatitaju identifi-
césanos ar lugas personaziem, jo dekoracijas tika ieklauti elementi, kas asocie
darbibas vidi ar Rigu. Jasecina, ka laikmetigs saturs ka nepieciesamus darija ari
maksliniecisko un tehnisko panémienu jauninajumus.

Raksta apskatitie tris izrazu pieméri ir apliecinajums tam, ka Rigas Stradnieku
teatra vieta Latvijas teatru kopaina bija Tpasa. Pirmkart, tas bija teatris ar skaidri
deklarétu politisko nostaju. Tadi makslinieciskie panémieni ka tiesa skatitaju uzru-
nasana izrades laika, skatuviskas darbibas ienesana skatitaju zalé tipologiski lidzi-
nas vacu politiska teatra ievérojamo parstavju Ervina Piskatora un Bertolta Brehta
(Bertholt Brecht, 1898—-1956) teorétiski pamatotajiem principiem. Otrkart, Sis teatris
raksturojams ka socialas kritikas virziena parstavis, jo savos iestudéjumos pieversas
nopietnam sava laika problémam, komentéja gan vietgjas, gan starptautiskas aktualas
norises. Repertuara iek|autas lugas biezi bija rakstitas, balstoties uz realiem notiku-
miem, ko apliecina raksta apskatitie iestudejumi. Treskart, tas bija spilgts modernis-
ma teatris, kas meklgja savu suveréno stilu, izmantojot ta laika teatrim raksturiga
konstruktivisma, ekspresionisma, agitpropa, redlisma un naturalisma virziena ska-
tuviskos panémienus. Teatris parstavéja kreisi centrisku politisko poziciju. Tas noro-
bezojas no radikali kreisajiem, pieméram, Rigas Arodbiedribu centralbiroja dramas
studijas — "vajata teatra” — klaji revolucionari agitéjosajiem panémieniem no vienas
puses un viegla satura izklaides produktiem pilsoniskas gaumes apmierinasanai — no
otras. Spéles stils tika mekléts tads, lai skatitaju padaritu par aktivu lidzdalibnieku.
Par to liecina atsauksmés un atminas par Si teatra izradém biezi pieminéti skatitaju
starpsaucieni, [1dzi dziedasana un cel5anas kajas. Raksta skatitajos gadijumos ska-
titaju lidzdaliba tika panakta ar temas aktualitati, kas sasaucas ar politiskas dzives
norisém. Izrades caur ldzpardzivojumu lava iejusties tragiskajas situacijas, kas bal-
stitas realos notikumos, ko pieredzéjusi lugu autori. Interaktivas starpspéles skati-
tajus iesaistija dialoga, provocéja izteikt viedokli. Tas rosina turpmak pétit, vai Rigas
Stradnieku teatris vietéja teatra aina butu skatams ka aizsacejs lidzdalibas teatra
virzienam. Laikmetigi nozimigu noriSu komentars teatra valoda veda pie jaunu spéles
un vizualo panemienu radisanas. Protams, nav iespéjams noteikt, cik liela méra tiesi
Sie tris iestudejumi noveda pie izmainam Latvijas likumos, bet, nemot vera tris secigi
veidoto iestudejumu sakritibu ar izmainu projekta publicésanu, diskusiju uzvilnijumu
saistiba ar arstu pravam Vacija un Sodu likuma pienemsanas debatém Saeima, tos
var uzskatit par agitacijas platformu, lai mainitu sabiedrisko noskanojumu par labu
sieviesu tiesibu akceptésanai reproduktivajos jautajumos. Rigas Stradnieku teatra
izpétes talakai virzisanai Saja raksta tika izsekots iestudejumu paralélém ar politisko
notikumu gaitu. Tas sniedz jaunu skatijuma rakursu teatra véstures izpété, akcentéjot
mijiedarbibu ar sabiedriski politiskajam norisem.
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Summary This article examines the role of the fictional Snakish language
as a form of resistance in Estonian author Andrus Kivirahk's 2007 historical fantasy
novel The Man Who Spoke Snakish. | begin by discussing the processes of colonization
and Christianization in the novel, and how these might be seen as parallels for
more recent experiences in Estonia’s history, including Soviet colonialism and post-
Soviet transitions. | then consider how the Snakish language functions as a form of
resistance against the Crusaders’ violence and against the Christian worldview.
Finally, | examine the fantastical language in the context of contemporary Estonian
nationalism, and | consider how the crueller and more destructive uses of Snakish in
the novel may have parallels with the potentially destructive power of nationalism.

Kopsavilkums Sis raksts analizé to, ka igaunu rakstnieka Andrusa
Kivirehka vésturiskaja fantazijas romana "Virs, kas zinaja cuskuvardus” aprakstita
iedomata cusku valoda funkcioné ka pretosanas lidzeklis. Vispirms es apltkoju
romana attélotos kolonizacijas un kristianizacijas procesus un to iespéjamas para-
Iéles ar nesenakiem Igaunijas vestures notikumiem, tadiem ka padomju kolonialisms
un pécpadomju parejas procesi, bet pec tam — ¢dsku valodu ka pretosanas formu
pret krustnesSu vardarbibu un kristigo pasauluzskatu. Visbeidzot si izfantazéta
valoda tiek skatita musdienu igaunu nacionalisma konteksta — pieversot uzmanibu
tam, ka ¢usku valodas neZeligakie un destruktivakie pielietojuma veidi, iespéjams,
sasaucas ar nacionalisma potenciali postoso varu.
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Andrus Kivirahk's 2007 historical fantasy novel The Man Who Spoke Snakish (Estonian
title: Mees, kes teadis ussisonu) is set in 13th-century Estonia, during the Northern
Crusades. In Estonian history, this period saw the arrival of Christian colonizers
from Western Europe and the forced Christianization of the native inhabitants. In
Kivirahk's novel, it is also the time when humans are forgetting the ancient language
of Snakish. Snakish, in the novel, is a magical language taught to humans by snakes
many generations ago, and it gives humans the power to control most animals of the
forest. It also facilitates dialogue, friendship and even sometimes cohabitation
between humans and snakes. However, as humans are migrating from the forest to
Christian villages, they are abandoning the ancient language, and by the end of the
novel, the protagonist Leemet is the last human who speaks Snakish.

In this article, | examine the role of the Snakish language as a form of resistance
against the Crusaders' violence and oppression in the novel. | begin by discussing the
processes of colonization and Christianization in the novel and how these might be
seen as parallels for more recent experiences in Estonia’s history, including Soviet
colonialism and post-Soviet transitions, before turning to the role of Snakish as
resistance. Finally, | discuss the fantastical language in the context of contemporary
Estonian nationalism, and | consider how the crueller and more destructive uses of
Snakish in the novel may have parallels with the potentially destructive power of
nationalism. The characters of the Primates offer a more peaceful, tolerant alter-
native to this violence, suggesting a hopeful possibility for a coexistence between
the old and new worlds in the novel. Ultimately, however, the Primates and their way
of life die out, leaving a zone of hatred, violence and warfare between the old and
new worlds.

Crusaders and colonialism The Livonian Crusade of 1198-1227,
proclaimed by Pope Innocent lll, has been described by Liina Lukas as the beginning
of “German colonial history” (Lukas 2015: 67). Lukas quotes the Christian chronicler
Henry of Livonia, who describes how his own people "burned and devastated every-
thing, killed all the males, captured the women and children, and drove off their
horses and many flocks” (Henry of Livonia, quoted in Lukas 2015: 70). This brutal
invasion of Livonia (the land that is now Estonia and Latvia) led to a long period of
rule by the Baltic German aristocracy. Epp Annus notes that, though the land was
repeatedly invaded by various European powers throughout the following centuries,
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“the German ruling class, initially composed of the crusading knights, kept its
privileged position”, while members of this class used the word ‘colony’ to describe
their situation from the 18th century onwards (Annus 2018: 144-145). The Man
Who Spoke Snakish is set at the beginning of this period of German colonialism in
the Baltics, with knights and monks using force to bring the word of God to the
Estonian people.

The Germanic invaders are shown to be a force of violence and oppression in
Kivirahk's novel, but the Estonian villagers happily accept their authority.! When
Leemet travels to the nearest village, he hears a group of local boys cheerfully
discussing the fact that, as simple peasants, they must always doff their caps when
a knight rides by, lest they receive "a good walloping” from the knight (349).2 When
Leemet expresses amazement, they mock him for being ignorant of this “famous old
foreign custom” (349). Leemet is also surprised to learn that the village boys aspire
to become servants and that it is “the custom in foreign lands for important men” to
sleep with their serving boys (218). Combined with a popular desire to become
castrati so as to sing better, this adds a sexual, emasculatory element to the villagers’
willing submission to the Germanic colonizers. Piret Peiker notes that, “"[w]hile the
novel is generally sexually free-spirited, its only pervasive fear and taboo is that of
being unmanned by the decadent Europeans” (Peiker 2016: 125). However, the sexual
element of the colonizers’ domination of the Estonians is also exhibited by the rape
of the female character Magdaleena, the young daughter of village elder Johannes,
who joyfully recounts to Leemet how a German knight “pulled [her] onto his horse's
back and carried [her] straight to his castle”, where he slept with her and “made a
child inside” her (331). Despite the fact that Magdaleena is only a child herself, her
fatherisalso “terribly glad” that this has happened, believing that Magdaleena's child
"will go out into the wide world and become a famous man” (333). Both the male and
female Estonians who embrace Christianity appear to accept that powerful foreigners
have the right to sexually dominate them without seeking consent, and indeed they
actively celebrate this fact, much to Leemet’s confusion and disgust.

Lukas describes the Livonian Crusade as an example of “Christian imperialism —
the conviction that Europeans (read: Christians) are in possession of the absolute

1 The Northern Crusades took place several centuries before the formation of the German
state, but the Crusaders are regularly referred to as Germans in both the English and Estonian
versions of the novel, for example, “pdris ehtne sakslane” (189, Kivirdhk's original Estonian),
"a genuine German" (221, Moseley's English translation). Similarly, the villagers refer to themselves
as "eestlased" (24, original Estonian) or "Estonians” (25, English translation).

2 Unless otherwise stated, page numbers in brackets refer to Christopher Moseley's 2015
English translation of Kivirahk's novel.
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and ultimate religious truth to which all people have to submit and for which they
must instantly abandon their own religion” (Lukas 2015: 70). In Kivirahk's novel, the
villagers have indeed abandoned their old pagan ways for the new religion, while
those who resist the change are treated with violence by the Christians. The first
time thata monk appearsin the story, he steals aring from Leemet and assaults the
boy, after checking that there is no one else around to witness it. While the ring was
admittedly stolen before Leemet obtained it (see below), Leemet also notices that
the monk puts the ring into his mouth, “apparently to hide and defend a precious
thing from others” (59), indicating a purely selfish motivation. Additionally, Christianity
motivates the villagers to act violently towards snakes whom Leemet and the
forest-dwellers view as their friends. On an earlier visit to the village, Leemet arrives
with his friend Ints the adder and, upon seeing the snake, Johannes tries to kill Ints
with a stick because, he claims, “[t]he snake is the right hand of Satan, and it is the
duty of people of the cross to beat down these abominable creatures” (113-114).
Later, the villagers burn a whole nest of snakes, along with Leemet’'s mother who
had been hibernating with them. The belief that snakes are agents of the devil, which
derives from the Christian teachings introduced by the Crusaders, motivates the
villagers to carry out needless violence against snakes and against forest-dwellers
like Leemet's family. Lukas notes that Henry of Livonia at one point describes the
pagan natives as a "brood of vipers"” (Lukas 2015: 72), and the massacred adders in
Kivirahk's novel can perhaps be seen as a metaphor for the Estonian rebels who
refused to submit to the doctrine of the Christian imperialists.

The attitudes of the Estonian villagers that Kivirahk presents in the novel also
have parallels with features of the Baltic German colonialism that followed the
Northern Crusades. Though many Estonians resented their Baltic German overlords
throughout the centuries of their rule, many of the values and cultural practices of
the German aristocracy were imitated by Estonians during the National Awakening
of the late 19th and early 20th centuries. Annus notes that, for example, Estonian
poetry and singing were often based on German rather than Baltic traditions;
Estonian civic associations were modelled on those of the Baltic Germans; and even
“the search for an archaic, precolonial past and the growing interest in folk culture”
had German roots, while the inspiration for the Awakening came at leastin part from
“progressive Baltic German thinkers, such as Garlieb Merkel, who declared the equal
rights and abilities of all nations” (Annus 2018: 147-148).2 Similarly, the Estonian
villagers in Kivirahk's novel copy the values and practices of the Germans in an effort
to further their own national interest. Upon learning that Leemet’s family still live
in the forest, Johannes laments:

3 Ivars ljabs (ljabs 2014) discusses this further in the Latvian context.
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It's pathetic to think of those poor people who still carry on a miserable existence
in caves, while others are living in castles and palaces! Why do our folk have to be
the last? We want to enjoy the same pleasures that other folk do! (24).

Comparing the lives of his fellow Estonians to those of the colonizing Germans,
Johannes is saddened by the unbalanced situation. However, rather than seeing any
value in the traditional way of life, he desires that his own people abandon their old
lives and copy the Germans, seeking equality only through imitation.

In addition to the links with Baltic German colonialism, there are also multiple
parallels between Kivirahk's story and a more recent experience in Estonia’s history:
the era of Soviet rule. In both cases, the land of Estonia is being invaded and settled
by European foreigners: Germans in the novel and Russians in the Soviet era. In both
cases, the foreigners bring with them a new ideology: the Germans bring hier-
archical Christianity, and the Russians bring Leninism. And in both cases, an ancient
native language is under threat: Snakish is dying out in the novel, and Estonian is
suppressed by the Soviet authorities.* Many scholars have justifiably analyzed
post-Soviet Estonia and the other Baltic nations as postcolonial states. Violeta
Kelertas, for example, points out that inhabitants of these countries were not
“merely opposed to the form of government” imposed by Moscow but also to the
fact that they were being ruled by a foreign power (Kelertas 2006: 2, emphasis in the
original). Discussing these countries’ experiences specifically after gaining indepen-
dence, David Chioni Moore argues that:

the term “postcolonial”’, and everything that goes with it — language, economy,
politics, resistance, liberation and its hangover — might reasonably be applied to
the formerly Russo- and Soviet-controlled regions post-1989 and -1991, just as it
has been applied to South Asia post-1947 or Africa post-1958 (Moore 2006: 17).

More recently, Annus has distinguished between the process of colonization and the
system of colonialism, arguing that, “even though the Soviet Union occupied rather
than colonized the Baltic States, the period of occupation nevertheless developed
into a period of colonial rule” (Annus 2012: 37). The colonial situation in Kivirdhk's
novel, then, may be an allegory for this more recent experience of colonialism in
Estonia.

However, there are clearly differences between these two colonial situations.
Firstly, the worldview of the Christians is quite different from Marxism-Leninism: the
villagers are devoutly religious, in contrast to the state atheism of the Soviet Union,
and they enthusiastically accept social hierarchies, such as the superiority of knights
over peasants. Secondly, even though Christians like Johannes celebrate the decline

4 For a discussion of the parallels between Snakish and Estonian, see for example Niitra
2011: 56-57; Ehala 2007; Rooste 2007; Howard and Nelson 2024.
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of Snakish and happily enact violence against snakes, the language itself is not being
actively suppressed by the colonial authorities in the novel. In fact, most people
outside of the forest seem to be unaware of its existence. Similarly, although the
villagers persistently try to persuade Leemet to join them, the forest-dwellers are
not being forced to abandon their way of life. Indeed, the villagers themselves appear
to be mostly Estonian families who have voluntarily decided to move out of the
forest. These things are, of course, in contrast to the deliberate language suppres-
sion and forced relocation of people carried out by the Soviet authorities in Estonia
and elsewhere.

In fact, there are perhaps clearer parallels between the novel and the post-Soviet
era in Estonia. Rather than being forcibly incorporated into a multinational empire
under threat of destruction, the Estonians in Kivirahk's novel are voluntarily deciding
to abandon their traditional lifestyle in favour of a new socioeconomic system thatis
more integrated with Western Europe. Johannes, who was born in the forest but has
now embraced Christianity, boasts of having seen “the glory and splendor” of “the
holy city of Rome" (197), and the village boys compare Snakish unfavourably to Latin,
telling Leemet that "if you knew Latin well, [..] you'd sing hymns and you'd get all the
women into bed” (217). The boys also lament their ignorance of German, since, “German
is [.] what the knights speak. If you understand German, some knight might take you
as his servant” (217). Magdaleena even imagines that her child, as the offspring of a
knight, will “start speaking German right from childhood like his father” (332).° It is
worth noting that modern English is a Germanic language with a large amount of
Latin influence, largely via Norman French. As the dominant language of both the
United States and the United Kingdom, English is the main lingua franca of inter-
national capitalism in Europe and North America — and incidentally, of course, the
language of this article on Estonian literature. Kivirahk has observed in an interview
that “everyone who lives [in Estonia today] speaks English to each other. Or I-don't-
know-what language” (Rooste 2007, my translation).® The villagers' abandonment of

5 It is interesting to compare this strange conception of Germanness with that expressed in
“The Wound", a 1988 short story by Estonian author Jaan Kross. In Kross's story, setin 1939, the
narrator Peeter learns that his ex-lover Flora and her family plan to take up Hitler's offer of
repatriation for Germans living in Estonia and Latvia — despite the fact that they are not really
German. Seeing Flora for the last time before her planned departure, Peeter contemplates her
"newly German" hand and the fact that “[her] legs are German now" (Kross 1995: 20-21). Like
Leemet, Peeter is scathing of the Estonian family's rush to Germanify themselves. His sarcastic
observations highlight how artificial German identity is, in contrast to Magdaleena, who believes
that Germanness — including even German language skills — is inborn.

6 Original Estonian: "Koik, kes siin elavad, radgivad omavahel inglise keelt. \/6i maeiteamiskeelt".
I'am grateful to Piret Peiker for directing me to this interview.
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Snakish in favour of German and Latin, then, may represent the neglect of Estonian
in favour of supposedly more useful international languages like English.

In the context of post-Soviet Estonia, it is interesting to consider an article
titled "The Estonian Economic Miracle” by Mart Laar, Prime Minister of Estonia from
1992 to 1994 and from 1999 to 2002. This article was published by The Heritage
Foundation, a conservative American think tank, in 2007 — the same year that
Kivirahk's novel was first published. In the article, Laar describes how the radical
economic reforms of his post-independence government led Estonia out of the
"backward” underdevelopment and high inflation of the Soviet period and set the
country on track to “[catch] up to the average European living standard” (Laar 2007).
There are similarities here with the attitudes of the villagers in Kivirahk's novel:
Western (i.e. not post-Soviet) Europe is seen as a model to strive towards, while
Estonia's own past is dismissed as backward and impoverished. As before, a foreign
ideology is also being followed — in this case, a conservative neoliberalism similar to
that which had been pursued in the preceding decade by Thatcher in Britain and
Reagan in the US. Laar proudly describes how his government pursued international
integration by reducing tariffs and other barriers to international trade while cheer-
fully disregarding the “furious opposition, demonstrations, and petitions ‘to protect
strategic parts of the economy' or 'defend local producers' (Laar 2007). Parallels can
even be drawn between Johannes's joy at the decline of the supposedly satanic
Snakish and Laar's cheerful report that Estonia’s flat-rate income tax successfully
"suppressed the gray [informal] economy” (Laar 2007). Like Snakish, the informal
economy can potentially provide opportunities and livelihoods for many people,” but
since, like Snakish, it exists "outside the framework of official institutions” (Hart
1985: 54), those official institutions have a vested interest in its decline, even if they
do not actually take steps to violently suppress it.

Discussing the work of another Estonian writer, Jaan Kaplinski, Thomas
Salumets writes:

In the course of their 700-year colonizing process, as Kaplinski sees it unfold,
Estonians find their culture wanting, particularly during the period of national
awakening in the 1860s and 1870s. Estonia was perceived to be lacking in what
Europe's centres took for granted: stone buildings, churches, palaces, poetry with
end rhymes, manor houses, cities, abstract words, a Protestant ethic, a national
epic, song festivals, fraternities, operas, the devil, a standard literary language, a
single God, and other manifestations of the mentality associated with the cultures
of the colonizers. In the 21st century, the lack is associated with globalization — a
new economic form of colonization. Among the contemporary colonizers who

7 This is not to say that an informal economy is necessarily good; it often allows for greater
exploitation of workers than a formal economy.
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threaten the cultures of smaller surviving units, according to Kaplinski, are Time-
Warner, Microsoft and Walt Disney (Salumets 2006: 435).

Here, as in The Man Who Spoke Snakish, Christianity, feudalism and European culture
are attributes of historical colonizers that are envied by Estonians and seen as
essential for Estonia to become a “proper” (European) country. In the post-Soviet
era, these are replaced by the culture and technology of the Western (European and
American) world, which the people of Estonia again seek to imitate. Indeed, Salumets
identifies Kaplinski as an Estonian who is critical of his people’s “self-colonization”
and laments “that the Estonian people themselves drove away their souls and cut
down their sacred trees” (Salumets 2006: 436), similar to Leemet's frustration with
the villagers’ voluntary abandonment of Snakish and forest life. Leemet’s refusal
to abandon Snakish, then, can be seen as an act of anti-globalization, a refusal to
accept the "Western” order — whether that be feudalism or neoliberalism.

Snakish as resistance The Snakish language acts as a form of
resistance against the Crusaders in a number of ways. Firstly, it resists the transition
to agriculture by making hunting-gathering in the forest a more feasible alternative.
While the Christians view the forest-dwellers as "benighted” fools living a "miserable
existence” (24), their lives are shown in many ways to be poorer than those of the
forest-dwellers. While the villagers live mainly off bread and porridge and only eat
meat on holy days, Leemet’s family routinely has an abundance of meat and other
protein-rich foods such as owl's eggs. On one occasion, Leemet's mother cooks
"awhole goat” for the family's evening meal (121). Leemet explains that, using
“Snakish words, [..] you can force a goat to submit within one minute” and kill the
animal easily, whereas the villagers, who do not speak Snakish, can only obtain goat
meat through “a hunt lasting hours” (202). Remembering a deer hunt that he once
witnessed, Leemet reflects:

The villagers didn't know Snakish, and therefore couldn't summon the deer to
them, so they hunted it across the country and fired little sticks into the air. This
stick caused the deer outrageous pain, but didn't kill it, and so the poor animal
rushed with bloodshot eyes through the forest, shrieking and thumping everything
in its path, until Uncle Vootele calmed it with Snakish words and cut the animal’s
throat, to release it from its suffering (114).

As far as Leemet is concerned, the abandonment of Snakish is not progress but
regress. Not only does it impoverish the villagers by denying them meat, but it also
results in crueller methods of obtaining that meat. Similarly, when Johannes tries to
“heal” a cow using a treatment taught to him by a German stable boy, the process
involves a series of tortuous procedures which eventually kill the cow (221).
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Snakish also resists the Crusaders by defying Christian dogma. For the
Christian villagers, "[t]he snake is the right hand of Satan” (113) and the cause of
original sin. When Leemet tries to tell the village elder Johannes about Snakish,
Johannes declares that "[nJowhere on earth do they talk to snakes” and celebrates
the fact that the Estonians are gradually forgetting the language, because “"God
doesn't want us to talk to snakes, for a snake is his enemy"” (195). Snakish, indeed,
can be seen as a synecdoche for the forest-dwellers” whole way of life, which is
dismissed as backward and savage by the Christianized villagers. Like this way of life,
Snakish is dying out, but Leemet's defiant speaking of the language is an act of
anticolonial resistance. Indeed, the Snakish language in Kivirahk's novel blurs the
very boundary between humans and snakes. Leemet’s Uncle Vootele vows to “teach
Leemet the Snakish words so well that he won't know anymore whether he's a
human or a snake” (31). Snakish not only allows humans to communicate with
snakes; it leads them down a path of physically becoming more like snakes. This is
exemplified by Leemet's grandfather, a fluent Snakish speaker who has snakelike
"fangs” and crawls around "like some hairy adder” (249-250). The Snakish language
not only facilitates dialogue between humans and the supposedly satanic snakes;
it also subverts the boundary between human and animal, which is central to the
villagers' worldview.

It seems likely that Kivirahk's novel was influenced by a similarly titled children's
story, Jutt mehest, kes teadis ussisonu (“A Tale about a Man Who Spoke Snakish”, or
"The Tale of the Man Who Knew Snake-Words") (Sormus 2015: 44). This short tale,
attributed to Juri Parijogi and published in a 1977 collection of the same title edited
by Andres Jaaksoo, tells the story of Leeli Mart, a man who uses snake-words
(ussisonu) to command the local snakes and prevent them from biting people.®
However, while Leeli Mart uses words to control and command snakes, Leemet
interacts with snakes on much more egalitarian terms. Throughout the novel, he
maintains a close friendship with the adder Ints after saving her from a hedgehog,
and his whole family even spends one winter hibernating with the adders. Indeed,
the close relationships between forest-dwelling humans and snakes in the novel
may suggest the influence of another folktale: the tale of the snake’s wife, in which a
human woman marries a snake. Many variants or this story exist across the Baltic

8  lam grateful to Virve Vihman for her help with translating this story. It seems reasonable to
suggest that the name “Leeli Mart” may be an inspiration for the name of Kivirahk's protagonist.
Another possible inspiration is Lembit (also known as Lembitu), a historical figure who led the
Estonians in resistance against the Crusaders. Mari Niitra (Niitra 2011: 56) also notes that
elements of another story told by Parijogi, Kuidas mees ussikoopast énne leidis (How a Man Found
His Fortune in a Snake-cave), can be seen in Kivirdhk's novel.
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region, perhaps most famously the Lithuanian story of Egle the Queen of Serpents,
in which the reptile husband is none other than the king of the snakes — a title that
also exists in Kivirahk's novel. In The Man Who Spoke Snakish, snake-words are not a
means for humans to control snakes: instead, they form the language of an entire
Snakish culture.®

Another way in which Snakish acts as a form of resistance is through its power
to awake the legendary Frog of the North. This strange creature is a further example
of a folkloric influence in Kivirahk's novel® P6hja konn, as he is known in Estonian,
appears in a story collected by the 19th-century Estonian writer and folklorist
Friedrich Reinhold Kreutzwald, published in English as “The Northern Frog". In this
story, the creature is described as a monster with the body of “an enormous ox",
frog's legs and "a chain-long tail of a snake”, his body "armoured with scales [.]
stronger than stone oriron” (Kreutzwald 1985: 206). He travels around in giant leaps,
devouring people and animals and desolating huge swathes of land, until he is finally
defeated by a young hero. In Kivirahk's novel, however, the Frog of the North has
quite a different role: he is an ally of the Estonians, having helped them to fight
against the Crusaders in the past. Leemet seeks to find the Frog using aring given to
him by the mysterious character Meeme, and a ring also plays a role in Kreutzwald's
story: the young hero uses a magical ring that once belonged to King Solomon to
defeat the Frog. In Kivirahk's novel, however, Meeme eventually reveals that the bag
in which the ring is carried is the key to finding the Frog, and that the ring itself is
“a useless trinket, pulled off the finger of some foreigner who was killed” that only
functions “as a weight, to keep the bagin place” (436). Kivirahk subverts Kreutzwald's
story not only by presenting the monstrous Frog as a saviour, but also by relegating
Solomon'’s ring — a Christian relic of sacred importance and magical power — to a
comically worthless item.

In Kivirahk's novel, however, the Frog has gone to sleep for many years and can
only be woken by ten thousand men speaking Snakish together. As Vootele laments
at the start of the novel, the forest-dwellers “can’t even get ten [men] together” to
speak Snakish anymore, never mind ten thousand (7). The decline in speakers of
Snakish has caused the language itself to tangibly lose power, since it can no longer

9 For an English translation of the tale of Eglé, see Kuncaitis 1996. For an Estonian version
of the story, also translated into English, see Paar, Turnpu 2005: 60-63. In this version, it is
the woman, not the snake, who has a royal background. For an analysis of the subversion of the
nature/culture distinction in Kivirahk's novel, see Sormus 2015; Howard and Nelson 2024. For a
broader contemporary discussion of environmental humanities in the related Baltic context of
Latvia, see Zarina etal. 2022.

10 Foradiscussion of folkloristics in the Soviet and post-Soviet Baltic area, see Kencis, Udre 2021.
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be used to call the Estonians’ most powerful ally. Martin Ehala (Ehala 2007)
compares this lost power of Snakish with the Singing Revolution, a coordinated
vocalization of collective will through which the Baltic nations gained independence
from the Soviet Union: the Frog represents the collective will of the Estonian people,
while Snakish is the language through which that will can (or could formerly) be
realized. Snakish, then, can be seen to embody the form of anticolonial, liberatory
nationalism expressed through the Singing Revolution, empowering the Estonian
people to determine their own future.

Nationalism and violence Kivirdhk's novel, however, also suggests
how the nationalism of anticolonial resistance can contain xenophobic and violent
elements. Although they defy the religiously sanctioned hierarchies of the colonizers,
Snakish speakers also construct their own hierarchical view of non-human life, with
snakes at the apex as “the brothers of humans” (14). Although bears are intelligent
and capable of speech, Leemet still sees Snakish-speaking humans as bears' “super-
iors”, and he believes that bears' “culture” derives from “their dealings with men
and snakes” (15); when the snakes die and the humans leave the forest, that culture
vanishes. Below bears are animals like goats and deer, who can understand and
obey Snakish commands but cannot participate in dialogue with humans or snakes.
At the base of the hierarchy are animals that cannot speak or understand Snakish,
such as hedgehogs and insects, whom Leemet and the snakes hold in complete con-
tempt. Leemet explains that hedgehogs are “the stupidest of all animals” having
“never learned Snakish”, while insects have "brains [that are] too small for that sort
of wisdom, no bigger than a speck of dust” (35). As Peiker puts it, “[t]he hierarchy of
all the creatures is based upon and expressed through Snakish” (Peiker 2016: 124).
While this hierarchy places Snakish-speaking humans and snakes as superior to all
other creatures, the hierarchy also exists within humanity, with those who speak
fluent Snakish superior to those who are ignorant of the snake-words. For example,
when a snake bites Magdaleena, Leemet asks the snake why it bit a human, and
the snake replies that the girl "doesn’t know Snakish”, implying that humans in
this category do not deserve to be elevated to the same status as snakes and
Snakish-speaking humans (191). As the snake-king himself explains, “a human who
has gone to live in the village and no longer understands Snakish words [..] is like a
hedgehog or an insect and we don't pity him” (39).

This language-based hierarchy is particularly significant in the context of Snakish
as a metaphor for the Estonian language. After Estonia regained independence
from the Soviet Union in 1991, any resident of Estonia who had not been a citizen —
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or who was not descended from someone who had been a citizen — before the Soviet
occupation had to apply for citizenship, which required them to demonstrate pro-
ficiency in the Estonian language (Estonian Citizenship Act 1995). This has led to a
situation where many people born to Russian-speaking families in Estonia do not
have citizenship, despite having always lived in the country (Avgerinos 2006). In the
same way, the villagers' ignorance of Snakish excludes them, in the eyes of the
snakes, from the rights ascribed to Snakish-speaking humans. In both cases, those
being victimized are residents of Estonian land who are not directly responsible for
the oppression and violence inflicted on their fellow countrymen.

Indeed, Snakish itself is also a force of violence in the novel. Let us recall, for
example, that one of the main uses of Snakish for Leemet and his family is making it
easier to obtain meat. While Snakish may defy the Christians' philosophical separa-
tion of human and animal, the language still facilitates violence against non-human
animals, such as goats and deer, by “forc[ing] [them] to submit” to human hunters
(202). Indeed, it is worth noting that the English title of the novel is not a literal trans-
lation of the Estonian. "Mees, kes teadis ussisonu” literally translates as “The Man
Who Knew Snake-Words", with ussisonu being a compound of uss (“snake”, "worm”)
and sonu (partitive plural form of sona, “word"). The title of the English translation
presents “Snakish” as a language that Leemet speaks, whereas in the Estonian
original it is simply words that he knows, presented as a set of useful tools rather
than a full non-human language. Peiker argues that, for most animals other than the
snakes themselves, “Snakish simply works as a magic spell the orders in which they
must — quietly — obey"” (Peiker 2016: 124). Although characters like Leemet who are
fluentin Snakish can use the language to have full conversations with snakes, when
it comes to other animals, the “snake-words"” are almost exclusively used to force
the animal to submit to the will of the speaker.

Leemet also uses Snakish to inflict violence upon his fellow humans. Towards
the end of the novel, Leemet and his grandfather embark on a vengeful, destructive
war against the rest of humanity, a “crusade” against the Crusaders and the
Estonian villagers (399). The two Snakish-speakers attack randomly, massacring
villagers and turning their skulls into drinking cups for no reason other than revenge,
after the villagers kill Leemet's mother in the snake nest (see above) and attempt to
execute Leemet himself. Leemet acknowledges the madness of the fight, reflecting:
"We were warring only for our own pleasure and because we couldn't do anything
else in the new world” (399). In one particularly violent passage, Leemet uses
Snakish words to command a group of bears to massacre the lords and ladies with
whom the bears share a fortress. Although the bears protest that they “love and
admire” the humans and “don't want to kill anyone at all”, Leemet's Snakish “[takes]
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away the bears’ free will and awaken([s] their wild desire to kill" (405-406), forcing
them to massacre the humans. Many bears also die, and after the bloodbath the
two surviving bears weep and grieve for the dead humans, while Leemet and his
grandfather are totally unsympathetic towards them. The whole fight seems to
achieve only destruction and suffering.

Although Leemet is the protagonist and narrator of the novel, his actions in the
later chapters are, arguably, just as horrifying as those committed by the villagers
against the forest-dwellers. Peiker notes that “the overall value structure of the
novel does not support the narrator’s [Leemet's] account and judgement fully, but
leaves space for paradoxes and ironies” (Peiker 2016: 124). Kivirahk has described
himself as a "peaceful and pacifistic person”, stating that he has no desire to see a
real-world version of Leemet's rampage played out in contemporary Estonia (Rooste
2007, my translation). Indeed, the closing chapters of the novel can be read as
Kivirahk critiquing a form of Estonian nationalism that is not liberatory and anti-
colonial but instead reactionary and oppressive: a nationalism that violently targets
immigrants and other minoritized groups rather than oppressive systems of power."
The fact that hedgehogs specifically are mentioned as stupid creatures can also be
seen as a subversion of Estonian nationalist narratives. In the Estonian national epic
Kalevipoeg, a hedgehog gives wise advice to the eponymous hero in a scene that is
famous in Estonia; folklorist Ulo Valk writes that “even those [Estonians] who have
never held the epic in their hands know about the hedgehog's advice ‘Edgewise,
edgewise!™ (Valk 2011: 515). For the snakes in Kivirahk's novel, however, the spiny
mammals are “[cJoarse, wooden-headed creatures” (38), “as stupid as pinecones
and tussocks” (36), undermining the national image of the wise hedgehog. Mari Niitra
observes that the novel similarly mocks the national image of ancient Estonians as
"hardworking peasants, for whom bread has always been something sacred” (Niitra
2011: 54), with bread inducing physical sickness for the forest-dwellers. Kivirahk also
seems critical of the specifically anti-German sentiments expressed by Leemet in
the novel, having suggested in a 2021 interview that "everything good about Estonia
has been taken from the Germans” (Vaino 2021). The author’s own views, in other
words, stand in stark contrast to the outlook embraced by his protagonist towards
the end of the novel.

Prior to Leemet's vengeful rampage, this reactionary, xenophobic form of
nationalist violence is represented by Ulgas, an old sage of the forest, and his devoted

11 In addition to the parallels with citizenship laws mentioned above, Kivirahk suggests in his
interview with Rooste that a similar kind of violence to the one presented in his novel could be — and
perhaps already is being — inflicted on immigrant groups, particularly Muslims, throughout Europe
(Rooste 2007).
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follower Tambet. Ulgas regularly demands sacrifices on behalf of vengeful “sprites”,
and he eventually decides that Tambet's daughter Hiie must be sacrificed to "make
the world as it was" before people started moving to the village (232). Tambet, who
resents Leemet's family for having previously lived in the village before returning to
the forest, agrees that it is much better for his daughter “to be sacrificed to the
sprites and in that way save the old way of life than to start living with a traitor born
in the village [i.e. Leemet, the only young man still living in the forest]” (233). Ulgas
and Tambet's hatred for foreigners and the changing world motivates them to try
and kill Hiie, Tambet's own daughter and the only child left in the forest aside from
Leemet and his sister Salme — and indeed, it is one of Tambet's wolves that does
eventually kill Hiie, ending any prospect of a future generation of forest dwellers.
Ulgas later murders Magdaleena and her son, whom Leemet had been planning to
teach Snakish, and Leemet then kills Ulgas in revenge. Ulgas and Tambet's violent
attempts to preserve the old way of life, ina tragic irony, contribute to the destruction
of that way of life. Their religion is presented as absurd and destructive, much like
the invaders’ Christianity. Linda Kaljundi describes it as a “sickening” cult “marked by
rabbit blood, torturing wolves and scaring children” (Kaljundi 2007, my translation),
while Niitra notes that “fundamentalism”, whether Christian or pagan, is criticized
throughout the text and that “[n]either progress nor traditionalism is shown as
redeeming and each is potentially limiting” (Niitra 2011: 57-58).

The reactionary, purist approach exemplified by Ulgas and Tambet is further
ridiculed by the Primates, a pair of ape-like forest-dwellers named Pirre and Raak
who are "human, though hairier than any of us” and who believe that the fall of
humanity "hadn't started with moving to the village or eating bread, but with putting
on alien creatures’ skins and adopting iron tools stolen from ships” (63). The
Primates refuse to wear animal skins or any other sort of clothing, and they use
stone tools rather than “foreign iron”, claiming that, "[iln the olden days, with these
stone axes you did all the work; you were in a good mood and nobody got upset” (64).
They eat meat half cooked, and later they start living on a tree branch, since "even
living in a cave seem[s] senselessly modern to them” (180). The Primates want to
reverse not only Christianization and farming but (aside from speech) essentially the
entire process of human evolution, highlighting the arbitrariness of the attempts by
Ulgas and Tambet — and later Leemet — to change the world back to the “old ways”,
when those ways are in fact modern by evolutionary standards.

The Primates also highlight the unnecessary cruelty and intolerance of Ulgas
and Tambet:

Unlike Tambet, who also held sacred the ways of hisancestors and tried steadfastly
to walk their well-worn paths, Pirre and Raak were very mild. They didn't demand
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anything of anyone. They didn't want other people to bare their bottoms, and they
never quarreled when they saw someone with a knife in their belt or a brooch on
their jacket. If anyone had visited Tambet carrying a piece of bread, he might have
set his wolves on that person as punishment for their impertinence, or at least
cursed such avillage lickspittle in the strongest terms. Pirre and Raak, on the other
hand, never spoke ill of anybody. They were friendly and hospitable, and were not
offended even when a visitor declined to eat the half-cooked hunk of meat they
offered them (64).

In their kindness towards the other people of the forest despite their different values
and lifestyles, the Primates demonstrate a tolerant approach that forms the basis
for peaceful coexistence between old and new, between local and foreign. They also
speak Snakish but, unlike Leemet, they “pronounce Snakish in the old Primate way”
(66), allowing them to command lice, which they breed and keep as pets. Although
they are willing to use violence, they do so in a far more restrained and defensive
fashion than Leemet does,”? and their ability to communicate with lice disrupts
Leemet's view of insects as "born idiots” (66). While Leemet's words have no effect
on the lice, the Primates’ superior Snakish skills demonstrate the practical value
(in addition to the implied moral value) of their lifestyle — a lifestyle that is rooted in
the distant past but also open to change and difference. At the end of the novel,
however, the Primates die, still sitting on their tree branch, turning into “little white
furry snowdrifts” in winter (441). Leemet tells the reader that the Primates’ cave, in
which they and their ancestors created rock art to record their history, "has now
collapsed shut”, sealing their visual records away in the earth (134). It seems that
there is no place for the Primates' peaceful tolerance — or for their records of the
ancient past — in the violent conflict between old and new that engulfs the world of
Kivirahk's novel.

Conclusion The themes of colonialism and resistance in The Man Who
Spoke Snakish have relevance throughout Estonia’s history: in the context of the
Northern Crusades, during which the novel is set; in the context of the subsequent
period of Baltic German colonialism; in the context of the Soviet era; and in the
context of post-Soviet transitions. The Snakish language empowers Estonians like
Leemet to resist the colonial violence of the Crusaders, enabling them to continue
living a hunter- gatherer lifestyle while defying the religious dogma of the colonizers.
However, Snakish also establishes its own systems of violence and oppression —
against both humans and non-human animals. This can be seen as a metaphor for

12 The Primates use Snakish words to save Leemet from torture and death at the hands of a
group of Crusaders, killing the Crusaders and their own pet lice in the process (416—-420).
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Estonian nationalism, which similarly has the power to be radical and liberatory, but
also the power to be reactionary and unjust. While the characters of the Primates
offer some hope that it may be possible to live a life that is rooted in the past while
still being open-minded and striving for peace, their way of life ultimately dies out,
and their history is sealed off from the violent world of conflict between the old and
new worlds in the novel.
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Summary This article discusses two letters sent by the writer and scholar
Balys Sruoga from the concentration camp in Stutthof to his wife Vanda Sruogiene.
One of these letters was written on May 31, 1944 and later published under the title
Teatro romantika (The Romanticism of Theatre), and the other was written on June 5,
1944 and later published as Tikroviskumas vaidybos mene (Verisimilitude in the Art of
Acting). In these letters, their writer summarizes the state of the art of theatre on
the background of the humanitarian catastrophe in the middle of the 20th century,
and offers his prospects for theatre's evolution. The analysis of Sruoga’s letters aims
to determine what kind of evaluation criteria he set for the creators of the future
theatre, and to compare these criteria with the theatrical language used by the
director Gintaras Varnas in his performance Natanas ISmintingasis (Nathan the Wise)
in 2017. After examining the aesthetic and value aspects outlined by Balys Sruoga,
we can discern a dialogue with his vision of the future theatre in modern Lithuanian
theatre practices. We can surmise that Sruoga’s longing for what he termed "dvasios
viespatyste” (the lordship of spirit) is the beauty of utopia presented in the
performance of Nathan the Wise as staged by Gintaras Varnas in 2017.

Kopsavilkums Saja raksta aplikotas divas Bala Srogas (Balys Sruoga)
véstules sievai Vandai Srogienei (Vanda Sruogiené): 1944. gada 31. maija rakstita, kas
vélak publicéta ar nosaukumu “Teatra romantika”, un 1944. gada 5. junija rakstitais
“Realisms aktiermaksla”. Savas véstulés rakstnieks apliko teatra makslas stavokli
20. gadsimta vidus humanitaras katastrofas laika un piedava savas perspektivas
teatra attistibai. Srogas vestulu analizes meérkis ir noskaidrot, kadus vertesanas
kritérijus vins izvirzijis nakotnes teatra veidotajiem, un salidzinat vina redzejumu ar
idealas pasaules viziju, kas radita rezisora Gintara Varnas 2017. gada iestudéjuma
“Natans Gudrais". Izpétot Bala Srogas formulétos estétikas un vértibu aspektus,
meés varam musdienu Lietuvas teatra praksé saskatit dialogu ar Srogas nakotnes
teatra viziju. Varam izteikt minéjumu, ka vina ilgas péc ta, ko vins nosauca par
"dvasios viespatyste" (gara/garigo dominanci), ir tas pats utopijas skaistums, kas
paradits Gintara Varnas iestudétaja “Natana Gudra” izrade 2017. gada.
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Introduction Balys Sruoga — poet, prose writer, playwright, theatre
scholar, researcher of literature and folklore, translator and publicist — was born on
2 February, 1896 in Baibokai of Vabalninkas district in North-Eastern Lithuania, and
died in Vilnius on 16 October, 1947. The creative legacy that Balys Sruoga has left us
after his quite short life of 51 year was published in a collection of seventeen books
in 1996.

In this article, we will limit our analysis of Balys Sruoga's oeuvre as a theatre
scholar to the two-year period between 1943 and 1945, which is defined by his
experience in the Nazi concentration camp at Stutthof. By applying descriptive and
analytical method, we will discuss two letters sent by Sruoga from the concentration
camp to his wife Vanda Sruogiené. One of these letters was written on May 31, 1944
and later published under the title Teatro romantika (The Romanticism of Theatre)
and the other was written on June 5, 1944 and later published as Tikroviskumas
vaidybos mene(Verisimilitude in the Art of Acting). The aim of this study is to determine
what kind of evaluation criteria Sruoga set for the creators of the future theatre, and
to compare these criteria with the theatrical language used by the director Gintaras
Varnas in his performance of Natanas ISmintingasis (Nathan the Wise), which was
based on Gotthold Ephraim Lessing’s play Nathan der Weise (1779) (Lessing 2015).

Thus, comparative method has been applied to Sruoga's concept of “the lordship
of spirit” and to the idea of religious tolerance expressed in VVarnas's production of
Nathan the Wise, emphasizing the therapeutic and utopian character of the “ideal
world". This comparative approach helps to highlight the similarities and differences
between these two perspectives on theatre, and shows the potential for growth
and development within the theatrical arts.

On 16 March 1943, Balys Sruoga was taken captive by the Nazis and trans-
ported to the Stutthof concentration camp near Gdansk in Poland, where he
managed to survive and also was able to correspond with friends and relatives
who had remained in Lithuania, as well as with close friends and colleagues who
had left the country. (The camp was liberated in 1945, and on May 13 of that year
Sruoga was flown to the then Soviet-occupied Lithuania.)

Before becoming an inmate of Stutthof, Sruoga was an experienced theatre
critic. Since his study years in Saint Petersburg, Moscow and Munich, Sruoga had not
only beeninseparable from the practical activities of Lithuanian professional theatre,
but had also achieved fame as a popular, acute reviewer. His reviews influenced
the process of theatre development, and the theatre seminar that Sruoga taught at
the University of Lithuania (since 1930 known as V/ytautas Magnus University)
established the Lithuanian school of theatre criticism and laid the foundations for
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research of the history of Lithuanian theatre. In a brief summary, Prof. Rasa
Vasinauskaité has formulated the merits of Balys Sruoga as a theatre critic as
follows: “[H]e created the canon of Lithuanian drama theatre [.]" (Vasinauskaité
2019). (Here and elsewhere — translations by the author of the article.) She offers
this statement about Sruoga’s canonical insights on theatre in her article Kritika kaip
teatro dokumentas. Balio Sruogos atvejis (Criticism as a Theatre Document. The Case of
Balys Sruoga). Vasinauskaité rationalizes this statement by the broad education
that Sruoga had, arguing that he "began to form the criteria of this canon while
studying in Moscow (1916 to 1918), absorbing the Russian culture of the threshold
between nineteenth and twentieth centuries, or the “silver age”, which he knew
through Jurgis Baltrusaitis, the verse by the Symbolist poets, the productions by
Konstantin Stanislavski and the Moscow Art Theatre (MAT), as well as the First and
Second MAT studios, along with the opera performances of the Moscow Bolshoi
Theatre" (Vasinauskaité 2019). We can agree that one can link Sruoga's theatre
criticism and theatre knowledge to the Eastern European theatrical movements and
practices but, as regards the analysis of these practices, | believe it is worthwhile to
consider the methodological approach developed during his studies at the Ludwig
Maximilian University of Munich (Ludwig-Maximilians-Universitdt Minchen). Balys
Sruoga enrolled at this university in November of 1921 and studied there until
February 8, 1924. The main focus of his learning were courses in Slavonic and
Germanic studies, but in retrospect, his participation at Professor Arthur Kutscher's
(1878-1960) theatre seminar and the theatre history courses taught by the same
professor played the greatest role in encouraging Sruoga's interest in the history of
the theatre and gave him a more profound understanding of the subject. Kutscher’s
seminar set the methodological foundations for theatre research in Germany.
He collaborated actively with the theatre scholar Max Hermann (1865-1942) in
establishing the German Institute for Theatre Studies. At Kutcher's seminar, Sruoga
studied the history and theory of German theatre. He got acquainted with the still
nascent field of comparative German theatre studies and also with the method of
reconstructing a performance, which the theatre scholar Max Herrmann had already
been successfully applying in his work as he was writing the history of German
theatre. We can describe the period of Sruoga's studies at the University of Munich
as a crucial period during which he may have formed his idea of a theatre seminar as
a scientific and practical laboratory of theatre processes, which he later taught
during his professorship at the University of Lithuania.

As already noted, Balys Sruoga had earned a reputation in the field of theatre
criticism as a competent, sharp polemicist. Reviewing the theatre activities of the
first decade of the Lithuanian State Theatre and the performances by directors
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Konstantinas Glinskis, Antanas Sutkus, and Borisas Dauguvietis, and actively
collaborating with the director Andrius Olekas Zilinskas during the following vears,
Sruoga, as pointed out by Vasinauskaite, shaped not only the drama canon but also
the “value signposts” for Lithuanian theatre criticism. According to her, Sruoga’s
criteria for evaluating theatre "are very simple — professionalism, artistic purpose-
fulness (artistry) and commitment to the people” (Vasinauskaité 2019: 51). However,
the new, tragic reality of the Stutthof camp may have influenced his evaluation of the
previous theatre processes. In Sruoga's argumentation, we can clearly spot the
difference between the theatre of his present and his conception of the theatre of
the future. This separation seems to imply a revision of his previous experience and
a desire to search for a new, different kind of theatre.

Sruoga’s letters from the Stutthof concentration camp stand apart from all his
other texts on theatre: not only by their epistolary genre, but also by their emotional
and intellectual context. The job that the author of these letters held in the camp
office protected him from the gas chamber, but not from the experience of being a
prisoner of the Nazis. In his book Dievy miskas (The Forest of the Gods, 1957), Sruoga
has ironically summed up the consequences of Nazi ideology: the crisis of humanity
in the mid-20th century was accompanied by the smell of.. burnt human flesh
(Sruoga 2021). One can possibly view Sruoga’s letters about the theatre of the future
as an outline of a scientific hypothesis, but also as a vision motivated by a denial of
his current existence that was filled with traumatic experiences.

Therefore, the theoretical context that one can associate with Balys Sruoga's
ideas of the future of theatre is not only that of the field of the humanities, but also
of the social sciences. After examining the aesthetic and value aspects outlined in
Sruoga'’s letters, we can look for a dialogue between his vision and the Lithuanian
theatre practices of today. The issue of cultural dialogicality that Mikhail Bakhtin
raised and analyzed in his cultural studies (Bachtin 1996) can explain how the
traumatic past experience of Balys Sruoga connects with our present — namely, with
contemporary theatre directors who face new challenges.

The dialogical form of Sruoga’s letters reveals emphasizes the shiftin place and
time from a catastrophic present to a predictable dissimilar future. We can better
understand the utopian character of his vision of the future through the concept of
moving objects or ideas into a space or time that does not yet exist. Let us remember
Giovanni Battista Piranesi (1720-1778) who is considered to be the author of the
Capriccio technique, which can be used to transport a historical object to another
time and place, creating new links with the object to be replicated, and the context
of a new environment (Piranesi 2011). This technique is also used in modern
architecture, fine arts and photography.
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There have been several scholars that have studied the aesthetic aspect of
Balys Sruoga's letters: Gabija Bankauskaite-Sereikiené in her monograph Balys
Sruoga - tarp tradicijos ir modernumo (Balys Sruoga — Between Tradition and Modernity)
(Bankauskaite-Sereikiené 2007), Algis Samulionis in his book Balys Sruoga — dramat-
urgas ir teatro kritikas (Balys Sruoga — Dramatist and Theatre Critic) (Samulionis
1986), and Ausra Martiditte in her essay Poetinio teatro vizija Balio Sruogos “Pavasario
giesméje” (The Vision of the Poetic Theatre in Balys Sruoga's Play "The Chant of
the term "romanticist art” and poetic theatre, and linked the vision of future theatre
to the poetics of syncretic theatre. A valuable source that has revealed the emotional
contexts of Balys Sruoga’s letters from Stutthof was Jurgis Blekaitis's detailed con-
temporary testimony Balys Sruoga: asmuo ir teatro kiréjas (Balys Sruoga: the Person
and the Theatre-maker) published in Munich as early as 1948 (Blekaitis 1948). As
regards the therapeutic overtones of Sruoga’s vision of the future on the background
of his traumatic experience in a specific place and time — this phenomenon might
also be analyzed by employing the findings and theories of the trauma researcher
Judith Lewis Herman (see, for instance: Herman 1992). Drawing on the insights and
methodological approaches of the aforementioned scholars, we will seek to reveal
the main features of Balys Sruoga's conception of the future theatre.

Balys Sruoga on the Stylistic Expression
of Mid-20th Century Theatre The already mentioned
two letters by Sruoga about theatre were written five days apart, and the second
letter substantially complements and extends the analysis of the present and future
theatre outlined in the first letter. The author constantly revises the terminology
that he uses in both letters, expanding the semantic field of these terms.
Sruogaemploys terms familiartoart history — such as “naturalistic” and “realistic”.
(He uses the term "naturalistic theatre” more often.) Sruoga perceives the expression
of naturalistic theatre as a direct reflection of reality (with reality understood as
nature). Extending the concept of nature, Sruoga sees the strategy of translating
nature into a work of art as a direct transfer of objects from the reality into the
artistic totality of the performance. He makes a distinction between the objects of
reality and the objects used on the stage, and describes their different effects as
follows: “The reality on stage is very different from the true reality. For example, a
golden crown (made of real gold) makes no impression on the spectator, whereas a
crown made of shiny paper is very impressive. A heart made of red fabric (e.g. flannel)
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is more impressive than a heart of meat.” (Sruoga 1994: 263). He characterizes
naturalistic theatre or realistic theatre as a "non-aesthetic” reality.

The most complicated is the use of the term “romanticist” in both letters. Their
author observes that the concept of romanticism has not been developed, and takes
up this task with vigour. He notes that there is an “old romanticism” associated with
the 19th century art of the early Saxon Romantic period. In addition to that,
Sruoga uses a term “new romanticism”, not linking it to the romantic style but to the
romanticist, poetic theatre. He employs the term “poetic theatre” to describe
the future theatrical strategy and techniques.

In the Nazi camp, Balys Sruoga continued his work as a writer and theatre
scholar: he wrote the comedies Pagunda (Temptation), Prancisiuko marskinéliai (The
Shirts of Little Pranciskus), Uosvée (Mother-in-Law), Dobilélis penkialapis (The Lovely
Five-Leaved Clover) and the poetic drama Pavasario giesmé (The Chant of Spring”), as
well as the articles Apie estetine ir anestetine tikrove (On Aesthetic and Non-aesthetic
Reality) and Apie dramaturgijos pradziodalas (On the Beginnings of Dramaturgy). He
thoroughly explores the principles of reflecting reality in the work of art, as if building
a bridge to the future playwright's attitude towards reality: “True comedies and
tragediesin real life do not proceed in a way which is necessary for theatre. Even the
most "natural” playwright has to compose the events of life: to juxtapose some
facts, to omit others, to create new ones that did not exist, to change other facts
again, etc.” (Sruoga 1994: 265). The opposition between the facts of reality and the
transformations of these facts in the artistic, imagined reality may vary but
nevertheless, in the process of creating a drama, the author has an inspiring power
to reduce, increase or unpredictably change them. The tool that determines the
distance between the fact of reality and its reflection in the artwork is the artist's
idea. Sruoga denotes the process of transforming the facts of reality by the term
“stylization”. We should note, though, that he finds the starting point of creative
experience in the natural reality.

Asregards acting, the experience of the actor and their emotional involvenment
isinseparable from creating arolein realistic theatre. Verisimilitude in acting, according
to Sruoga, is indispensable: “Verisimilitude is more necessary in theatre than in other
fields. Here, verisimilitude involves psychology and the logic of events. [..] When a
character or a situation is given, that character or situation can behave according to
the general laws of psychology. If you don't do that in the theatre, you get a dog with
its nose attached to its side, not to its head. So the verisimilitude of the action
on stage is based on the laws of psychology, in short: the action is based on the
verisimilitude of the character and the situation.” (Sruoga 1994: 266).

In the context of the stylistic trends that had emerged in the contemporary
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theatre, Sruoga writes the following: "We have already lived through the epochs of
naturalism and realism [..]. Everything we have learned from realism must be used.
But realism, as the following of nature, is the lower stage of art — the preparatory
stage. It only serves as a means, only as a way, to seek the understanding in the
audience. That is the legacy. [..] So realism, as the following of nature, is not the goal,
itis only a means. We have higher artistic goals.” (Sruoga 1994: 262).

In order to summarize the stylistic features of the then contemporary theatre
andtheirevaluation by Balys Sruoga, letus highlight hisinsightsinto the psychological
method of acting. He describes this method as a natural characteristic of theatre,
evaluates it in a very positive way, and elaborates on it by referring to the theatrical
practices of Konstantin Stanislavski. It is noteworthy that when describing the
technique of acting in psychological (or realistic, as Sruoga uses these terms
synonymously) theatre, he characterizes it as an active interpretation of the facts of
life, with the actors transforming themselves into roles inseparable from the
emotional truth. Sruoga hopes to leave the features of realistic and naturalistic
theatre styles in the past. The pursuit of scenic truth, according to him, separates an
artist from a craftsman and, be it noted, frees him or her from a dialogical approach
to the achievements of theatrical art and from the opposition between “real” and
"fake" scenic life, because a dialogue with the skills and abilities acquired in the
theatre of the past can broaden and enrich the theatre-makers of the future.

A Vision for the New Theatre In his letters, Balys Sruoga
presents his arguments on why the approach to theatre-making principles should
be changed. In a way, he sets a goal to refute the practices of his present and
encourages artists to take up new challenges. In his vision of the future theatre,
one can see its mission, creative principles and goals in the bright light of innovative
reforms.

How does Balys Sruoga, a graduate of Eastern and Western universities, a
member of the European academic community, an artist and a Nazi prisoner, see the
new times through the window of a concentration camp barrack in 1944, a year
before the end of the warin Europe? His vision of the futureis striking in its difference
from the dehumanized present: “[N]Jow that materialism has fallen, the mighty
lordship of spirit will begin” (Sruoga 1994: 263). What are the reasons for the collapse
of the materialistic worldview, according to Sruoga? “The physiological worship of
matter has led mankind into war. Humanity is paying dearly for this sin. Materialism
has brought so much sorrow, horror and misery to humanity” (Sruoga 1994: 263). In
his censored letter, Sruoga does not elaborate on the political and social causes of
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the catastrophic present. He only notes that humanity has grown tired of the
disasters brought by materialism and no longer wants to know anything about it;
after the war, one no longer wants to see the cruel and dirty life on the stage. Sruoga
suggests to follow a new creative strategy: "We do not imitate life, but we create a
new world out of the material of life” (Sruoga 1994: 263). He knows the name of this
new world: "After materialism comes the great epoch of idealism” (Sruoga 1994: 263).

Images of the ideal city or the ideal state have been with the humankind since
Ancient Greece and the Renaissance. Thus, the vision of a new world echoes
the humanity’s long-standing aspiration to see a different, still unexperienced but
desirable new reality. Let us note thatitis not political ideas, urban images or objects
brought to life by mnemonic techniques that a writer transports into the utopian
time that has not yet come (and probably will never come), but the soul of the artist.
It may seem that Balys Sruoga is implementing the lordship of spirit in his image of
the future world — and creating a new home for this spiritin the theatre of the future.

In the new world ruled by the spirit, the mission of the theatre will also be
changed. In Sruoga's programmatic statements, we can see several steps: the
theatre of the future is meant to revive, if not to resurrect, the human being which is
in a crisis of humanism: “After the war, a human must awaken as human. Human
beings must become aware that they must become sublime. Human sublimity must
be awakened by the healing emotion of catharsis.” (Sruoga 1994: 264).

Sruoga formulates the next step in the same categorical way: "Our work must
console people. Console them in a higher sense. Our art has to awaken in one's heart
all that belongs to eternity.” (Sruoga 1994: 254). His message to the theatre artist of
the future is that traumatic experiences are not a generational problem; they have
accompanied humanity in all historical periods. Therefore, Sruoga believes that the
theatre of the future will have a therapeutic mission. One can relate his concept of
catharsis to the theories of catharsis in the theatre of the past (from the Aristotelian
theory to its numerous interpretations in the Enlightenment and the Modernist era),
and to a rethinking of the meanings and power of this conceptin the postmodern era.
Sruoga's idealistic vision of the theatre as the lordship of spirit aspires to heal the
human being torn by the crises of civilization, to revitalize the spiritual vision, and to
direct it towards eternity. The latter interpretation of the concept of catharsis and
the idea of healing through spiritual practices and rituals distinguishes Balys Sruoga
from other Lithuanian theatre scholars of that time. It connects his visions to the
directors of the late 20th century modern theatre who were also exploring the power
of spiritual practices.

Can these goals of the lordship of spirit really be achieved in the theatre? Canits
field of power reach into eternity? Let us leave this aspect to the researchers of
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theatrical utopias or to the specialists on eternity. Balys Sruoga does not specify the
features or qualities of the eternity, nor does he attribute to it the qualities presumed
by any religious denomination. For him, eternity is another, ideal reality that does
not existin real world. Therefore, the aspect of the lordship of spirit brings his vision
of the future world (which, according to Sruoga, we can create in the theatre) closer
to the utopia of an ideal reality on which the light of eternity falls.

What about the aesthetic features of the future theatre? According to Sruoga,
the theatre creates an aesthetic reality to which the real world is only the initial
stage. Sruoga discusses the process of transforming the real world through his own
experienceandhisknowledgeabouttheartofacting. Hedescribes thistransformation
process as follows and concludes by a rhetorical question: "Theatre continues to
"poeticize” life, and it must continue to do so, otherwise it cannot be. Thousands of
real features (lines, colours, sounds, movements, shadows, etc.) are always omitted,
and new features are brought in (set design, gestures, intonations, nuances, etc.). So
if the nature of theatre is to rearrange life on the stage, how can the task of theatre
be torepresentlife?” (Sruoga 1994: 266). Let us pay attention to the aforementioned
components of the performance: set design, movements, and music. Sruoga lists
them as equal components of the performance. Let us add the following: it was as
early as in Max Hermann's method of reconstructing performances that isolated
these parts of the performance as a whole, and in reconstructing a performance the
aim was to reconstruct not only its textual features, but also the audio-visual.

What is the power that joins all elements of the performance into a visual image
of a new, aesthetic reality? Balys Sruoga has no doubt: one has “to “poeticize” reality
in such a way that the “"poeticizing” evokes aesthetic emotions (Sruoga 1994: 266).
In the theatre of the future, he sees the performance as an artwork inspired by an
artistic idea where the aesthetic aspect is inseparable from the principle of artistic
integrity: “Stylization, then, is not an attempt to give the artwork one style or
another, but to fit its parts together according to the idea of an artistic whole”
(Sruoga 1994: 266). The artistic means of expression provide the performance with
“new imprints” and are a part of its artistic whole. In modern Western European
theatre, this quest for an indivisible whole has been carried out since the time of the
reformist and avant-garde directors, changing the structures of the performance
integrity and seeking new principles for organizing the artistic integrity. Therefore, it
seems that the principle of the artistic integrity of the performance, which Sruoga
discussed in his letters, has reached the theatre of our time and is still valid, although
the tactics chosen by the practitioners of the theatre today vary a lot and are, at
times, astonishingly unpredictable.

In his vision of the new reality of theatre, Balys Sruoga sees a phenomenon
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that, as he believes, should permeate the work by a professional artist. Using
examples from different schools of acting that, according to him, are in conflict —
“the art of natural experiences”, Konstantin Stanislavski's method and aesthetic
emotions, and also Denis Diderot's theory —, Sruoga enters that part of creative
processes which is connected with the mystery, the unconscious, and ecstasy. The
latter part of the his vision for the future of theatre is the least elaborated, and he
presents it in a very laconic way, as an ideal aspiration: “The art of acting [..] must be
the art of freedom-inspired creation, | would say, the art of ecstasy, the ecstatic
art!" (Sruoga 1994: 267). While being a prisoner of a Nazi camp, he saw the theatre of
the future as an experience of creative freedom and, perhaps, of the Dionysian
beginnings of theatre. However, Sruoga does not write anything on the mystical
practices of ecstasy. We can attribute the statement about freedom-inspired art not
only to his own tragic experiences at Stutthof and in the Soviet Lithuania, but also
to his desired, sought-after of the ideal, utopian world of the lordship of spirit, and to
the state of the future world.

An Ideal World

Presented by Director Gintaras Varnas

in the Production of Nathan the Wise The performance Nathan
the Wise, staged by director Gintaras Varnas in 2017, was based on Gotthold Ephraim
Lessing's play Nathan der Weise, written in 1779. We will discuss it in terms of the
narrative of an ideal future world and theatrical language. Both aspects relate to
Balys Sruoga's vision of the future of theatre and to his idea of “the lordship of spirit”,
as well as to a poetic theatrical language dominated by the emotions of "healing
catharsis”.

One can say that the said play contains a program for an ideal world order,
which is described by its protagonist Nathan the Wise with the help of a symbol of a
ring. The ring, according to Nathan, belongs to Christians, Jews and Muslims in the
same way as the love of God and the human love belongs equally to people of
different faiths. A world in which people share the same virtues is illuminated by the
light of religious tolerance.

The perspectives of an ideal world are also represented in the plot of the
five-act poetic drama. The young Templar Conrad and Nathan's daughter Recha
whom he rescues have to embrace the fact that they are a brother and a sister, and
that their common family tree includes relatives who belong to three religions:
Christianity, Judaism and Islam. Lessing, the author of this Enlightenment-era
humanist utopia, believed that the world can be saved with the idea of religious
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tolerance. The action takes place in the blessed Jerusalem, at the Tomb of Christ, and
in the Sultan's court. It is easy to imagine the settings of this poetic drama or even
visit them today. However, unlike the all-embracing harmony depicted in Lessing's
dream, the echoes of bloody religious wars continue to reverberate in present-day
Jerusalem (and not justin Jerusalem) in the 21st century.

In the production by Gintaras Varnas, word and image serve as equal partners.
While the performance of the actors shows features of the psychological or
“experience” method of acting that Balys Sruoga recommended for the future
theatre-makers, in the visual narrative of the performance we can spotan exceptional
relationship between the image and the word. (It is noteworthy that the processes
of space visualization in the theatres of Lithuania and Latvia are very similar, as
testified by Zane Kreicberga et al. (2022).) The play's dialogues express feelings of
doubt, reflection, wonder and discovery, while the images live an independent, often
associative life — but nevertheless they are always in dialogue with the scene they
depict.

In this production, the director has chosen the image of a book as the main
symbol of religious identity. In contrast to the existing practices, in this performance
Jews, Muslims and Christians are shown to have a single, common book. As the place
and time of the action change and the characters’ relationships transform, new
pages of the book open up with the iconography of the scriptures. They combine
Persian miniatures with Christian medieval engravings and facsimiles of Judean
manuscripts. We can also discern the symbol of identity in the authentic ritual dress
of Judeans and Muslims, as well as Christian bishops and monks. When declaring
their identity, the characters choose a mannequin and seem to be trying to blend in
with its religious attire.

Gintaras Varnas depicts the threat to the religious identity by Crusader battle
scenes, showing a film with flying Templar knights and Muslims who attack or defend
themselves, while refugees in the streets of a devastated city look up and stretch
their arms towards the sky. In the last scene of the play, the visual narrative is
completed with Nathan's wordless prayer surrounded by candles, stones and
tombstones.

The visual narrative of the performance reminds us of an ideal world where
religious harmony has been sought for so many centuries. According to Nathan, this
harmony can be attained by choosing the humanist virtues and love. Traumatic
experiences from religious wars can be overcome by retelling them. Retelling saves
one from despair and, according to Balys Sruoga, heals the human soul. In a way, the
director Gintaras Varnas has responded with his nostalgic images of an ideal world
to the vision of a better future that the prisoner of a Nazi concentration camp had
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long ago envisaged. We can surmise that his longing for “the lordship of spirit” is
the beauty of utopia that is constantly being rediscovered.

Conclusions Balys Sruoga in his letters to his wife Vanda Sruogiené
summarizes the state of the art of theatre on the background of the humanitarian
catastrophe in the middle of the 20th century, and offers his prospects for the
evolution of theatre.

Sruoga believes that naturalistic theatre only reflects direct reality and objects,
and emphasizes that theatrical reality is perceived differently than actual reality. He
argues that we must use what we have learned from the epochs of naturalism and
realism, but only use it as a means to achieve higher artistic goals. Sruoga hopes
to leave the characteristics of the realistic and naturalistic theatre styles in the past.

Sruoga states that in the theatre of the future the spirit will dominate and
replace materialism. He believes that after the war one must awaken as a human
and realize the importance of sincerity. This vision includes the transformative power
of art, inviting both creators and audiences to embark on a journey towards healing,
understanding, and connection with the eternal aspects of our existence. Sruoga
also discusses the concept of "romanticism”, noting that there is old romanticism
associated with romantic art, and “new romanticism” associated with poetic theatre.

Sruoga also talks about the creative process of staging a performance. He
states that the language of theatre must be permeated with poetic means. Future
theatrical performances, according to him, should create an aesthetic reality where
therealworldisjust the primary level. The language of theatre should incite aesthetic
emotions and be inseparably linked to spiritual phenomena.

The performance of Gotthold Ephraim Lessing's Natan the Wise, staged by
Gintaras Varnas at the Kaunas Drama Theatre, evokes a longing for an “ideal world”
similar to what Balys Sruoga envisaged. The narrative of the play revolves around
the idea of a world where religious tolerance is embraced. This concept is symbolized
by a book that represents the love of God and human love shared by people from
different faiths. The play explores the perspectives of religious tolerance through the
characters of Conrad and Recha who realize they are brother and sister, with their
relatives representing Christianity, Judaism, and Islam.

Comparing Balys Sruoga's concept of theatre with the performance by the
director Gintaras Varnas, one can notice a synergy among these artistic creators.
The representation of an “ideal world” in the contemporary Lithuanian theatre recalls
the visionary aspect of Balys Sruoga's theories about the theatre of the future.
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Summary Although Modern Greek literary translations from lesser-used
languages do appear from time to time, Greek translatology does not pay much
attention to such language pairs. Starting from ethnomusicologists’ assumption
that the Baltic (especially Lithuanian and Latvian) folk music tradition is musically
and thematically related to that of the Balkans, this article case-studies a poetic
Modern Greek translation that | made of the Latvian folk song Mamin’ vaica sav’
delinu. In 2021, when | translated it, Greece was celebrating the 200th anniversary of
the Greek Revolution, and the song in fact resembled various Modern Greek
revolutionary folk songs in remarkable aspects. After a brief introduction to various
aspects of Balto-Balkan cultural relations and the identity of this particular song, |
retrospectively reflect upon my translation process in poetic, linguistic, translational
and pragmatic terms, in an attempt to highlight one more instance when the
domestication vs. foreignization dichotomy is virtually neutralized and contributes
to a Greek-Baltic cultural dialogue.

Kopsavilkums Lai gan jaungrieku literarie tulkojumi no retak lietotam
valodam paradas laiku pa laikam, grieku tulkojumzinatne parasti nepievérs lielu
uzmanibu sadiem valodu pariem. Izejot no etnomuzikologu pienémuma, ka baltu
(pasi lietuvieSu un latviesu) tautas mazikas tradicija ir muzikali un tematiski tuva
Balkanu tradicijai, saja raksta ir aplukots latviesu tautasdziesmas Mamin’ vaica sav’
delinu tulkojums jaungrieku valoda. 2021. gada, kad es to atdzejoju, Griekija svingja
Grieku revolicijas 200. gadadienu, un dziesma daudzéjada zina patiesam atgadinaja
vairakas jaungrieku revolucionaras tautasdziesmas. Pécisa ievada dazados Baltijas
un Balkanu kultdras sakaru aspektos un konkrétas dziesmas identitaté es retrospek-
tivi apltkoju tulkosanas procesu poétikas, lingvistikas, tulkoSanas un pragmatikas
aspekta, méginot izcelt vél vienu gadijumu, kad dihotomija starp pielagosanu un
svesadoSanu ir praktiskiizlidzinata un veicina Griekijas un Baltijas kultdras dialogu.
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In the last years, Greece has witnessed an increasing translation activity regarding
contemporary Baltic poetry. Some examples are: Anthologia neon Letonon poiiton'/
Jauno latviesu dzejnieku antologija (An Anthology of Young Latvian Poets, 2019,
compiled by Artis Ostups, a researcher at the University of Latvia Institute of
Literature, Folklore and Art, translated by Stergia Kavvalou, and prefaced by the
Latvian poet Anna Auzina; Anthologia Esthonikis poiisis: “Ap’ ton amilito kairo” (An
anthology of Estonian poetry: "From times untold”, 2018), compiled and translated
by Magdalini Thoma; Efta Lithouanoi poiites ston 270 aiona (Seven Lithuanian Poets in
the 21st Century, 2018), translated by Sotiris Souliotis and edited by the Lithuanian
writer and translator Dalia Staponkute. However, no Greek translatological study
has so faranalyzed Latvian or Lithuanian as source languages in literary translation.
Very few Greek scholars study Lithuanian and/or Latvian, a fact that affirms what
Peter Arkadiev, Axel Holvoet and Bjorn Wiemer said when warning against
underresearching the Baltic languages as “not exotic enough from a global
perspective [..] and too exotic on a European background” (Arkadiev et al. 2015: 1).
Baltic folk music is similarly underresearched in Greece; one notable exception is
Fofo Logotheti's early study on Lithuanian folk music (1941).

However, folk music traditions of the Baltic region — such as the drone, the
isochrony, the multipart singing or the so-called Schwebungs-Diaphonie — present
remarkable similarities with Balkan folk music (see Zemcovskij 1983; Brambats
1983 cited in Boiko 1994; V/y¢iniené 2002 and 2012; Racitnaité-Vyciniené 2018;
West 1975: 8-9, 12-13 cited in Psychogiou 2019: 534; Velicka 2024). Both regions
have the same type of bagpipes (see Sarris 2007: 81-86) and various zithers.
Todorova (2000: 161-162) recalls that the 16th century traveller Reinhold Lubenau
had found Balkan and Baltic women very similar. Linguistic similarities between the
two regions have also been perceived by non-specialists for centuries, to such extent
that the 16th century physician and writer Jodocus Willichius claimed that Old
Prussian, a Baltic language with no current native speakers, was “corrupted Greek”
(Dini 2014), while some linguists accept — or, at least, do not reject — the possibility
of a closer connection between Baltic and ancient Thracian languages of the Balkans
(Duridanov 1969 et al.; cf. also Schmid 1992: 213-214, 221; Holst 2009: 66; Krimpas
2022:85-91).

1 Modern Greek script is transliterated according to ELOT 743:2001. Accents are omitted in
Greek personal names and bibliographical entries.
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Working hypothesis and methodology The above-mentioned
translatological ‘gap’ justifies, | believe, the retrospection-oriented methodology
underlying this case-study, actually an instance of delayed introspective translation
process research (cf. Koster 2000: 17-19, 31; Hansen 2013: 88-90; Gabrys-Barker
20089: 32-33) of my own poetic? Modern Greek translation of the Latvian folk song
Mamin’ vaica sav’ délipu [A Mom is Asking Her Dear Son], which shows structural and
thematic similarity with various Greek folk songs. | argue that retrospective research
of the translations process of similar Baltic folk songs into Modern Greek can be an
interesting, bridge-building task where, in cases such as the one discussed here, the
contrast between domestication and foreignization is virtually neutralized (cf. Ajtony
2017; Gray 2020) by stylistic and thematic affinities. Given that (at least to my
knowledge) no other Modern Greek translations of Latvian folk songs exist yet, | am
compelled to case-study a translation of my own — while being aware of the ‘traps’
inherent in such research (Hansen 2013: 90; Gabrys-Barker 2009: 34). However, my
intention here is neither to define my individual translation style or strategies
(cf. Hansen 1997; Gough 2023), nor to provide a tool for language teaching
(cf. Gabrys-Barker 2009), nor to delve into the deep cognitive mechanisms involved
in the translation process (cf. Hvelplund 2019), or, least of all, to judge my own trans-
lation as good or not. Instead, | use this kind of translation process research in order
to illustrate how straightforward a poetic translation can be when the source and
target cultures share stylistic, dramatic and pragmatic features so far ignored in
the relevant literature.

My choice to translate the particular Latvian folk song Mamin' vaica sav’ delinu
into Modern Greek® was not accidental: the year | first translated the poem, 2021,
marked the 200th anniversary of the Greek Revolution whereby the Greeks managed
to throw off the Ottoman yoke. What inspired me was precisely the theme of the
song, comparable to the theme of many Modern Greek revolutionary folk songs,
such as Mdna sou €6 de mporé (Mom, I'm Telling You | Cannot [take it anymore])
(Table 1) and falling within the narratives of the long-standing struggles of Europe
against the Ottomans. In lvars Steinbergs's words, “the choice to translate a certain

2 By poetic translation | mean one that aims at producing a target text (TT) that is a poem itself
(cf. Steinbergs 2022: 154, who notes that “[tJo translate a poem means to write a new poem in the
target language"; italics in the original), whereas poetry translationis a more generic term used even
when the TTis not necessarily a poem. Most works, however, use poetry translation for both cases.

3 My first poetic rendering of the song appeared in the poetry magazine 37 Chilietia (3rd

Millenium), issue Nr. 87, January-February-March 2021 (p. 50). The version that appears here is
improved in terms of meaning, rhyme and lexical coherence.
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text can be viewed as a form of political activism” (éteinbergs 2022: 54); | would add
that the choice of the language pair can also be politically activistic, and this is true in
my case when translating this particular folk song from this particular source
language (SL) into this particular target language (TL). | want to emphasize a neglected
cultural connection between two regions of Europe that, to various degrees, keep
paying attention to aspects of tradition and folklore as identity markers.

The methodology here applied is as follows: first, the reader is presented with
the original or source text (ST) in Latvian along with a literal translation into Modern
Greek, which serves as a starting point for the final, poetic target text (TT). Second,
the song's recording history and poetic features are discussed, and its rough thematic
comparison with a Modern Greek folk song is attempted. Third, the extra-linguistic
(pragmatic) context of the song is explored; and fourth, the reader is presented with
a poetic Modern Greek translation of the song and a detailed, step-by-step
retrospective analysis of the translation process by accounting for the choices made
in poetic, translatological, linguistic and pragmatic terms, with some final
considerations as a conclusion.

A ‘raw’ translation of the ST into Modern Greek
The original (Latvian) text of the song Mamin’ vaica sav’ délinu is as follows:*

1. Mamin’ vaica sav’ délinu: 5. Mamin, tautds vis nejasu,
Kam puceji kumelin’? bet uz citu talu viet',

2. Kam puceéji kumelinu, 6. bet uz citu talu vietu,
kam mauc zelta gredzentin? tali, tali svesuma.

3. Vai tu jas’ pie tautu meitas, 7. Jasu es uz turku zemi,
tautu meitu bildinat, tur ar turkiem izkauties.

4. tautu meitu bildinat,
uz nakosu rudentin’?

Aliteral Modern Greek translation of the ST is the following:®

(1) Latvian
Mam-in-' vaica-{@ sav-’ del-in-u: Kam pucej-i kumel-in-'?

mom-DIM-NOM.SG ask-3PRES.SG own-ACC.SG ~ son-DIM-ACC.SG  what-for  polish-2PAST.SG colt-DIM-ACC.SG

4 Thisis a version provided by a folklore informant Ansis Bergmanis (see below and Annex). In
some recordings the first verse (and title) is Mamin’ vaicaj’ sav’ délinu, where vaicaj’is a past tense
form instead of the present tense vaica.

5  Forspace economy, grammatical gender is not given in the glossing, unless relevant.
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(1a) Modern Greek
Man-oul-a rotd-ei to gio-ka-g tis: Giati gyaliz-eis to poular-aki?
mom-DIM-NOM.SG ask-3PRES.SG the.ACC.SG son-DIM-ACCSG  her.POSS why polish-2PRES.SG  the.ACC.SG colt-DIM.ACC.SG

‘A mom is asking her dear son: Why are you polishing (i.e. grooming) [your] dear colt?’

(2) Latvian

Ka-m pucej-i kumel-in-u,  kam mauc zelt-a gredzent-in-'?

why groom/brush-PAST.2SG  colt-DIM-ACC.SG why  put.PRES.2SG  gold-GEN.SG ring-DIM-ACC.SG

(2a) Modern Greek

Gia-ti  gyaliz-eis to poular-aki, gia-ti  ford-s chryso dachtylid-aki?
why polish-PRES.25G  the.ACC.SG colt-DIM.ACC.SG ~ why put-PRES.25G  golden.ACC.5G  ring-DIM.ACC.5G

'Why are you polishing (i.e. grooming) [your] nice colt, why are you putting on a lovely golden ring?’

(3) Latvian

Vai tu ja-s-' pie  taut-u meita-s, taut-u meit-u bildina-t,

Q you ride-FUT-25G to folk-GEN.PL daughter-GEN.SG  folk-GEN.PL daughter. ACC.5G  ask.in.marriage-INF
(3a) Modern Greek

Mipés tha pa-s s-tin kori tous, tin kori tousna  ziti-s-eis

Q FUT go.PFV-25G to.the.ACC.SG daughter.ACC.SG their the.ACC.SG daughter,ACC.SG. their SBJV ask-PFV.25G
se gamo-@,

in marriage-ACC.SG

'Will you ride to their daughter, to ask their daughter in marriage,’

(4) Latvian

taut-u meit-u bildina-ti, uz nak-o0s-u rudent-in-"?

folk-GEN.PL  daughter-ACC.SG ask.in.marriage-INF on come-PTCP-ACC.SING autumn-DIM-ACC.SG

(4a) Modern Greek

tin kori tous na Zzitrs-eis se gamo, to erchémeno fthinopor-aki?
the daughter. ACC.SG their SBJV ask-PFV.2SG in marriage the.ACC.SG come-PTCP-ACC.SING autumn-DIM.ACC.SG

'to ask their daughter in marriage, in the coming autumn?”

(5) Latvian

Mam-in-, taut-as  vis ne-ja-s-u, bet uz cit-u tal-u viet-,
mom-DIM-VOC.SG folk-LOC.PL at.allLNEG NEG-ride-FUT-1SG but to another-ACC.SG  distant-ACC.SG place-ACC.SG
(5a) Modern Greek

Man-odl-a, s'aut-ods  de thapd-o, ma s’ dllo-, makriné-@  topo-@,
mom-DIM-NOM/VOC.SG to they-ACC.PL NEG FUT go.PFV-1SG but toother-ACC.SG distant-ACC.SG place-ACC.SG

‘Mom, | will no way ride to them, but to another, distant place,’
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(6) Latvian

betuz cit-u tal-u viet-u, tal-i, tal-i svesum-a.

but to another-ACC.SG distant-ACC.SG place-ACC.SG faraway-ADV faraway-ADV foreign.land-LOC.SG
(6a) Modern Greek

mas’ dllo-g, makriné-@  topo-0, péra,  péra  s-tin xenitid.

but to other-ACC.SG distant-ACC.SG place-ACC.SG, faraway, faraway to.the.ACC.SG foreign.land.ACC.SG

‘but to another, distant place, far away, far away to a foreign land.’

(7) Latvian
Ja-s-u es uz turk-u zem-i, tur ar turk-iem iz-kau-t-ies.
Ride-FUT-15G | to Turk-GEN.PL land-ACC.SG there with Turk-INSTR.PL out-beat-INF-REFL

(7a) Modern Greek

Tha pd-o ‘g6 s-ton Todrk-on  t7 g, ekei me tous Tourk-ous na
FUT goPFV-15G |  tothe.GEN.PL Turk-GEN.PL the.ACC.SG land.ACC.SG there with the. ACC.PL Turk-ACC.PL SUBJV
chtypi-th-6.

beat-REFL.PFV.1SG

‘I will ride to the Turks' land, there to fight against the Turks.'

This 'raw’ Modern Greek translation is an attempt to render as literally as possible
each line of the ST, and acquaints the reader with its semantic content. However, as
will be shown below, almost all the poetic features of the Latvian ST are also found
in Modern Greek folk poetry, a fact that justifies an attempt to reproduce as many ST
features as possible in the Modern Greek TT.

History of the song’s recording The research of Latvian folk music
tradition began in the late 1860s (Boiko 1994: 47), but its relations with non-Baltic
regions of Europe are less studied. Like most folk songs, Mamin’ vaica sav’ delinu
falls under the genre of 'impersonal folk poetry’, i.e. it is authored by an unknown
composer and lyricist; unknown are also the exact place and date of composition.®
The first recording of this song, included in Latviesu folkloras kratuves digitalais arhivs
(The Digital Archive of the Latvian Folklore Repository) with item number 1968, 4612
and archive code 003072, was made on tape in the Ile parish of Auce municipality by
the 78. zinatniska ekspedicija Aucé un Dobeles rajona 1964. gada’ (The 18th scientific
expedition to Auce and the [rest of] Dobele district [in the south-western part

6  Onthe history and dating of Latvian folk songs see, e.g., Zeiferts (1923).

7 https://garamantas.v/Iv/collection/887930/18-zinatniska-ekspedicija-Auce-un-Dobeles-rajona
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Latvia] in 1964). The informant who made the song known to that expedition was
Ansis Bergmanis,® a native of Edole who had been taught the song by a distant
relative named Janis Anuza.® Early-2000s arrangements of the song are included
inthe work of contemporary Latvian folk and ethnic music bands, such as
the award-winning Au/i (Gallops),® as well as Vilkaci (Werewolves)" and Vilki
(Wolves).?

Poetic features of the song The song Mamin' vaica sav' délinu
consists of seven lines, each sung twice. The first half of each couplet is a repetition
of the immediately preceding half, i.e. the poem displays isometric parallelism.”Line
1 rhymes with line 2; however, given that traditional Latvian music, including war
songs,' is generally non-rhyming,' this rhyme could be unintentional and due to the
eventual use of diminutives at the end of the respective lines. Nevertheless, in any
event, this does not mean that it is not worth trying to reproduce the eventually
rhyming elements in the TT; quite the contrary, given that rhyme makes the TT
resemble more with the vast majority of Greek folk songs, which do use rhyme. In
terms of rhythm and metre, the verse is a trochaic fifteen-syllable one (trochaic
tetrametre), i.e.:

—U|—U|—U|—U|—U|—U|—U|—
8 This recording is available at Garamantas.lv: Latviesu folkloras kratuves digitalais arhivs,
https://media.garamantas.|v/files/audio/003001-004000/003072.mp3 (see Annex).

9 Bergmanis (1964).

10  This arrangement is on YouTube, https://www.youtube.com/watch?v=lhscFFPzR-8
(Accessed 8.03.2024)

11 This arrangement is on YouTube, https://www.youtube.com/watch?v=XajbKFTONAg
(Accessed 8.03.2024)

12 This arrangement is on YouTube, https://www.youtube.com/watch?v=TOvdtsLCNhO
(Accessed 29.03.2024).

13 On the term ‘isometric parallelism’ (in Greek: isometrikos parallilismés), denoting the
pattern where the second hemistich of the verse repeats the meaning of its first hemistich, see

e.g. Baud-Bovi (1973).

14 See, e.g., the Latvian war songs included in Beitane (2008: 33—259), where rhyming is only
occasional and mostly due to line repetitions or individual word repetitions across lines.

15 See, e.g., Muktupavels (1998: 67, 69).
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In Modern Greek folk poetry the fifteen-syllable verse (dekapentasyllavos) is likewise
very common, but as a rule the rhythm is iambic, rarely trochaic. However, in parts of
Greece and adjacent Greek-speaking areas (e.g. Pogoni in Albania) the trochaic
fifteen-syllable rhythm is extremely common. The rhythm similarity becomes clear
if one compares, e.g., the first two lines of a Modern Greek folk song from Pogoni,
Ti kako ‘kama o kaiménos,'® with the first two lines of Mamin’ vaica sav’ délinu:

(8) Modern Greek

Ti kako 'kama o kaiménos kai me len 6loi fonid (x2)
—Ul=Ul= U|=U |=U [|— U—ul—

(9) Modern Greek

Mina skotosa kanéna, mina filisa kamid? (x2)

— U= Ul=U|=U |—U [-U—U |-

Semantically glossed version:

Ti  kaké 'kam-ao kaimén-os kaime le-n ol-oi fonid-@? (x2)
What crime make-AOR.1SG the poor-NOM.SG and I.ACC call.PRE-3PL all-NOM.PL murderer-ACC.SG
‘What crime have | committed that everyone calls me a murderer?’

Mina skoto-s-a  kanéna-{, mina fili-s-a ka-mia?(x2)

Q kill-AOR-1SG  anyone-M.ACC.SG  Q kiss-AOR-1SG any-one.F.ACC.SG

' wonder, have | killed anybody, have | kissed any lady?”’

(1) Latvian

Mamin’ vaica sav’ délinu: Kam pucéji kumelin'? (x2)

— U |-V |=U|=U |= U |=U|-U |—

(2) Latvian

Kam pucéji kumelinu, kam mauc zelta gredzentin’? (x2)

— U|-U|=U |=Ul= U  [—U|-U |-

The language of this Latvian folk song exhibits clear poetic elements, e.g., the many
elisions (marked with an apostrophe) that serve the metre, namely: Mamin’ for
Mamina(Nom. sg. of the fem. noun mamina'mummy’), sav'for savu(Acc. sg. of the 3rd
person masc. poss. pronoun savs '[his/her] own’, which always agrees in gender with

16 Note thatin Greek folk songs word stress does not always coincide with rhythmic stress, as
well as that a vowel is often pronounced as one syllable with the preceding vowel, even across word
boundaries, e.g. 'kama o [ad] kaimén-os [aT]. Moreover, the music genre and the way of singing may
mask the verse structure similarities between the two songs. An impressive interpretation of
this Greek folk song, by Giorgos Chaligiannis, is on YouTube, https://www.youtube.com/
watch?v=0DgMb_oNe-w (Accessed 8.03.2024).
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the possessed), kumelin’for kumelinu (Acc. sg. of the masc. noun kumelins 'little colt’,
as the horse (zirgs) is oftentimes called in Latvian folk poetry), gredzentin’ for
gredzentinu (Acc. sg. of the masc. noun gredzentins 'little ring’), rudentin’for rudentinu
(Acc. sg. of the masc. noun rudentins 'little autumn’), jas’for jasi (future tense, 2 pers.
sg. 'you will ride’), viet’ for vietu (Acc. sg. of the fem. noun vieta ‘place’); the use of
many poetic and archaic forms of words and expressions, e.g. tautu meita 'a maid
from another region and/or from another clan’ (lit.: 'the folks' daughter’) which |
render simply as tin kori tous 'their daughter’ to avoid a wording unintelligible to a
Modern Greek speaker) for meitene 'girl’; kumelins 'little colt’ for zirgs 'horse’ (see
previous paragraph); bildinati(with archaic infinitive suffix -ti) for bildinat 'to propose,
askin marriage’; the use of numerous diminutives, marked with the suffix -ins(masc.)
/ -ina (fem.): mamina (< mama'mom, mother’, nowadays usually mamma), kumelins (<
kumels'colt’), gredzentins (< gredzens 'ring; wedding ring’), rudentins (< rudens ‘autumn’),
delins (< dels 'son’). At the syntactic level, at least one instance of marked poetic
syntax is present, namely the subject-verb inversion of the last stanza, Jasu es 'l will
ride (/it. 'ride will I')" instead of standard Es jasu 'l will ride".

The theme of the song is warlike, not uncommon for Latvian folk songs
(Zeiferts 1923). Its plot involves a dialogue between mother and son, while the
horse, the potential bride, and the Turks are mentioned (in this sequence) as third
persons. The mother asks her son why he is preparing and grooming his horse.
This is followed by a question that misses the target,” an expressive and dramatic
means that is common in both Baltic and Balkan folk songs and contributes to a
build-up of tension, as it slows down the dénouement. In this case, the mother
wonders if her sonis preparing to propose to his beloved one in order to get married
the coming autumn. The son replies that he will not go to ask his beloved one in
marriage, but to ride to the distant lands of the Turks in order to fight them. As
mentioned above, it is precisely this topos that prompted me to translate this song
at that particular time period. The theme and plot — especially in the last three
lines — are roughly comparable e.g. to the Greek revolutionary folk song Mana sou
166 de mporé (Table 1):

17 In Modern Greek this traditional expressive and dramatic device is called an dstocho erétima
'lit. @ question that misses the target’, i.e. one that is intended already beforehand to elicit a
negative answer from the other participant(s), who will later on give the correct answer as the
solution to the “riddle”.
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Mamin’ vaica sav’ délipu (LV)

Mana sou €6 de mporé (GR)

Mana sou €6 de mporé (EN)

L]
"—Mommy, | will not go to
them,

far away, far away, in a
foreign land.

| will ride to the Turks' land,
there to fight against the
Turks."

but to another distant place,
but to another distant place,

Mana sou €6 de mporé
tous Tourkous na doulévo
Tha paro to ntouféki mou,
na pa’na gino kléftis,

na katoikisé sta vound
kai stis kontorachodles.
[]

Na xaskitho ston pélemo,
na richno sto simadi,

to giatagani na mporo,

sa gklitsa na to paizo,

na sfaxo Todrkous san tragid,
mpéides san kridria.

Mommy, I'm telling you |
cannot take it to be a slave of
the Turks;

I will take my rifle,

I'm going to become a klepht,
to dwell on the mountains
and on the low ridges;

[]

To practice war,

to aim and shoot,

to learn how to handle the
yatagan like a shepherd'’s
stick,

to slay Turks like billygoats,
beys like rams.

Table 1. Rough thematic comparison of the folk songs Mamin' vaica sav’ délipu and Mdna sou 1€6 de mporé

At least three elements thematically link these two folk songs: the son's dialogue with
his mother, the son's intention to leave her, and the son’s intention to fight the Turks.
But although the figure of the mother and/or the woman in Greek folk poetry has been
thoroughly researched in an intra-Greek perspective (e.g. Natsoulis 1992; Chatzilia
2004), no reference is ever made to their wider Eastern European context. The same is
true of Greek studies addressing the possibility of allusions to a partially matriarchal
society in Greek folk songs (e.g. Malevitsis 1999), which fail to discuss these
considerations in a wider Eastern European context — despite relevant reports on
matriarchical features in parts of Eastern Europe (e.g. Gasparini 1973; Gjelstad 2020).

Dating the song
(and choosing the TT language version)
that reflect diachronic or synchronic cultural individualities calls for some historical

Any translation of texts

and/or cultural research. In this connection, Joanna Gough has correctly underlined
that "[rlesearch activities, whether acquiring background information about the
topic, checking the exact meaning of the source word or phrase in context or looking
for an equivalent in the target language, constitute an important part of the
translation process” (Gough 2023: 2). A legitimate question in connection with the ST
under discussion would be, therefore, the following: When and how could the
Latvians have come into contact with the Ottomans, since Latvia was never part of
the Ottoman Empire?
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Trying to answer this question, a combination of linguistic and historical data is
warranted. From a linguistic point of view, it is relevant that the verb pucet used in
the text of the song points to a date at least as recent as the 18th century.”® This
matches with the chronology of most Latvian war songs, including those narrating
about battles against the Ottomans, whose beginnings are placed exactly in the
18th century (Beitane 2008: 261). From a historical point of view, we do know that
following the Russian conquest of Latvia (beginning in 1710 with the conquest of
Riga by the forces of Russian Emperor Peter the Great), many Latvian peasants were
drafted as soldiers to fight for Russia (and sometimes even became officers) against
various enemies of the Russians, including the Ottomans, which suggests that at
least the text of the song, or at least this version? of the text (if not the song as a
whole) dates somewhere between the beginning of the 18th and the end of the 19th
century. Namely, between the fourth and the tenth Russo-Turkish war, most probably
during the latter (1877-1878), when recruitment of Latvians into the Russian army

|u

reached its peak (cf. Beitane 2008: 13-14). In general “it is almost impossible to
define the connection of the war songs with certain historical events” (Beitane 2008:
261), but if such inferences are correct about the song under discussion, then the
Modern Greek language version most adequate for the TT could be one that attempts
to reproduce at least some traits of the 18th—19th century vernaculars, as they are

known through Modern Greek folk songs.

A poetic translation of

Mamin’ vaica sav’ delinu into Modern Greek The strategy that |
have chosen to render the Latvian folk song Mamin’ vaica sav’ delinu into Modern
Greek is seeking to preserve: (a) first and foremost, the theme (dialogue between
mother and son, preparation for war against the Turks); (b) the main morphological
elements (fifteen-syllable trochaic rhythm, isometric parallelism, dialogical

18  Cf. Ernstsone (1999: 136).

19 See morein Jékabsons (2022: 145-151). Cf. also Zeiferts (1923): "Atnakusi krievu valdibas laiki,
kad, kara klausiba iedodoties, saka, ka nem krievus, aiziet krievos. Starp ienaidniekiem, ar kuriem ved karu,
nu paradas tadas tautas ka turkiun franci" ["Then the days of the Russian rule had come when, as one
entered (i.e. was drafted into) the military service, it was described as being taken [for] the Russians,
going away [in]to the Russians. Among the enemies, with whom one wages war, now appear such
peoples as the Turks and French."]

20  Presuming that more versions have existed. One with vaicgj’ instead of vaica has already
been mentioned above; however, this is its only difference from the version under discussion.
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structure, the question that misses the target, answer to the question as the
solution of the “riddle"); (c) the existing analogies of poetic linguistic peculiarities
(elisions, literary words, poetic licence); and (d) the metre, often by means of balancing
equivalence?" whenever the exact meaning of particular words or phrases did not fit
in the metre, without the poem’s overall meaning being in any way compromised.
The possibilities of preserving virtually all features of the poem are offered, at least
in this particular case, by the Baltic-Balkan cultural, literary and linguistic affinities.

The "raw” translation featured above can only serve as a draft, as it lacks most
of the poetic means of expression found in the ST and thus also lacks its emotional
charge — an aspect of particular importance for the perception of the song, which
might allude to the brave liberation struggles of the European countries against the
Ottoman yoke. In order to reproduce the expressive means of the original as faithfully
as possible in the TT, | made the following modifications to the draft: (a) reworded
the first two lines so that they rhyme between themselves (even if rhyme is
unintentional in the ST); (b) reworded all the remaining lines so that they reproduce
the metre of the original; (c) sought to preserve the semantic content at the line level,
whenever it was not possible to preserve it at the word level; (d) tried not to lose
essential information from the individual lines, whenever some loss was inevitable;
(e) chose a language variant that employs many colloquial and poetic elements of
Standard Modern Greek (e.g. elision, poetic vocabulary, poetic morphology, poetic
syntax) with the intention to imitate both the language of the original, whenever the
common Indo-European heritage of the two languages allowed for this, and the
language variant found in most Modern Greek folk songs; and (f) ensured that any
expressive losses due to necessarily ‘unfaithful’ translation choices (e.g. ones due to
the lack of a formal equivalent) were compensated by other expressive means within
the same line.

A problem concerning the number of syllables in each line arose from the
extensive use of diminutives (and thus words with more syllables) in the original,
thus impeding the reproduction of metre and rhythm. As shown above (instances
1-7 and 1a-7a), the semantically translated Modern Greek text has more syllables
than the original Latvian text, so the removal of diminutive suffixes in the TT was a
practical idea to reduce the number of syllables, whenever appropriate, without
losing essential information. On the basis of the poetic translation strategy outlined
above, the following TT was produced (instances 1-7 and 1b-7b):

21 | have proposed this term to denote an equivalent rendering that compensates in a
subsequent TT segment for a loss of ST information in a previous TT segment (see Krimpas 2017:
59-61).
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1. Mana rétage to gio tis: 5. Madna, den travé stin kori,

Ti stolizeis to fari? mon’ se tépo makrino;

2. To fariti to stolizeis, 6. gi' dllo topo xekindo,

ti fords véra chrysi? péra kei stin xeniteid.

3. Min travas péra stin kori, 7. Ston Tourkén ta méri pdo,
na tin kameis tairi sou, kai m’ autods na chtypithé.

4. Tairi sou na tine kameis,
t"allo to chinoporo?

(1) Latvian

Mam-in-' vaica-@ sav-’ deél-in-u: Kam pucej-i kumel-in-"?
mom-DIM-NOM.SG ask-3PRES.SG  own-ACC.SG son-DIM-ACC.SG what-for groom-2PAST.SG  colt-DIM-ACC.SG
(1b) Modern Greek

Mana rot-ag-e to gio-0 tis: Ti stoliz-eis to fari?

Mom.NOM.SG ask-IMPF-3SG  the.ACC.SG son-ACC.SG her.POSS why polish-2PRES the riding.horse

(GR > EN) ‘A mom was asking her son: Why are you polishing (i.e. grooming) [your] dear colt?’

(2) Latvian

Ka-m pucej-i kumel-in-u,  kam  mauc zelt-a gredzent-in-'?

what-for groom-PAST.2SG colt-DIM-ACC.SG what-for put.PRES.25G gold-GEN.SG ring-DIM-ACC.SG

(2b) Modern Greek

To fari ti  to stoliz-eis, ti ford-s véra chrysi?
The.ACC.SG riding.horse why it.0BJ ornate-2PRES why put.on-2PRES  wedding.ring-ACC.SG golden.ACC.SG

(GR > EN) 'The horse why are you ornating, why are you putting on a golden?? [wedding] ring?’

(3) Latvian

Vai tu ja-s-' pie taut-u meita-s, taut-u meit-u bildina-t,

Q vyou ride-FUT-25G to  folk-GEN.PL daughter-GEN.SG folk-GEN.PL daughter.ACC.SG ask.in.marriage-INF
(3b) Modern Greek

Min trava-s  péra s-tin kori, na tin  kdm-eis tairi sou,

Q go-2PRS over.there to.the.ACC.5G daughter SBJV her.OB) make.PFV-25G ~ match.ACC.5G your

(GR > EN) [l wonder if] you ride over to their daughter, to ask her in marriage,

(4) Latvian

taut-u meit-u bildina-ti, uz nak-os-u rudent-in-'?

folk-GEN.PL  daughter-ACC.SG ask.in.marriage-INF on come-PTCP-ACC.SING autumn-DIM-ACC.SG

(4b) Modern Greek

Tairi sou na tine kam-eis, t allo to chinoporo?
match.ACC.5SG your.GEN.SG SBJV her.0OBJ make.PFV-25G the. ACC.SG other.ACC.SG the.ACC.SG autumn.ACC.5G

(GR > EN) 'to ask her in marriage, in the coming autumn?’

22 Ontheimportance of silver and gold in Latvian folk songs see, e.g. Zeiferts (1923): “Sudraba un
zelta mirdz liela dala tautas dziesmu pasaules.” ["Much of the folk song world shinesin silver and gold."]

Letonica 55 2024 111



(5) Latvian

Mam-in, taut-as  vis ne-ja-s-u, betuz cit-u tal-u viet-",
mom-DIM-VOC.SG folk-LOC.PL at.allLNEG NEG-ride-FUT-1SG but to another-ACC.SG distant-ACC.SG place-ACC.SG
(5b) Modern Greek

Mana, den trav-6 s-tin kori, mon’se topo-@  makrino-J;

mom  NEG go-1PRES to-the. ACC.SG  daughter.ACC.SG, but  to place.ACC.SG distant.ACC.SG

(GR > EN) '— Mom, | don't go to the daughter, but to a distant place,’

(6) Latvian

bet uz cit-u tal-u viet-u, tal-i, tal-i svesum-a.

but to another-ACC.SG distant-ACC.SG place-ACC.SG far.away-ADV faraway-ADV foreign.land-LOC.SG
(6b) Modern Greek

gi’allo topo-@  xekind-o,  péra kei s-tin xeniteid.

for another.ACC.SG place.ACC.SG depart -1PRES over there to.the.ACC.SG foreign.land.ACC.SG

(GR > EN) 'l depart for another place, far away to the foreign land’

(7) Latvian

Ja-s-u es uz turk-u zem-i, tur ar  turk-iem iz-kau-t-ies.

Ride-FUT-1SG | to Turk-GEN.PL land-ACC.SG there with Turk-INSTR.PL out-beat-INF-REFL

(7b) Modern Greek

S-ton Tourkén  ta meéri pd-6, kai m’ aut-ods na  chtypi-th-6.
to.of the.GEN.PL Turk.GEN.PL the.ACC.PL place.ACC.PL go-1PRES and with them-ACC.PL SUBJV beat-REFL.PFV.15G

(GR > EN) 'I'm going to the Turks' land, there to fight against them.’

Accounting for the translation choices in the first line
First hemistich:

ST diminutive suffixes were not reproduced in the TT, while the ST present-
tense verb (vaica 'asks') was rendered in paratatikos (roughly imperfect or past
continuous) tense in the TT (rotage 'he/she asked; was asking’).??

Second hemistich:

Kam? 'why, wherefor[e], to what purpose?’ was translated by 7i? 'what?; coll. &
poet. why, wherefor[e], to what purpose?’ (rather than the standard Giati? 'why,
wherefor[e], to what purpose?’) in order to avoid superfluous syllables in the line and,
at the same time, to reproduce the non-standard and poetic linguistic effect of the
original (where the archaic kaminstead of standard Latvian kapeéc 'why" is used).

23 Among the paratatikos forms available in Standard Modern Greek for the verb rotdo 'to ask’,
I chose the more colloquial (in southern Greece) 3rd person singular form ending in -age (rather than
-ouse, preferred in all registers in northern Greece), which also preserves the intonation that
characterizes the trochaic rhythm (— u | —).
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pucéji'you were polishing (i.e. grooming)’ (past tense of pucét 'to polish; dress
up; array’) was translated by stolizeis 'you are dressing [sb.] up’ (present tense of
stolizo 'to ornate; to decorate; to dress [sb.] up’), given that gyalizeis 'you are polishing’
(present tense of gyalizo 'to polish’), a semantically formal equivalent of pucét, is not
normally used with animate direct objects (as are horses); by contrast, stolizo can be
used with both inanimate and animate objects and, even if it has a more intense
meaning than pucet, it rather enhances connotations of a rider who is preparing for
something important. The present instead of the past was used in order to preserve
the stress-conditioned metre and rhythm of the TT, given that past forms such as
stolizes 'you were dressing [sb.] up’ or gydlizes 'you were polishing’ are stressed on
the antepenultimate.

The poetic word kumelins 'horse; lit. little colt’ (kumelin’, elided form of kumelinu,
Acc. sg.) was rendered as fari ‘poet; war/riding horse’, which also rhymes with the
last word of the next line (chrysi ‘golden’, fem.); besides, since fariapart from ariding
horse also denotes a war horse, this choice also enhances the lexical coherence of
the TT, foreshadowing the battle mentioned in the last line of the song (see below).
The fact that the mother does not yet know about her son's plans is of noimportance
here, since one can assume that she uses the word fariin the meaning of 'riding
horse’. The equally poetic ati 'horse’ was ruled out from the start, as it has one
syllable less than it was necessary, and hence it would have to be supplemented
with another syllable, e.g. via a possessive pronoun; this would lengthen the odds
for a subsequent rhyming vs. meaning imbalance. The standard dlogo 'horse’,
although syllable-wise possible within the line in question (since the definite article
would phonetically merge with it: to dlogo > t’dlogo 'the horse'), would be linguistically
too neutral to render the poetic kumelinsand would increase the risk for a subsequent
rhyming vs. meaning imbalance. Admittedly, fariis not an optimal solution either, for
two reasons. First, it is not a diminutive, which means that it lacks the affectionate
content of kumelins (however, one could argue that it does look like a diminutive, as it
ends in -j cf. tragi 'buckling goat’, gati kitten' etc.); second, it is an Arabic loanword
which — at least for etymology-aware readers — could sound incompatible with the
central idea of the song, which is precisely about the expulsion of the Muslim
Ottomans from Christian Europe.? But, at least from my viewpoint, the technical
advantages of this choice seem to outscore the implicit meta-linguistic issues that,
after all, would only concern rather few readers.

24 Cf. the Modern Greek song Kemal (alias O mythos tou Sevach 'The Myth of Sinbad’; lyrics by
Nikos Gatsos, music by Manos Hadjidakis, orchestration by Tasos Karakatsanis), where fariis used
in a Middle Eastern/Muslim-oriented context: “Me dyo gérikes kamiles, m’ éna kékkino fari stou
paradeisou tis pyles o profitis karterei” ['With two old camels, with a red horse, at the gates of heaven
the prophet is waiting.']
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Accounting for the translation choices in the second line
First hemistich:

On metric grounds (given the return’ of the -u ending in the initially elided
kumelinu) the verb and the object appear in inverted order in the TT (otherwise an
extra syllable — e.g. of a possessive pronoun — would have been necessary), which
also called for insertion of the atonic personal object pronoun to (clitic doubling),
normally required in non-learned register when a definite object precedes the verb.
Second hemistich:

The formal difference between the syntax of ST and TT is due to the fact that
Modern Greek, unlike Latvian, uses an adjective or prepositional phrase to express
an attribute denoting the material something is made or consists of (despite that
Greek does share the genitive case with Latvian). However, both chrysé dachtylidaki
‘golden little-ring’ and dachtylidaki apo chrysafi/chrysé 'lit. little-ring out-of-gold’
would lead to superfluous syllables in the line and, what is more, they would neither
rhyme with the preceding line nor reproduce the metre or rhythm of the original.
Thus, after removing (as in the previous line) the diminutive suffix, and given that the
‘golden ring’ of the original is in fact a ‘wedding ring' (Greek uses dachtylidi for 'ring’
and véra for 'wedding ring’, while gredzens has both meanings), the rendering véra
chrysi 'lit. wedding-ring golden = golden wedding-ring’, with the adjective following
the noun (as happens very often in Modern Greek poetry depending on metre, rhyme,
and/or emphasis), was finally chosen as the best possible, as it both rhymes with the
previous line and reproduces the metre and rhythm of the ST. At the same time, it
enhances the coherence of the TT by foreshadowing the marriage proposal discussed
in the next two lines. After all, even if the son did not wear a wedding ring, but just a
ring of whatever kind, the mother thought it was a wedding ring, otherwise she
would probably have not ask him whether he was going to visit a girl and to ask her
in marriage. What is more, the rhyme fari ~ chrysi reflects also the vowel /i/ of the
last syllable of the first two lines of the original, thus contributing to a closer sound
effect between STand TT.

Accounting for the translation choices in the third line
First hemistich:

Modern Greek, unlike Latvian, does not normally use an interrogative particle in
yes/no questions. However, after all lexical options were taken into account in the
TT, the song's metre and rhythm could not afford to dispose with the syllable of the
Latvian vaiparticle. Thus the colloquial interrogative particle mi(or its allomorph min
before vowels or voiceless stops) was used in the TT, being very common in Modern
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Greek folk poetry and despite being somewhat more marked than vaiin terms of
emphasis (i.e. it is closer to ‘l wonder if') and register. Its standard synonym mipds,
although equally adequate in metric terms provided that the monosyllabic pas 'you
go’ would be used to translate tujas’'you ride’, would be of too learned a register to
be used in a folk song context.

Modern (unlike Ancient) Greek does not distinguish between going on foot and
riding; this is why tu jas’ (elided version of tu jasi) 'you will ride” was rendered with
travas 'lit. you pull; coll. & poet. you go' (a similar semantic shift is seen in Norwegian
d dra 'to pull; go; leave; travel’ or in Latvian vilkties 'to move/walk (slowly); /it. to pull
oneself; be pulled’). What is more, the TT verb is in the present tense, as the future
cannot be used after the interrogative min (and, after all, one would then end up with
superfluous syllables). At the same time, the sentence subject represented by the
pronoun tu 'vou’ was not reproduced in the TT, as it would lead to more syllables
(since travas has more syllables than the elided jas'). After all, despite the fact that
both Modern Greek and Latvian are pro-drop languages, the ST subject pronoun was
necessary in this case, because jasafter the elision could be confused with the 3rd
person (sg. and pl.) form jas, while in Modern Greek, which allows for no elision in the
2nd person singular, such a confusion would be impossible.

The preposition pie ‘at’ (much like Latin apud) has no formal counterpart in
Modern Greek; therefore it was translated by the adverb péra ‘over [there]; far
[away]’, which here implies going to other people's places.

Second hemistich:

Since it was not possible to render tautu (gen. pl. of tauta 'folk; nation’) in the set
phrase tautu meita 'lit. the folks' daughter; poet. 'a maid from another place and/or
another family,” it was left untranslated, while the meita element was rendered as
kori 'daughter”. In this case, the possessive tous 'their, which was inserted in the
literal translation (3a above) to compensate for the non-translation of tautu, could
not be used as it would produce one superfluous syllable. However, the insertion of
péra’over there' compensates, to some degree, for the non-translation of tauty, as it
suggests that the daughter (meita) is indeed in another place and/or another family.

The verb bildinat 'to propose; to ask in marriage,” which has no single-word
equivalent in Modern Greek, had to be rendered periphrastically. Instead of the
unmarked zitdo se gamo 'to ask in marriage’, the poetic expression kdno (kdpoion/-a)
tairi mou 'to mate (with someone) in marriage; /it. to make one's own match (of
someone)' was used — and, moreover, its dialectal/poetic perfective aspect (na tin)
kameis (instead of kdneis) tairi sou '(that) you mate (with her) in marriage’. As to the
repetition of mejta in the ST, the polysyllabic expressions available in the TT would
leave no room for lexical repetition either in the third or in the fourth line. However,
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theuse of the object pronoun (tin‘her’, acc.) restores lexical cohesion, merely changing
the cohesion strategy from repetition to reference.

Accounting for the translation choices in the fourth line
First hemistich:

Besides the repetition of the translation choices made in the second hemistich
of the preceding line, the verb and the predicative (tairi ‘match; mate’ and kdmeis
‘[that] you make’) appear in inverted order so as to preserve the metre and rhythm
of the original, which requires an extra syllable (cf. bildinati vs. bildingt). This extra
syllable is supplied by the colloquial and poetic morphophonological -e added to the
personal pronoun (tin > tine 'her’, acc.).

Second hemistich:

The adjectival participle nakosu (Acc. sg. of nakoss, masc. ‘coming; next’ was
rendered as t'adllo 'the other; coll. the next’ rather than as to erchomeno 'the coming;
the next’, the latter being too formal for a Greek folk song). Most importantly, t"dllo
has fewer syllables and leaves space for the next word, i.e. chinépéro 'poet. autumn’ =
fthinéporo, without diverging from the metre and rhythm of the original. | opted for
chinoporo, as the learned consonant cluster /f6/ of fthinoporo?> would be stylistically
inadequate for a folk song. Moreover, this poetic word compensates for the poetic
impression achieved in the ST by the diminutive suffix (rudentinlittle autumn’).

A slight rhyme loss arises from the fact that, unlike what happens (even if
unintentionally) in the respective lines of the ST, the word chindpdro does not rhyme
with the words fariand chrysi in the first and second lines respectively. But, given
that the third line intervenes, which in the original does not rhyme either with the
two preceding lines or with the next line, this loss is not felt, at least when one sings
the Modern Greek lines. After all, this is compensated for in the sixth and seventh
lines where, contrary to the original, xekinao 'l depart’ rhymes with pao'l go'.

Accounting for the translation choices in the fifth line
First hemistich:

The choices made in the previous line of TT were repeated (for the sake of lexical
coherence, metre and rhythm) with a simple inversion of verb and adverbial
determiner (den travé stin kri'l do not ride to the daughter’ vs. tautas [.] nejasu'To the
folks I will not ride’), while tautds itself (Loc. pl. of tauta 'folk; nation’), here used with

25  Cf. Thumb (1974[1901]: 19).
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a meaning that cannot be translated by a single word into Modern Greek (cf. tautu
meitain the previous line, itself lexically cohesive with the following tautas via lexical
repetition), was again rendered synecdochically by kér7 ‘daughter,’ since the son's
negative answer refers precisely to the mother’s previous question. Thus the lexical
cohesion via repetition is retained (cf. kori [.] kori with tautu [.] tautds), preemptively
compensating for the impossibility of metrically reproducing the repetitions bet [.]
bet'but [..] but’ and talj tali'far away, far away’ appearing in the next line (see below).
Second hemistich:

The conjunction bet 'but’ was rendered with the poetic mén’(poet. = méno ‘only;
but’), although the colloquial (and much more used) ma would raise neither metrical
nor stylistic issues. However, the option of mén’, used almost exclusively in Greek
folk songs of the late Ottoman period, aimed at restoring throughout the TT the
poetic-language effect that had to be neutralized in earlier lines due to the non-
translation of the many diminutive suffixes featuring in the ST. Moreover, the
adjective citu (Acc. sg. masc./fem. of cits/cita '[an]other’) was not translated, as it
would lead to superfluous syllables. However, the meaning was not affected since,
when the son said that he was going to a distant place, that place was self-evidently
another one, rather than the one where he stood when talking to his mother.

Accounting for the translation choices in the sixth line
First hemistich:

To avoid superfluous syllables, the conjunction of the fifth line is not repeated in
the sixth line of the TT, contrary to what happens in the ST. Despite the expressive
importance of such repetitions in folk poetry, this choice was a last resort that, in any
case, did not lead to information loss but ‘merely’ lessened grammatical cohesion
with the previous line (see above).

Second hemistich:

In addition, contrary to what happens in the previous line, the non-translated
item here is not the adjective city, but the adjective talu (Acc. sg. masc./fem. of tals/
tala 'distant, remote’) — in order to avoid superfluous syllables and rhythm issues.
However, no information is lost here either, since the “other place” has already been
described as being distant in the previous line (tépo makriné 'lit. place distant’).
Furthermore, it was not possible to reproduce the repetition of the adverb (talj tali
‘far away, far away’), as this would lead to superfluous syllables and rhythm issues.
Thus, the emphasis was conveyed not by repetition, but by addition of the adverb 'ke/
(elided form of ekei'there’; péra kei'yonder; over there’).
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Accounting for the translation choices in the seventh line
First hemistich:

The verb and the adverb appear in inverted order (Ston Tourkon ta méri pao 'To
the Turks'land | go' vs. Jasu es uz turku zemi'Ride will | to the Turks' land’) in order for
pao 'l go' to rhyme with the first half of the previous line (xekindo 'l depart’) and to
compensate for the fact that the fourth line does not anymore rhyme with the first
and second lines. This choice prevented the reproduction of the subject pronoun
(es'I). If it were rendered, the line would have taken the form Ston Tourkon pao ‘gé ta
méri (where 'go < ego 'I'), perhaps with a slightly reduced effect of the hero’s self-
confidence, but restoring the previously lost (even if unintentional) rhyme.

The word zemi (Acc. sg. of fem. noun zeme 'earth; soil; land; country’) was
rendered, for metrical reasons, as meéri'parts; places' instead of gi'earth; soil; land'.

The plural genitive Tourkon (instead of Todrkon) was used for rhythmic reasons
and to enhance the folk-song-language effect, since this morphologically 'incorrect’,
last-syllable stressed genitive,?® originating from poetic licence, has been used in
various Modern Greek folk songs — e.g. in the revolutionary folk song Tis Lénods tou
Mpétsari (On Botsaris' [sister] Lena).

Second hemistich:

Again on metrical and rhythmic grounds, the adverb tur 'there’ was not
translatedinthe TT, as the meaning 'there’is already presentin the second hemistich
of the sixth line (‘kei'< ekei"there; yonder’). Meanwhile, in terms of lexical consistency,
the cohesion achieved through repetition (uz turku [zemi] 'to the Turks'; ar turkiem
‘with the Turks') is achieved in the TT through reference (ston Tourkon [.] m’ autods 'to
the Turks' [.] with them’), in order to avoid superfluous syllables and to retain the
rhythm. Admittedly, however, the assonance between turand turku/turkiem that is
presentinthe STislostinthe TT.

Finally, the inherited similarity between SL and TL enabled the accurate
reproduction of not only the meaning, but also the connotations and morphology of
the ST verb, since both izkauties and chtypithé (perfective aspect of chtypiémai 'to
fight, combat) literally mean 'to beat each other’, and hence also "to fight, combat’,
while both are morphologically passive and semantically reciprocal. If the
conventional polemi'sé (perfective aspect of polemdo 'to wage war; to fight, combat’)
had been used, such connotations could not have been reproduced in the TT.

26 The genitive plural ending of masculine nouns in -os (such as Tourkos ‘a Turk') is unstressed
in standard Modern Greek.
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Discussion The translation glossed in instances 1b—7b closely resembles
Modern Greek folk songs, both in terms of theme and plot, as well as in terms of
language and poetic form. At first glance, this could be described as domestication in
Lawrence Venuti's terms (Venuti 1995: 15, 19-20). But, in order to apply such
dichotomy as domesticating vs. foreignizing translation, one should first define the
domestic and the foreign (see Ajtony 2917: 97), since in most translations there is
interplay between the two (Ajtony 2017: 103-104; Gray 2020: 93-94). However, if the
source culture and the target culture share stylistic (e.g. in identic poetic forms) and
pragmatic characteristics (e.g. comparable historical experiences), at times also
reinforced by genetic and/or typological linguistic affinities (Ajtony 2017: 101-102),
the dichotomy virtually loses its meaning, because what is "foreign” is already
“domestic”. In other words: when translating this Latvian song into Modern Greek, |
was constantly feeling that the Latvian ST was “guiding” me towards acceptable
choices, as it was constantly reminding me of well-known expressive and dramatic
devices in my own language and culture. Certain “foreign” features already looked
"domestic”, and this is why, by means of ‘foreignizing’ a translation (i.e. imitating
features of the ST), the TT was at the same time being "domesticated”. Cultural
competence, which is just as important as translation competence in order to attempt
the linguistic processing of a poetic translation (Veckracis 2019: 251), in this particular
case is exhausted in a timely identification of the aforementioned affinities and a
thorough understanding of the equivalence between the SL and the TL poetic and
linguistic expressive and dramatic devices. VVirtually, | applied a genuinely domesticating
translation only when rendering the idiom tautu meita(instances 3-5, 3a—5a and 3b-5b).

Basically | attempted to meet the evaluation criteria set for poetic translations
(see e.g. Connolly 1997: 44-45; Kokolis 2001: 16-17; Veckracis 2019: 251), so that
the TT could function as fully as possible like the original in terms of: (a) artistic
features; (b) retention of the dramatic and linguistic means of expression of the
original; (c) avoiding linguistic errors with only minor, justified semantic and/or
stylistic deviations from the original, all of which are compensated for in surrounding
lines; (d) retention, to the extent possible, of both explicit and implicit pragmatic
information?’; (e) creation of a self-standing poem in the TL in a poetic idiom that
imitates native poetic idioms. | have tried, as Cees Koster (2000: 167-204) defines it,
to take into account the text worlds, the semantic-pragmatic skeleton and its
methodological function, as well as the prosody (poetic form, stanzaic segmentation,
rhythm and metre etc.) and the rhetorical means.

27  On explicit and implicit pragmatic information/content see e.g. Volkova (2017: 380, 392, 415).
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The mere existence of criteria such as the above-mentioned implies that it
would be simplistic to see poetry translation (and, in particular, poetic translation) as
a loss and distortion by definition, since its success consists in preserving the poet's
vision and in manipulating the TL elements in such a way that the TT becomes “alive”
(Veckracis 2019: 251). For the translator of poetry the original is the experience,
while the poetic act itself is the translation process, which is why any poetry
anthology that does not also include translated poems is incomplete (Vagenas 1986:
68-69). After all, “we need to continuously improve our understanding of how
translators interact with information, how they use resources that contain this
information, and, more broadly, how they carry out research for translation” (Gough
2023: 1-2).

Conclusion The pragmatic, linguistic and translational factors taken into
account to produce a poetic Modern Greek translation of a Latvian folk song suggest,
in my opinion, that sometimes poetic translation in the specific language pair
can, at least in certain textual genres, in a way essentially neutralize the dichotomy
between foreignization and domestication, as explained above. | hope that the poetic
translation discussed above might stimulate the interest of Greek-speaking
translatologists in translations of less known (at least in Greece) poetic traditions
such as those of the Baltic. Maoreover, lengthy as it may be, a detailed retrospection
or in the best case even synchronous description of the translation steps and
strategies in such text genres and language pairs can contribute to the teaching of
literary translation (especially that of poetry) and give aninsightinto a self-conscious
translator's mind. After all, translatological studies involving lesser-used language
pairs can contribute to the forging of closer relations among the communities of
their speakers. The example of Greeks and Latvians (and Balkan and Baltic peoples
in general), who in addition are political allies in Western international organizations,
suggests that at least in Europe we must stop talking about “brotherless” nations?®
and instead reflect on ourselves through the perspective of others®. This is a
preliminary step for acknowledging that regional European identities are just

28 | here allude a popular — and, of course, false — Greek viewpoint that Greeks are an éthnos
anddelfo(n) 'a brotherless nation’ within Europe, as if a "brotherless” uniqueness (not to say
isolationism) was something to brag about. About the impact of this myth on Modern Greek
literature’s readability abroad see, e.g., Perantonakis (2023). For a psychoanalytic approach to this
myth see, e.g., Gavriilidis (2008).

29  Cf. Muehlhoff & Lewis (2011: 213); Nastevics (2021: 111).
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versions of a wider European culture. According to Balode (2013: 168 cited in
Steinbergs 2022: 148), members of the so-called Latvian school of poetry translation
“write poetry themselves and study foreign languages” — characteristics not so
prominent in the Modern Greek school of poetry translation, but ones | attempted to
take advantage of when translating Mamin’ vaica sav’ délipuinto my mother tongue.
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Annex. Sheet music (with lyrics) of the song Mamin’ vaica sav’ délinu.

Source: Garamantas.lv: Latviesu folkloras kratuves digitalais arhivs*
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30  This particular sheet music illustrates the first recording of the song in 1964 (Bergmanis
1964). Music file: https://media.garamantas.lv/files/audio/003001-004000/003072.mp3
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Summary The article posits that Simonas Daukantas (Polish: Szymon
Dowkont, 1793-1864), the first Lithuanian national historian, conceptualised the
paradigm of the 'Lithuanian Wife' in his work on the history of the Lithuanian
national culture by following the construct of the 'Indische Frau' / 'Frieden Frau'
('Indian Woman' / '‘Peace-Woman'), created by Johann Gotfried Herder.

The article first demonstrates that Daukantas, while living in Riga, had the
opportunity to get acquainted with Herder's works, which he read and summarised
and/or quoted in his notebooks.

It is believed that Daukantas, mainly adhering to Herder's ideas and his own
mother's example, conceptualised the ‘Lithuanian Wife" as assiduous, fair, wise,
courageous, freedom-loving and responsible for instilling humanity in children, the
family and the community. A woman's close kinship with the environment, according
to Daukantas, determines common sense, creativity and the ability to orientate
oneself in life. This article postulates that Herder's metaphor of the ‘Indische Frau' /
'Frieden Frau', which he utilised to examine the question of eternal peace (pax
sempiterna) and outline seven principles of intellectual, moral and legal development,
influenced Daukantas when conceptualising the paradigm of the ‘Lithuanian Wife".

Kopsavilkums Raksta tiek izvirzita téze, ka Simons Daukants (lietuviedu:
Simonas Daukantas; polu: Szymon Dowkont, 1793-1864), pirmais lietuvieSu véstur-
nieks, sava darba par lietuviesu nacionalas kultdras vesturi konceptualizéja "lietu-
viesu sievas” paradigmu, sekojot Johana Gotfrida Herdera (Johann Gotfried Herder)
raditajam “Indische Frau” / “Frieden Frau" (indieSu sieviete / Miera Sieva) jédzienam.

Raksta vispirms paradits, ka Daukantam, dzivojot Riga, bija iespéja iepazities
ar Herdera darbiem, kurus vins lasija, apkopoja un/vai citéja savas piezimju kladés.

Domajams, ka Daukants, galvenokart sekojot Herdera idejam un savas mates
pieméram, konceptualizéja “lietuvieSu sievu” ka centigu, taisnigu, gudru, drosmigu,
brivibu milosu un atbildigu par cilvécibas ieaudzinasanu bérnos, gimené un sabied-
riba. Sievietes ciesa radnieciba ar apkartéjo vidi, péc Daukanta domam, nosaka
veselo sapratu, radoSumu un spéju orientéties dzivé. Saja raksta postuléts, ka
Herdera indieSu sievietes / Miera Sievas metafora, ko vins izmantoja, lai aplikotu
jautajumu par mazigo mieru (pax sempiterna) un izklastitu septinus intelektualas,
moralas un tiesiskas attistibas principus, ietekméja Daukantu, konceptualizéjot
“lietuviesu sievas” paradigmu.
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Introduction Similarly to Homer, who created areté (Greek: apetn) for the
Greek aristocracy, Simonas Daukantas, the first Lithuanian national historian,
established the image of a free Lithuanian for Lithuanians. This image was embraced
and promoted by the Lithuanian intelligentsia of the late 1800s—early 1900s, which
in 1918 succeeded to put Lithuania back on the European map. Lithuanian national
identity, constructed by Daukantas, was once again actualised at the end of the 20th
century, when Lithuania sought to restore its independence after an approximately
50-vyear long occupation by the USSR.

Daukantas, although he was an exhausted servant of the Russian Empire,
managed to utilise his limited leisure-time to write textbooks and dictionaries,
collect and publish Lithuanian folklore, as well as to conduct research on Lithuanian
history and translations of various types of texts by ancient Latin and contemporary
authors. He wrote three versions of Lithuanian history, which remained in manuscript
form. However, he was able to publish the cultural history of the Lithuanian nation in
at the beginning of 1846 (although dated 1845) BUDA Senowes—Létuwid Kalniend and
Zamajtid (1845; hereafter Bddas). In Badas, Daukantas employed the “genetic
method” of Johann Gotfried Herder (1744-1803) (See Forster 2020: 25), thereby
delving into the ancient Lithuanian historical legends and determining that various
authors compared the proto-Lithuanian language, culture and religion to Indian,
Greek and Roman societies. In his work, Daukantas considered language to be the
most important source of a nation's history, therefore along with written sources he
used folklore material. The originality and novelty of Daukantas's work are notable,
as he was the first to attempt to convey the Lithuanian national culture via its own
language, notable for being one of the oldest languages in Europe. In Budas, same as
in Herder's works (See Adler 2009: 93), the concept of national culture is closely linked
to the concept of humanity. The paradigm of the ‘Lithuanian Wife', formulated by
Daukantas, demonstrates thathe relied not only on folk tales, butalso on the Western
European tradition, ostensibly declaring that, regarding women, Lithuania, at that time
the western province of the Russian Empire, remained a part of the Western Europe.

Daukantas broached the topic of marauding wars in all of his Lithuanian history
manuscripts, including Budas, wondering how Lithuanians managed to retain their
humanity while defending themselves against the Crusadersfor 300 years. Daukantas
believed that a vital role was played by the Lithuanian women, who were not only
traditionally responsible for houseworkand child-rearing, but also for the development
of humanity within the family and the dissemination of these humanistic virtues
within the community and beyond. From this point of view, we can recognise the
kernel of Herder's "Friedensfrau” within Daukantas’ paradigm of the ‘Lithuanian Wife".
As Mark Johannes van der Laan observed, “Indeed, Herder defined Humanitdt
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in the same, essential terms he uses for his Peace-Women, allgemeine Billigkeit,
Menschlichkeit, thdtige Vernunft" (2009: 343).

Itisassumed that Daukantas wasinfluenced by Herder’'s authoritative approach
to the conquest of the Balts. In various works, Herder mentions the ancient battles
of the Prussians, Latvians and Lithuanians against the Crusaders, whom he regards
as predatory marauders. In volume 10 of Briefe zu Befdrderung der Humanitdt (1797),
Herder questions the legitimacy of war and considers the possibility of eternal peace,
and in letter 114, he inquires what benefits the Crusaders brought to the ancient
Prussians, Livonians, Estonians and Latvians, who continued to curse their
subjugators (“Unterjorchern”) for their misery (Herder 1797: 8).

In letters 118-119, Herder (1797: 111-142), based on the book Geschichte der
Mission der Evangelischen Briider unter den Indianern in Nordamerika (1789) by Georg
Heinrich Loskiel (1740-1814), the Latvian-born Bishop of the Northern District of
the American Province of the Moravian Church (1802-1811), created the metaphor
of the "groBBe Friedensfrau” (Herder 1797: 127), which helped him discuss the universal
principles of peaceful coexistence. In letter 119, Herder states that the corn stalk
("Kornstengel") in the hands of the Indian woman (“der Indischen Frau") is a weapon
against the sword (Herder 1797: 139).

According to Karla Lydia Schultz, Herder, by conceiving the metaphor of the
Native American “Friedensfrau”, presented a resilient and wise sisterly figure who
spreads the idea of peace to the masses (Schultz 1989: 419-420). Herder advocated
a grassroots process that is primarily contingent on the moral education of the
populace and the maobilisation of their benevolent inner nature. According to Herder,
the key to lasting peace is upbringing and education, which would fundamentally
change people’s attitudes toward war and foreign nations (Spencer 2016: 151).

Daukantas's researchers have yet to concentrate on his idea of peace in relation
to the concept of humanity. However, they have often referred to the Lithuanian
national revival strategy that was preferred and promoted by the historian, who
advocated to induce this rebirth not through revolution, but through the education
and cultural development of the nation. Some associate Daukantas's pacifist
approach with his peasant roots (Kubilius 1993: 34; Zukas 1988: 119-126), others
with the reception of the natural law theory and the European philosophical thought
(Merkys 1991: 116—-120; Pivoras 2022). Andreas Roepstorffand Ausra Simoniukstyte,
while discussing the features of Daukantas's national mythology, which later became
the elements of national consciousness, state that his attitude towards the
Lithuanian language and nation was shaped by Herder (Roepstorff, Simoniukstyté
2001: 145-166). Other researchers of Daukantas reiterate that he was influenced by
Herder's ideas (Merkys 1991: 104; Baar 2010: 112, 119; Pivoras 2022: 18), but have
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not conducted specific research. The author of this article has written about the
connection between culture and the concept of humanity that Daukantas adopted
from Herder (Bonckuté 2019: 174-180; Bonckuté 2021: 31-38).

The aim of this article is to discuss the similarities between Daukantas's concept
of the ‘Lithuanian Wife' and Herder's metaphor of 'Friedensfrau / Indische Frau'. In
terms of methodology, the article applies hermeneutic principles: Daukantas's texts
and his lectures are used to trace the origins of his reasoning regarding women's
role within the history of the nation.

The first part of the article emphasises the fact that Daukantas became
acquainted with Herder's works while living in Riga, the city, where, in the words of
Kurt Stavenhagen, “the Herderian in Herder emerged” (Piirimae 2012: 80). The second
part of the article discusses Herder’s concept of the Indian woman of peace, the seven
principles of peace he proposed, and their possible reception in Daukantas's work.

Riga — genius loci of Herder and Daukantas Herder's letters
and essays written in Riga demonstrate his encyclopaedic curiosity, his passionate
thinking and his disregard for the language rules and norms that constrain thought
(Bollacher 1994: 80). In Riga, he highlighted the culture of colonised nations and
observed that national poetry is a treasured part of their collective consciousness
(Bollacher 1994: 89). Because of his critiques and contentious ideas that had been
published, Herder quickly became a persona non grata, as his freethinking was
abhorred by the entire local clergy (Prusinowska 2019: 36).

Daukantas lived and worked in Riga from 1825 to 1834. As evidenced by the
sources recorded in his Lithuanian history manuscript /ISTORYJE ZEMAYTYSZKA
(c. 1831-1834) as well as his notebooks, being in Riga created favourable conditions
to familiarise himself with the works of Herder and German contemporaries,
especially Baltic Germans (German: Deutsch-Balten or Deutschbalten, later Balten-
deutsche) (see Pivoras 2019).

Daukantas was born and raised in the north of Samogitia, very close to the then
Curonian Governorate (western province of present-day Latvia). It is possible that is
why he, in 1823, after defending his work De patria potestate secundum leges naturales,
romanas et patrias (On the authority of the father according to natural, Roman and
country law) and obtaining his master's degree in both Roman and country law,
looked for ajob in Riga, near his family and relatives.

During his Riga period, Daukantas observes in his notebook that in Abhandlung
Uber den Ursprung der Sprache (1769) Herder deploys convincing examples in his
dialectics about language, allowing the conclusion that there can be no living
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language that can be expressed in twenty letters (quotes cited from Daukantas'
notebooks are presented as they appear in the source text, even when grammatically
incorrect):

Gruntownie Herder dowiodt naprzyktadach w swoiey rozprawie o iezyku, iz niema
zadney Zyigcey mowy ktérg mozna byto dostatecznie wyrazic na dwudziestu kilka
literach wyrazie mozna by byto, albowiem Zadng z Zyigcych niedaie sie przeta¢ w
literymia nowicie na dwadziescie. (Daukantas 1828: 21v)

In Riga, Daukantas, influenced by Herder's linguistic ideas, changed the
previously used spelling and created more letters with diacritics, which were not
used in Lithuanian Catholic religious publications of that time, and began to rely on
the use of the living language.

In Riga, Daukantas read a lot of Herder’s works, which is known because of the
various comments found in his notes. For example, Daukantas emphasised that in
order to write about religion, one must read Herder ("Naypotzrebnieysza i naylepsza
majgg o religij, chcigc pisac o religij d. L. nieodbicie trzeba czytac") (Daukantas 1828: 23v).
Daukantas also transcribed extracts from the first volume of Herder's Sdmtliche
Werke (1820). For example, Daukantas opined that Herder's works are refreshing and
bring joy (“trudy zdrowie i radosci"; Daukantas 1828: 21r). In another part of his
notebook, Daukantas noted in German that the “clever” Herder already suspected
that Lithuanians and Latvians had an undetermined origin and that their languages,
although containing loanwords and features from other languages, still maintained
their own individual characteristics, likely inherited from an ancient language that
originated in remote regions ("Der geistvolle Herder hat es bereits geahnet") and,
abbreviating, quotes:

die Lithauen und Letten seien von ungewissen Ursprunge, und un geachtet der Mischung
ihrer Sprache mit anderen, habe sie doch einen eigenen charakter, sei wahrscheinlich die
Tochter einer uralten Mutter, vielleicht aus fernen Gegenden her. —Herders Werke Bd. VI.
s. 20. (Daukantas 1828: 29r)

For comparison, the original extract appears in the 1820 edition J.G. v. Herders
Samtliche Werke, \lolume Four, Part VI

Die Litthauer, Kuren und Letten an der Oftfee [ind von ungewiffem Urfprunge; aller
Wabhr(cheinlichkeit nach indeffen auch dahin gedrdngt, bis fie nicht weiter gedréingt
werden konnten. Ungeachtet der Mifchung ihrer Sprache mit andern, hat fie doch einen
eignen Charakter und ift wahr[cheinlich die Tochter einer uralten Mutter, die vielleicht
aus fernen Gegenden her ift.” (Herder 1820: 20)

Daukantas wrote down this extract on the same page as his commentary about
Wilhelm von Humboldt's 1828 published lecture Ueber den Dualis (Humboldt 1828).
Next to these notes is a Russian transcription dated 1833. This demonstrates that
Daukantas read Herder intensively around 1828-1833.
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Herder's philosophical approach to language fundamentally changed
Daukantas's approach to Lithuanian religious texts. In Daukantas's opinion,
Lithuanian religious texts do not reflect the nature of the Lithuanian language
because they were not written by Lithuanians, but by the Christian clergy who
learned Lithuanian later in life. He adopted Herder's arguments, including the
assertion about the importance of the native language for preserving a nation's
history and its authentic consciousness, and the need to nurture and implement the
native language in all areas of life. In his work Budas, Daukantas emphasised that the
Lithuanian language was preserved by Lithuanian mothers in their tiny, moss-covered,
woodland homes ("iszmintingas Kalniénd ir ZiamajtiG motinas sawo apkerpiejusi tarp
girrid numelusi”; Badas, "Pratarme”: 8). Daukantas assimilated Herder's theory of
translation and translated both Ancient and Late Latin texts, taking into account the
addressee and applying the principle of domestication.

Similarly to Herder, who rehabilitated the use of the word 'nation’ in the
respectable definition of demos (citizens/city-state) and not ethnos (tribe/flock/herd)
(Pébel) (Bollacher 1994: 90), Daukantas also patiently introduced this Greek
concept. Thus, both of them, although highly educated and in communication with
contemporary intellectuals, could be distinguished by having “made a social contract”
with the populace, or more accurately, with the “living masses”, instead of the
theoretical, written representations of people. Herder's attention as a teacher and
his Christian love for the individual led to his formation of the humanist philosophy
and the conceptualisation of humanity ("Menschenheit” and "Humanitdt") popularised
in Riga, where the most important texts on this topic were first published. While
living in Riga, Daukantas became well versed in a considerable number of these
works. Inhis ISTORYJE ZEMAYTYSZKAmanuscript, Daukantas describes the Lithuanian
nation according to Herder's work /deen zur Philosophie der Geschichte der Menschheit
(1784-1791). First, the reader is introduced to the characteristics pertaining to the
Lithuanian region (Herder: Klima) and familiarised with the modus vivendi of ancient
Lithuanians, including their appearance, apparel, customs, holidays, funeral rites,
religion, warfare, trade, societal structure and systems of governance. This extensive
contextis followed with the chronologically outlined discussion of the battles against
the Crusaders. Herder was one of the first to critically evaluate the role of the
Crusaders and Christian missionaries (Lochte 2005: 70-71). The German philosopher
consistently condemns enslavement, conquest, inequality, violence and intolerance
in his work, whether it occurs within a particular society or is directed against a
foreign community (Sikka 2011: 18).

Herder's tolerance for different foreign nations and cultures came from
Christian Neoplatonism. The diversity of nature, epochs and cultures, according to
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the philosopher, stems from the Creator, and the ultimate goal of human existence
on this earth is reaching universal humanity (Buntfuss 2012: 154-155). Herder
justifies only defensive wars. According to him, a person’'s main purpose is to develop
humanity, leading to eternal peace (pax sempiterna) among culturally different
societies (Herder 1797: 128—129). Daukantas quotes medieval chronicles that name
the Prussians and Samogitians as homines humanissimi, who are only lacking a
christening. Notably, during his Riga period Daukantas already employed his
constructed Lithuanian equivalents for Herder's term Humanitat: Zzmonysta, Zzmonybe.
At the end of 1834, Daukantas moved from Riga to St Petersburg, both of these
cities were notable for their significant German-speaking population, thus this
atmosphere created favourable conditions for Daukantas to research Herder and his
followers, such as Wilhelm von Humboldt and Friedrich Schlegel. When Daukantas
wrote Bddas, he presumably reread Herder, because in 1843, on June 23, when
writing to Teodor Narbutt (1784-1864), he remembered the philosopher again and
described him as famous:
[.]wyszty dwa tomy Codex Diplomaticum Prusicum zawierajqcy akta do 1333 roku prerz
Vogta, moze by cokolwiek do naszego kraju znatazto sie, mianowicie uktad Krzyzakow z
Prusami 1232 jesli sie niemyle dta pokazania stopnia Ciwilizacyi i obyczaiow owczesnych
tego narodu, znajduje sie tez Mendoga Krota darowania Litwy Mieczowym przywilej w

Rigaische Jahrbticher pod tym tytutemjesli sie niemyle ktore stawny Herder bedgc
nauczycielem w Rydze za czasow Katarzyny pisat [.]. (Griskaité 1996: 373)

In Badas, a relatively small book (in octo 252 pp.), Daukantas uses the words
‘human’and ‘people’ on 69 pages. Itis notable that Daukantas, even when translating
texts from Latin, often, in accordance with egalitarianism, chooses the word 'human’
instead of another, which, for example, denotes class (Bonckuté 2003: 46). Such
abundant use of the word 'human’ emphasises not only the impact of Herder's
philosophy of humanity, or Daukantas's support of the notion that for a nation a
united community is more important than how its populace is stratified by class, but
also the concept of a human, as perceived by Samogitians. In the book Zemaicio
snekos (1961) by the Lithuanian ethnologist Ignas Koncius (1886-1975), it is stated
that "a Samogitian does not waste the word ‘human’, not every neighbour will be
called human. Only the good ones, only the friends.” Koncius notes that Samogitians
took care not to forget someone’s name (Koncius 1996: 79, 80). The Samogitians
were an integral but very distinctive part of the ethnic Lithuanian nation and had
their own identity, which Daukantas in Bidas applied when describing all Lithuanians.
The Lithuanian language has a word Zmogiskas, which refers to the human bodily
form, the mode of speaking, the features, the acceptable norms, as well as the use
of objects characteristic of humans and humanity (See Pazéraité 2008: 197-210).
Only Daukantas's contemporary Dionizas Poska (1764-1830), who wrote poetry in
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Lithuanian, used the word Zmogiskas to define ‘humanity’ (Pazéraité 2008, 199). In
the Lithuanian Dictionary, Zmoniskas is defined as humanism, kindness, virtuousness,
the qualities exemplary of a good person, and occasionally in commonfolk vernacular,
even a pregnant woman (LKZ). Daukantas, on the other hand, is original in that he
conceptualised the Lithuanian equivalent for the word ‘humanity’ by creating a new
term Zmonysteé, which is etymologically linked to the word ‘wife’ (Zmona), and not the
word ‘human’ (Zmogus). In the Lithuanian language, as in other Indo-European
languages, lexemes denoting 'land’ and 'human’ coincide. This means that 'human’is
etymologically connected to the earth. The same root is repeated in Latin humus,
homo. Therefore, the word 'humanity’ in the Lithuanian language, like in Latin,
possesses not only human, but also earthly connotations, which are further
reiterated by the aforementioned construction of the Lithuanian equivalent term
Zmonyste, etymologically linked with the word Zmona (wife), reflecting Daukantas's
view that women are naturally closer to the earth, closer to reality, and better know
the essence of all things.

Based on Daukantas's biography, one may argue that he modelled his largely
generalised paradigm of the ‘Lithuanian Wife' after the image of his mother Kotryna
Odinaité-Daukantiené (born around 1757-1766, died 1847). Like Albert Welles, the
author of the biography on the first USA President George Washington (1732-1799),
who, in order to demonstrate that USA was created by the descendants of nobility,
connected Washington with Odin, declaring that he was a 55th generation
descendant (Welles 1879), Daukantas also had euhemeristic views and traced his
own family origins to the descendants of the legendary apotheosised hero Odin (see
Bonckuté 2022). Daukantas's mother was literate, had noble origins, and was not
only a good and responsible moral educator of the younger generation, but also
taught her children to love their motherland. During his infancy, Daukantas's mother,
together with herhusband and three of his brothers, participatedin the 1794 uprising
against Tsarist Russia, led by Tadeusz Kosciuszko (Andrzej Tadeusz Bonawentura
Kosciuszko; 1746-1817), who also participated in the American Revolutionary War
(1775-1783). According to family lore, Daukantiené provided food to the rebels in
Latvia. Daukantas, when writing in Budas about preparing horses for the winter
campaigns, although without explicitly mentioning his mother, remarks on the
participation of the Samogitian women in the uprising near Grobina and Liepaja.
After his mother's death, Daukantas ordered a huge (186-86 cm) red granite
tombstone in St Petersburg, which he had inscribed with his mother’s maiden name
"Odinate” and the description of the aforementioned venture to Liepaja with her
husband and her husband's three brothers. The mother was buried in the churchyard
of the Lenkimai Church, which indicates that she was highly respected in the parish
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and among the clergy, as in the mid-19th century Lithuania, civilians were already
being buried in separate cemeteries from distinguished priests who were laid to rest
in churchyards.

Essentially, it can be said that Daukantas's individual cognitive structure, which
consisted of general and national competences and knowledge of the German
language, made it possible to quite adequately understand Herder’s line of thinking,
and determined his subsequent attention to the concept of humanity.

‘Indische Frau / Friedensfrau’

and the ‘Lithuanian Wife’ In his previous works (which remained in
manuscript form) (1822, 1834), Daukantas had already depicted female historical
figures who rose to prominence during particularly turbulent times for the nation.
Daukantas, using chronicles and the recorded lore of the oral tradition as sources, in
his first works created memorable, romanticised images of women who led tragic
fates living alongside men who were constantly fighting and dying.

Of the female historical figures who influenced Lithuanian history, Daukantasin
Bddas mentions only Birute (d. 1382), the second wife of Kestutis, the Grand Duke of
Lithuania (Latin: Kinstut, c. 1297-1382) and the mother of Vytautas the Great (Latin:
Alexander Vitoldus, Old German: Wythaws or Wythawt; c. 1350 —1430), Zivile, the
daugther of Karijotas (or Koriat), the Duke of Navahrudakthe, who was the son of
Gediminas, the Grand Duke of Lithuania (Latin: Gedeminne, c. 1275-1341) and the
Duchess Anastasia Olelkien (1473-1524; Belarusian: Anesnbkasivsl, Lithuanian:
Olelkaiciai, Polish: Olelkowicze, Ukrainian: Onesnbkosuyi), who, after her husband went
to war, in 1504 organised the defence of the Sluck Castle (Budas: 198).

Daukantas mentions Birute and Zivilé twice next to Mindaugas, the first known
Grand Duke of Lithuania (German: Myndowen, Latin: Mindowe, c. 1203-1263), as well
as Gediminas, noting that Lithuanians never forgot their heroes, he also documents
the locations of Biruté and Zivilé's graves (Budas: 148 and 152). In Bidas, Daukantas
does not flesh out his depictions of female historical figures, but based on the broad
strokes of their lives he imparts a generalised image of the ‘Lithuanian Wife".

It is possible Daukantas placed importance on the fact that Herder, when
considering the possibility of eternal peace, instead of employing the narrative of the
great European empires, used the story of the peace treaty reached by the American
Indian tribes as an example. In letter 118, Herder (1797: 111-124) depicts the story
of how the Delaware people repeatedly attacked the villages of another Native
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American tribe, leading to many casualties'. As Herder depicts in the letter, the
Delaware people were stronger and the Cherokee realised they would be wiped out.
The Cherokee sent messengers with a letter, stating that the tribes will annihilate
themselves by continuing the infighting; therefore it was necessary for one tribe to
assume the role of the woman (“eine Nation die Frau seyn”) and for other tribes to
assume the role of men and protect “her” from “her” enemies. They argued that if
any male-designated tribe attacked the 'Woman-Nation' (Delaware), the others
would ask “why do you abuse a woman?"” and all join together to attack the abuser.
And the 'Woman-Nation' could not start a war of "her” own volition, instead being
expected to strive to maintain peace. And if “men” should start a war, “she” should
find the strength to tell them to think of their wives and children who will perish if
they do not stop fighting, and the "men"” should listen to the "woman's”
1797: 113-114).

According to Herder's recounting of Loskiel, the Delaware tribe agreed to

voice (Herder

become the 'Woman-Nation'. Then the Native Americans held a feast, and clothed
the Delaware in long skirts, and adorned them with jewels, declaring their first clause
— that the Delaware would no longer take up arms. The second clause of their
agreement was to give the "'Woman-Nation' vessels with oil and medicines so that
they could "wash the eyes” of the other tribes, making them see good and not evil,
thereby leading others to the path of truth and peace. And the third clause of the
agreement stipulated that the "Woman-Nation’ should engage in agriculture, and
thus received a cornstalk and a hoe ("einen Welschkornstengel und eine Hacke") (Herder
1797 114-115). Furthermore, in his letter, Herder turns his focus back to Europe and
observes that there did exist a similar metaphor of the ‘Peace-Women'’, who claimed
the role of the peacekeepers, i.e., the clergy. However, “she” (the clergy) did not make
peace, but, on the contrary, incited wars. Here Herder, of course, contemplates the
wars of plunder during the Middle Ages that used the propagation of Christianity as
a pretext. Herder also asks whether any contemporary European nation should be
clothed in women's clothing and made the justice of the peace (1797: 117).

However, he writes that in Europe, wars are fought in dark cabinets and any
efforts by the ‘Peace-Women’ would be futile (1797: 118). Herder offers a reminder
that the Indian woman of peace, when attacked by Europeans, was forced to take up
arms anyway and defend "her” land. And so, according to Herder, it will always be
until the tree of peace takes root in all nations (1797: 119). Before proposing his
method of achieving eternal peace (pax sempiterna), Herder goes on to discuss the

1 Herder, using Loskiel as a source, names that other tribe as Cherokee; however, according to
Jay Miller, it was a tributary of the Iroquois nation (Miller 1974: 507-514).
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history of European wars, the unsuccessful defence efforts of nations, and writes
that his concept of the Great 'Peace-Women' has another name, and "her” remedies
are definitely effective though not immediate (1797: 120). And already in letter 119,
Herder delineates his 'Peace-Women' (Herder, 1797: 125-142). He calls it the
universal fairness, humanity, and active reason ("allgemeine Billigkeit", "Menschlichkeit",
"tétige Vernunft"). Herder goes on to present seven principles of eternal peace that
should be disseminated to all nations. First, hatred of war should be cultivated
(Herder, 1797: 128—129). Herder declares that only defensive wars can be justified,
as well as reminding us of the consequences of wars — diseases, hospitals, famine,
pestilence, looting, rape, land degradation, the collapse of families, and the decline of
traditions. Therefore, fathers and mothers should raise children who know the
dreadfulness of war. The second principle of eternal peace, Herder states, is to avoid
worshipping the heroes of the wars of plunder, and to destroy by all means the false
halo of their glory (Herder, 1797: 129-131). The third principle is to expose the
fraudulent policies of nations that seek to expand state borders under the guise of
security needs. Herder says that children from a very young age (“with mother's
milk”) must get an understanding of the real political motives at play and learn to
appreciate only the things promoted by the nation that better one's humanity
(Herder, 1797: 131-132). The fourth principle, according to Herder, concerns how
patriotism is misunderstood (Herder, 1797: 133-134). The philosopher asserts that
one should not be proud of their ancestors, but try to do great, beautiful, noble things
themselves. As part of this principle, it is necessary to cultivate love for one’s country
and not tolerate those whao leave their homeland; to not support those wha interfere
in the affairs of other countries, pointlessly imitate other nations, and forget their
duties to the well-being of their own nation. Herder expresses that hatred towards
other nations cannot be tolerated. He believes that a person can self-actualise only
in their birthplace. The philosopher’s fifth principle of peace deals with justice
towards other nations (Herder, 1797: 134-136). He proclaims that people need to
develop a sense of solidarity and empathy. The sixth principle, as Herder explains,
concerns the relationship between commerce and humanity (Herder, 1797: 136-
138). He says that international trade must not be predatory; it must bring people
together, not separate them, and the social and personal importance of trade must
be explained from childhood. And when writing about the seventh principle of peace,
Herder notes that the cornstalk in the hands of the Indian woman acts as a weapon
against the sword (Herder, 1797: 139-142). This refers to the idea that the more
people learn to reap the fruits of their productive labour, the more they will feel that
nothing can be created with the carnage of the hatchet. The sooner the shameful
superstitions of the war-born caste are forgotten, the more honourable it will be to
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adorn the head with a wreath of bellflowers, and apple and palm tree branches,
instead of the sad laurel that grows by the gloomy cypress.

At the beginning of Budas, Daukantas, following the structure of Herder’s /deen
zur Philosophie der Geschichte der Menschheit, describes the ancient Lithuanian land,
the people, their character, customs, and traditions. When writing about the ancient
Lithuanian family, Daukantas states that Lithuanians had many concubines, but only
one was called a wife, because she was responsible for humanity at home (Budas:
51). Elsewhere in Budas, Daukantas reiterates this statement and further specifies
that in ancient times, out of three wives, only the noble one was responsible for
humanity ("Zménysta") at home, and she was the only one called wife (Budas: 163).
Although Daukantas indicates that he is relying on PreulSens dltere Geschichte by
August von Kotzebue (1808: 39), through on comparing the texts it is evident that
Daukantas departs from this German source. Kotzebue writes about Prussia’s
legendary times when the Cimbri relocated there. The priests of the colonisers, in
order to equalise the rights of the natives with those of the newcomers, indicated
that the first wife of a native man must be noble, i.e. of Cimbri origin. Daukantas
makes no mention of the arrival of the Cimbri.

In another part of the work, Daukantas explains the backbone of humanity
through the word 'courtesy’ ("wiezlybum’s"; Budas: 35). He uses the word 'courtesy’
synonymously with virtue, politeness and cleanliness (“Elgimos s6 swieté wissados
buo mdndagos ir swetnds”, Bidas: 64). Using the Lithuanian Dictionary, we can see that
the dictionary also indicates more meanings relating to elegance: virtue, chastity,
innocence, modesty, respectability, politeness, cultural refinement, cleanliness,
orderliness (LKZ). According to Herder in Ideen zur Philosophie der Geschichte der
Menschheit:

Ich wiinschte, daf3 ich in das Wort Humanitdt alles fassen kénnte, was ich bisher tiber des
Menschen edle Bildung zur Vernunft und Freiheit, zu feinern Sinnen und Trieben, zur
zartesten und stdrksten Gesundheit, zur Erfillung und Beherrschung der Erde gesagt
habe; denn der Mensch hat kein edleres Wort fir seine Bestimmung, als er selbst ist, in
dem das Bild des Schopfers unsrer Erde, wie es hier sichtbar werden konnte, abgedruckt
lebet Um seine edelsten Pflichten zu entwickeln, dérfen wir nur seine Gestalt zeichnen.
(Herder 1965: 152).

It can be assumed that Daukantas, following Herder, considered humanity to be
the sum of the noblest human virtues, shared by all people, and that humanity is
nurtured through consistent upbringing and education from an early age. As
mentioned before, Herder suggests that the question of peace should be addressed
from the grassroots, creating seven prerequisite features (Herder 1797: 128-142)
that each of us must cultivate in order for mankind to voluntarily pursue peace by
gradually abandoning war. Schultz interprets Herder's seven principles to be
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necessary as antidotes to war and essential as conditions conducive to peace. She
restates those "sieben Gesinnungen” to be a stance against brutality and destruction
during war ("Verrorung und Verwtistung durch Krieg"), hero idolatry ("Heldenidolatrie"),
deceitful politics ("betriigerische  Politik"), arrogant patriotism ("selbstfdlliger
Patriotismus”), a demagogic image of the enemy ("demagogische Feindbilder"), and
commercial imperialism ("Handelsimperialismus") (Schultz 1989: 421).

When describing the ancient Lithuanian wars against the Crusaders in his work,
Daukantas also used Herder's principles against war, which could merit further
examination. This article, however, focuses on the concept of the ‘Lithuanian Wife'
created by Daukantas, a paradigm likely inspired by Herder's Indian "Woman-Nation’
or the ‘Indian Peace-Woman'. Herder allegorically “summed up” his "great woman of
peace” to be the personification of justice, humanity, and an active mind. Just as
Herder's 'Indian Peace-Woman' is not weak, but strong, wise and eloquent (Schultz
1989: 423), so is Daukantas's ‘Lithuanian Wife'. Daukantas bestowed the woman
with the role of the humanist educator, because she, being around children every
day, should be able to inculcate awareness of the loftiest human goals, introduce
universal principles of equality, freedom and morality, and teach children to
communicate with family and community.

When describing ancient Lithuanian weddings, Daukantas provides examples of
various rites, which illustrate how the bride was tested to see if she would be able to
cope with wifely duties. According to the historian, a wife has to demonstrate her
wisdom, cunning, politeness, gentleness and eloquence while performing the
wedding ritual tasks and showcase her ability to successfully communicate with
different people (Budas: 54). It is within the context of wedding ceremonies that
Daukantas provides the paradigm of the 'Lithuanian Wife'.

Daukantas, following the Greek concept of the ‘statesman’ (aner politikos),
creates an analogous compound dkeés vyras (‘farm man’) (“ukes wirajs", "lietos-wirajs";
Badas: 47) and reasons that when men were at war, women also had to do men's
work, and since they had to try to replace men they sought to be called farmworkers
/ organizers ("ukés wilkiei"). Although Daukantas, through his sources, on multiple
times in Budas conveys a patriarchal attitude towards women, and indicates their
obedience to men (Bddas: 139), he also emphasises that the most important thing
for Lithuanians was to maintain a sense of decency and justice everywhere (see
Budas 36, 93, 125, 161, 163). Just treatment of women is described when detailing
the state of widowhood, as Daukantas indicates that the wife received a third of the
entire property upon her husband's death (Bidas: 179-180). Although Daukantas
givesmenthemostimportantroleinthe fate of Lithuania, the historiandemonstrates
that wives were always there at the man’s side to provide wise and intelligent
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support, and they wanted to be equal to men and were able to make important
decisions. During the war, women fought alongside men ("kruwino dijno motriszkoses
stoie i kare ligé so wiriszkasejs kariauti”; Budas: 44). Daukantas further reflects upon
the bravery and strength of the Lithuanian women by describing how, when the men
were hesitant to defend the pagan sacred groves, the women did it without
hesitation (Bddas: 120).

According to Daukantas, the dominant relationship in ancient Lithuanian society
(cf. Hsu 1980: 144-164) was between the husband and wife, not between brothers
and sisters, as recorded in traditional Lithuanian folk songs (Kavolis 1992: 28).
Daukantas states that love marriages were typical for Lithuanians. When young
people met, if they fell in love (Bidas: 51), they got married. During the wedding, the
priest wished them a firm, strong and true love (Budas: 58). The free decision of the
husband and wife to marry led to the equality of the spouses. Daukantas rhetorically
asks what would describe the great love of women for men ("Kas apraszys dar
didybybe motriszkuil mejtes, kore rode sawo wiriszkéms"; Budas: 48). Daukantas, like
Herder, understood marriage as life together until death. According to Herder, human
love must be humane, and base instincts must be subordinated to a voluntary union
that lasts a lifetime:

Auch die Liebe sollte bei dem Menschen human sein; dazu bestimmte die Natur, aulSer
seiner Gestalt, auch die spétere Entwicklung, die Dauer und das Verhdltnis des Triebes in
beiden Geschlechtern, ja sie brachte diesen unter das Gesetz eines gemeinschaftlichen
freiwilligen Bundes und der freundschaftlichsten Mitteilung zweier Wesen, die sich
durchs ganze Leben zu einem vereint fiihlen. (Herder 1965: 153)

Daukantas, when describing the functions of the mother and emphasising the
endurance of women, states that sometimes women gave birth while working in the
fields and brought back a new family member with them when they returned home
from a gruelling day's work (Bddas: 101). They raised their children by setting an
example, teaching them to observe the lives of animals and plants. According to
Daukantas, the close connection of a person with their environment forms self-
awareness, common sense, creativity and the ability to find direction in life.
Daukantas also viewed women to be responsible for preserving traditional clothing.
Perhaps following the history of the decline of ancient Rome, Daukantas considered
the replacement of traditional Lithuanian clothing with the clothes of other countries
to be a sign of the collapse of Lithuanian statehood, noting that the representatives
of the highest (ruling) class were first to abandon their traditions, foreshadowing
cultural decline.
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Conclusion When dealing with the question of pax sempiterna, Herder
created the metaphor of the ‘Indische Frau / Frieden Frau' and outlined the seven
principles of intellectual, moral and legal development.

Daukantas also explored the problem of personal morality in his historiosophical
waork BUDAS Senowes—Létuwil Kalniendl Ir Zamajtid (1845) by seeking to explain how
Lithuanians could have resisted the Crusader invasion for hundreds of years. He
demonstrated that the personal morality of ancient Lithuanians, which manifested
itself through hospitality, courtesy, and mercy, was fully aligned with the "Christian
love” that was pretextually preached by Christian humanism but disseminated by
sword, fire and carnage.

Daukantas, like Herder, believed that love through coercion and violence is
impossible, thus they both only advocated for defensive wars. They believed that
love for peace and intolerance towards violence are most often instilled by women,
who function as the guardians of the hearth and home and the educators of the
younger generation. Therefore, Daukantas, when conceiving the original Lithuanian
version of the word humanitas, derived it from the Lithuanian word for ‘wife’ (Zmona)
and created the Lithuanian equivalent — Zmonyste.
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Summarv Spanishness, the imagined perception of Spain, played a major
role in interwar Latvian ballet. We located forty-five Spanish-themed ballets,
divertissements, and concert miniatures performed between 1923 and 1941. Dancing
bodies act as cross-cultural archives that enable us to comprehend the identities
projected through inherited gestures. This article proposes that Spanishness,
perceived as an exotic and distant Other, may have enhanced the identity of the pre-
war Republic of Latvia. We examined the ballets Paquita, Jota Aragonesa, Don Quixote,
Boléro, and Laurencia through primary visual sources supported by Latvian press
data. These case studies depicted a polyhedric image of Spain firmly based on
Andalusian archetypes, intertwined with Orientalist motifs, and the jota of Aragon.
Spanishness can be seen as an integral aspect of the multicultural manifestation of
Latvian interwar society. The outbreak of the Spanish Civil War in 1936 marked a
turning point that increased interest in this multilayered mirror. In late 1930s with
increasing political and military pressure of the Soviet Union, Spanishness evolved
into a soft power strategy and, ultimately, became a Soviet propaganda tool.

Kopsavilkums Spaniskumam jeb iedomatajam Spanijas telam starpkaru
perioda bija liela ietekme uz Latvijas baletu. No 1923. lidz 1941. gadam atradas 45
spanu tematikai veltiti baleti, fragmenti un koncertminiataras. Dejotaju kermeni var
uzskatit par starpkultiru “arhivu” tas palidz izprast idejas un identitates, kuras
projicéjas ka noteikti zesti. Saja raksta izteikts pienemums, ka spaniskums, kas tika
uztverts ka eksotisks un tals “citadais”, varéja veicinat pirmskara Latvijas Republikas
identitates veidosanos. Baleti Pahita, Aragonas hota, Dons Kihots, Bolero un Laurensija
pétiti, izmantojot vizudlos pirmavotus, kd ari Latvijas preses materialus. Sajos
baletos daudzskautnains Spanijas téls veidots, stingri balstoties uz Andallzijas
arhetipiem, kas savijusies ar orientalisma motiviem un Aragonas hotu. Spaniskumu
var uzskatit par starpkaru Latvijas multikulturalas sabiedribas neatnemamu
izpausmi. Spanijas pilsonu kara sakums 1936. gada ieziméja pagrieziena punktu, pec
kura pastiprinajas interese par So daudzveidigo “spoguli”. 30. gadu beigas, sakara ar
Padomju Savienibas politiska un militara spiediena palielinasanos, spaniskums
transforméjas par “maigas varas” stratégiju un galu gala izvértas par padomju
propagandas ieroci.
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Introduction On December 1, 1922, the Latvian National Ballet
performed La Fille mal gardée for the first time. This performance marked the
beginning of Latvian ballet (Bite 2002: 34; Balina 2018: 482). Or, at least, this has
been the mainstream notion. In this article, we believe that the trajectory of balletin
Riga is richer that its literature has portrayed so far. Between 1922 and 1941 there
were five ballet masters. Nikolai Sergeyev, the former Russian régisseur of the
Imperial Ballet, becameits first director. During his time in Saint Petersburg, Sergeyev
annotated the choreography of dozens of Marius Petipa's ballets using the Stepanov
system (Fullington and Smith 2024: 7-15). Sergevev fled Russia with these
choreographic notations in the wake of the 1917 Revolution. In 1921, the impresario
Sergei Diaghilev invited him to stage a revival of The Sleeping Beauty for his Ballets
Russes in London (Garafola 1989: 124)." There he met Latvian dancer Voldemars
Komisars whom he invited to Riga (Bite 2002: 25).2

Nevertheless Eriks Tivums considered that Aleksandra Feodorova-Fokina,
Mikhail Fokine's sister in-law,“ became the actual “founder of Latvian ballet” (Tivums
2000: 192).° During one of her last interviews for Dance Magazine, she declared that
“[w]e started with 11 dancers and in 3 or 4 years, we had 120 on stage” (Horosko and
Fedorova 1971: 28). Between 1925 and 1932, Feodorova-Fokina staged 22
productions that had been previously premiered mainly in Saint Petersburg and Paris
(Preciado-Azanza 2022a: 304-305). Not only she had been a soloist with the Imperial
Ballet for 18 seasons (Horosko and Fedorova 1971: 24) but also she had been part of
Diaghilev’'s breakthrough ballet season in the French capital.® Anatolii Viltzak, a
prominent Lithuanian principal dancer of the Imperial Ballet as well as Diaghilev and

1 The production Sleeping Princess had additional choreography by Bronistawa Nizynska.

2 Before joining Diaghilev, Komisars was a ballet master of the Latvju opera (Bite, 2002: 21-25),
a precursor of the Latvian National Opera (Ceze 2000: 278).

3 Inthisarticle, we use her name as displayed on her calling cards in Riga and Kaunas. Later, her
ballet studio in New York bore the name Alexandra Fedorova Fokine (NYPL *MGZMD 110).

4 Feodorova-Fokina married Alexandre, Mikhail's older brother, who founded the Troitsky the-
atre of miniatures in 1911 (Suquet 2012: 231).

5  [l]sto latvie3u baleta dibinataju.

6  OnMay 18, 1909, Feodorova-Fokina performed Le Pavillon d Armide at the Théatre du Chatelet
alongside Mikhail Mordkin, Tamara Karsavina, and Wactaw Nizynski (Garafola 1989: 383-384).
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lda Rubinstein’s companies (Garafola 2004: 341),” substituted Feodorova-Fokina at
the helm. Even though his tenure lasted for merely a season, he introduced cutting
edge ballets by Fokine and Léonide Massine to Latvian audiences.® Afterwards,
Mieczyslaw Pianowski, a Polish dancer and ballet master of Anna Pavlova's troupe
(Jonite 2019: 679), produced several one-act ballets that Ivan Clustine had
choreographed for the Russian ballerina (Bite 2002: 95-98).° In 1934, Osvalds
Lemanis became the first Latvian ballet master to lead the company. Despite the
tumultuous years of World War Il, Lémanis continued to be at the forefront for a
decade, until he passed the baton to Heléna Tangijeva-Birzniece (Balina 2018: 483).

Latvian ballet has not yet been fully studied to comprehend its international
relevance. The history of balletin Riga constitutes a transnational cultural crossroads
that can be traced back to, atleast, the mid-19th century. On August 29, 1863, Riga's
first professional theatre, the Stadt-Theater in Riga — Rigas 1. pilsétas teatris —"°
moved to the new building designed by Ludwig Bohnstedt. It was renamed Rigaer
Stadt-Theater (Ceze 2000: 278) and it played a key role for the heterogeneous Baltic
German community (Sparitis 2000: 24)."" The theatre has served as a venue for
dynamic choreographic activity. Since its inception, there have been several female
ballet masters, such as the French Jeanette Procher, Polish Elina Grinitzka, Italians
Emilie Bellini and Adelle Fiori, German Helena Thiele-Leonhardt, and, most notably,
Austrian Katti Lanner (Tivums 2000: 187). After working in the Baltic capital during
the 1868/69 season, Lanner settled in London where she established herself as a

7 In 1921, Viltzak starred in Sergeyev's Sleeping Princess. After his time in Riga, he joined René
Blum'’s Ballet Russe de Monte Carlo where he danced Don Juan's title role in 1936 (Garafola 2004:
341). Both Viltzak and Feodorova-Fokina emigrated later in the United States. Cuban ballerina Alicia
Alonso expressed how relevant they were for her ballet education in New York (Alonso 2020: 445).

8  Such as Petroushka, Pulcinella, and The Steel Step. These productions were performed only
four times (Stals 1943: 51).

9 Clustine had been Paris Opera Ballet's director between 1911 and 1914 (Guest 2001: 319).

10 It was founded in 1782 by German philanthropist Otto von Vietinghoff-Scheel. Elias Vogt
was the first ballet master of the troupe (Balina 2018: 481). Among others, Louis Duport, Lola
Montez, Julius Heisinger, Marius Petipa, Nadezhda Bogdanova, Katti Lanner, and Lucile Grahn per-
formed in this theatre (Tivums 2000: 186-187).

1M It was considered the German theatre. Rigas 2. Pilsétas teatris — currently, the Latvian Na-
tional Theatre — hosted numerous performances of Russian dancers, such as Anna Pavlova and
Jekaterina Geltzer (Tivums 2000: 187). In addition, Stadt-Theater in Riga can be considered a so-
cio-political thermometer. It had eight different appellatives between 1914 and 1919 (Ceze 2000:
278).
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prominent figure within the Empire Ballet (Guest 1992: 93-101). It seems that Riga
contributed to the shaping of Europe’s cosmopolitan culture (Figes 2019),"? as well as
international ballet history. It is a history of migration (Jonite 2019), a multilayered
diaspora that goes beyond prevailing histories that barely acknowledge Russian
influence.

Such cross-culturalism can also be seen on stage. This text addresses the
impact of Spanish-themed choreographies. Manuel Lucena Giraldo points out that
“[tIhe national image is a cultural construction which makes a collective identity
through reading of signs into an existed narrative” (Lucena Giraldo 2006: 219).
Spanishness has been constructed as a mixture of cultural stereotypes,” often
associated with the pejorative Black Legend.™ This imagined Spain contributed to
the creation of characters such as bullfighters, bandits, and manolas (a woman from
Madrid's lower classes).” These portrayals showcased mostly an oriental depiction
based on Andalusian archetypes that strongly relied on the country’s extensive
Muslim heritage. Riga's audiences became acquainted with this imagery during the
19th century. On March 5, 1863, Marius Petipa and his wife, Marie, performed the
ballet La Perle de Seville at the Stadt-Theater in Riga (ULL R6790/63).'¢

Spanishness has shaped the Latvian ballet repertoire for years. Between 1868

12 Figes (2019: 39-47) considers the emergence of a cosmopolitan culture as a result of the
increasing number of transnational train lines. Between 1837 and 1839, Richard Wagner worked as
a conductor of the Stadt-Theater in Riga.

13 Inthis article, we follow Homi Bhabha's interpretation of a stereotype as “what is always in
place, already known, and something that must be anxiously repeated” (Bhabha 1994: 66).

14 This term, defined by Julian Juderias in the early 20th century, encompasses the stereotypes
that were once used, mainly by Europeans, to counteract the rise of power of the Spanish Empire in
the 16th century. Spaniards were perceived as a barbaric, cruel, despotic, and religious Other (Luce-
na Giraldo 2006: 220-224).

15  Spanishness must not be confused with the colonial term Hispanic. In Spanish, the word his-
paniconot only includes people from Spain, but also different cultures that were once conquered by
the Spanish Empire. In English, Hispanic often tends to be used as a synonym for Spanish culture.
This misunderstanding seems to be related to the fact that in Spanish, another word (hispano),
functions with analogous purposes. During the Roman Empire, the Iberian Peninsula was known as
Hispania. Thus, we believe that the term hispano reflects more accurately what Spanish culture
encompasses.

16 Petipa choreographed this ballet in 1844 while he was a principal dancer and choreographer
of the Teatro del Circo in Madrid (Hormigon 2010: 416).
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and 1869, Lanner choreographed the miniatures La Mancha,” Pas de Tambour de
Basque® La Sevillana,® La Gallegada,?® and Los Toreadores for Rigaer Stadt-Theater's
ballet troupe.?" Spanish-themed choreographies flourished in the 20th century. The
Latvian National Ballet and Liepaja's professional ballet company performed
productions of Paquita (1923, 1929, 1974, 1989), Jota Aragonesa (1930), Don Quixote
(1931, 1932, 1936, 1941, 1945, 1960, 1982), Bdlero (1936, 1942, 1958, 1983),
Capriccio espagnol (1937), Laurencia (1941, 1949), Rapsodie espagnole (1961), The Gold
of the Incas (1969), Carmen (1971), For Whom the Bell Tolls (1987), Guernica (1990), and
Don Juan (1997) (Balina 2018: 487-574; Zvirgzdins 2018: 338-361). This list would
be endless if we were also to include the large number of Spanish-themed
divertissements that can be found in Swan Lake, Coppélia, Raymonda, Nutcracker, and
Scaramouche, among others.

This article focuses on the period of the interwar Republic of Latvia. Dace Lavina
highlights that “[iInterpretations of passionate Spanish emotions were very popular
in the 1920s" (Lavina 2019: 133). The magazine Atpita showed how deeply
Spanishness had permeated Latvian art and society. In a previous study, we located
115 references covering a wide range of topics. In terms of news published about
Spain and its inhabitants, the outbreak of the Spanish Civil War as well as the
picturesque portrayals of Andalusian clothing, the Carnival, and the Semana Santa
(Holy Week) often appeared in Emilija Benjamina's publication (Preciado-Azanza
2022b:89-90). This magazine also reproduced several Spanish-themed international
artworks, whose stereotypes highly influenced several Latvian artists (Preciado-
Azanza 2022b: 91-92), such as Gustavs §[<i|ters, Karlis Brencéens, Jazeps Grosvalds,
Aleksandra Belcova, Oto Skulme, and Sigismunds Vidbergs.?? Aija Zandersone and

17 OnAugust 18, 1868 (ULL R6815/147).

18  On October 13, 1868 (ULL R6815/202).

19  On November 3, 1868 (ULL R6815/223).

20  On November 10, 1868 (ULL R6815/230).

21 OnFebruary 20, 1869 (ULL R6816/53).

22 §kilters became one of the first Latvian artists to visit Spain. Not only did he met his friend,
Oleguer Junyent, but also became profoundly inspired by this country. Between 1902 and 1908,
§[<i|ters produced numerous watercolours — Spanietis, Skats Kordova, Pilsétas varti Burgosa, Pils-
drupas Spanija, and Alambras muri, Granada — and the pastel Spaniesu dejotaja (1908) (Zandersone
and Kalnaca 2024: 160-161; 187). Brencéns portrayed Hermenegildo Anglada Camarasa and Igna-

cio Zuloaga, whom he met in Paris. Later on, he became acquainted with Antonio Gaudiduring a trip
to Spain (Zandersone and Kalnaga 2024: 166; 188). Particularly interesting is Grosvalds's sketch-
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leva Kalnaca emphasize "how closely the worlds of [the] young Latvian and Spanish
artist were intertwined” (Zandersone and Kalnaca 2024: 176) The vibrant performing
arts scene in Riga showcased this notable connection. The multiple Spanish-themed
operg, ballet, and theatre productions displayed by Atpata — Carmen, Fidelio, Don Juan,
Paquita, Ernani, Fuenteovejuna, Don Carlos, Il trovatore, The Star of Seville, Don Quixote,
The Barber of Seville, Jota Aragonesa, Boléro, and The Marriage of Figaro — depicted
bullfighters, shawls, fans, guitars, and especially manolas (Preciado-Azanza 2022b:
93-98). Spain was perceived as an exotic and distant Other in Latvian society.

Spain and Latvia are located on the outer edge of Europe. This geographical
location caused both countries to be considered to be on the periphery. Both Spain
and Latvia have often undergone a process of Orientalization. Edward Said explored
how the difference between cultures was conceived “first, as creating a battlefront
that separates them, and second, as inviting the West to control, contain, and
otherwise govern [..] the Other” (Said 1979: 47-48). A clear example is when
Napoleon invaded Spain and Russia. The French writer Louis Viardot compared the
similarities between the impact of the Muslims in Spain and the Mongols in Russia:
“[The] Orient has entered Europe from its two extremes” (Viardot 1846: 86). In other
words, the people of Spain and Russia were considered barbaric, savage, and
uncivilized (Figes 2019: 36). However, despite being situated on the continent'’s
margins, both countries shared cultural ties.

The Baltic and the Mediterranean regions are connected by a mutual interestin
their cultures and imageries. Alison Sinclair has analyzed "the vision of Russia as the
primitive, erotic and erotic (br)other of Spain”in the early 20th century (Sinclair 2004:
214). Even though Spain recognized the independence of Latvia on March, 23 1921
(AHN H 1637/Exp. 4),%% the image of Latvia often intermingled with the perception of
Russia. Particularly striking is the vision of Spanish politician Rodrigo Soriano. Not

book Spanija (1913), which included several landscapes from Seville, Cordoba, Castile, Toledo, and
Segovia (Zandersone and Kalnaca 2024: 189-191). After visiting a small Spanish town near the
border with France, Be|cova created the large-format plate Korida/Spanijas motivs in 1926 (Lavina
2019: 133), while four years later she authored the canvas Spaniete (Jevsejeva 2019: 175). In 1929,
Atpitapublished a Spanish-themed drawing by Skulme (Preciado-Azanza 2022b: 94). Beatrise VVig-
nere's students inspired the graphic work Spanu deja by Vidbergs (Bérzina 2015: 68), who also de-
signed the vase Dejotaja (c. 1929-1939) reminiscent of a female Spanish dancer.

23 Afew months earlier, Spanish journalist Enriqgue Dominguez Rodifo discovered the tomb of
renowned Spanish writer Angel Ganivet, who committed suicide in the Daugava River in November
1898 when he was the Spanish Consul in Riga. Dominguez Rodino published three influential arti-
cles in the Spanish newspaper E/ imparcial, which contributed to the repatriation of Ganivet's body
(Preciado-Azanza 2022a: 309). We believe that the impact of this discovery on Spanish society
prompted recognition of the Latvian state.
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only did he compare Riga with Galicia (Sinclair 2004: 208),2* but he also portrayed his
vision of Latvian women. In San Lénin (Viaje a Rusia) (1927), one of the most influential
Spanish travel books about Russia in the 1920s (Sinclair 2004: 211), Soriano declared
that “[bJeautiful Latvian women of one’s dreams, in the pallid Northern light that
shrouds them in whiteness, enter the sea like marble statues or ivory figures from an
ancient museum” (Soriano 1927: 35).2° Simultaneously, in Latvia, the perception of
Spanish women was based on Carmen (Preciado-Azanza 2022b: 100).

In this text, we believe that Spain and Latvia share an “imagined community”
(Anderson 1983),% that can be traced through dance. Dancing bodies act as cross-
cultural archives that enable us to comprehend identities projected by inherited
gestures,?” that is, by means of the "gestural imaginary” (Ruprecht 2019). This
research is based on the hypothesis that Spanishness, perceived as the Other, may
have enhanced the identity of the prewar Republic of Latvia. Therefore, “Spain [might
have been] used as a facade (Meglin 1994: 269), an imagined mirror that projects the
issues facing society. Joellen A. Meglin analyzed the influence of Spanish dance on
French society. We believe that such a perspective can also be used in the Latvian
context.

Indeed, Tivums noted that “Latvian ballet [fell] in love with Spanish dances and
Spanish passions for many years” (Tivums 2000: 194).28 Despite such a significant
role, there have been no in-depth studies. In the pioneering Latviesu balets (1943),
Stals briefly covered early Latvian ballet productions. After the hiatus of Soviet
stagnation, Bite (2002) broadened this outlook by including numerous reviews in her
noteworthy Latvijas balets. Balina (2018) provided relevant updated data in Latvijas
baleta un dejas enciklopédija, while Zvirgzdins (2018) compiled an exhaustive chronicle
of choreographic productions in No skices lidz izradei. Spanish-themed ballets were
influenced by the Ballets Russes’ Gesamtkunstwerk. Thus, prominent Latvian artists
oversaw their designs. Jevsejeva (2024), TiSheizere (2024), and Vanaga (2014)

24 Galiciais anorthernregion in Spain. Soriano portrayed these similarities in La bomba (1932).

25  Lasbellas letonas del ensuenio, a la livida luz del Norte que las amortaja en blancuras, entran
en el mar cual marmareas estatuas o marfilinas esculturas de museo antiguo.

26  Inthis article, we follow Beatriz Martinez del Fresno's interpretation of Benedict Anderson’s
term as a transversal concept that does not necessarily need to coincide with the prevailing bor-
ders of nation-states (Martinez del Fresno, 2016: 50). By doing so, we can connect geographically
distant communities, such as Spain and Latvia.

27  This perspective was introduced by Lepecki (2010).

28 LatvieSu balets uzilgiem gadiem iemilgjas spanu dejas un spaniskas kaislibas.
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highlighted Ludolfs Liberts' work for Jota Aragonesa, Jevsejeva (2016) disclosed the
reasons for Romans Suta’'s removal from Don Quixote, while Tisheizere (2021) studied
Niklavs Strunke’'s Spanish dancers’ sketches for Scaramouche. In our previous works,
we have conducted initial research to examine Paquita, Jota Aragonesa, and Don Quixote
(Preciado-Azanza 2020, 2022a, 2023a), in addition to the relationship between
dance and Latvian identity (Preciado-Azanza 2021). This article examines the image
projected by Spanish-themed choreographies during the interwar Republic of Latvia.

We located 45 Spanish-themed ballets, divertissements, and concert miniatures
performed between 1923 and 1941 (Table 1). All choreographies were danced in
Riga, except for Liepaja Ballet's Capriccio Espagnol. Although the majority of the
performances took place at the Latvian National Opera:*®* we also located Spanish-
themed choreographies at the Latvian National Theatre and on the premises of the
Riga Latvian Society. Most miniatures were danced between 1936 and 1940. We
believe that the outbreak of the Spanish Civil War might have boosted interest in
Spanishness. Indeed, in the midst of World War Il, Latvian dancer Marta Alberinga
performed her repertoire of Spanish dances across Europe with the aid of the Blue
Division (Brancis 2002: 104-105).30 It is beyond the scope of this article to fully
cover this broad panorama. Therefore this article proposes an initial framework for
further research by analyzing five case studies — three full-length and two one act
ballets — premiered in Riga: Paquita, Jota Aragonesa, Don Quixote, Bolero, and Laurencia.

This interdisciplinary research combines historical, social, and cultural analyses
based on primary sources in Latvian, French, and American institutions. First, we
elaborated a catalogue of Spanish-themed choreographies performed during the
interwar Republic of Latvia (Table 1). Our data is based on the program notes held in
the Museum of Literature and Music,®' the Latvian National Opera and Ballet

29  Notall the choreographies were danced by members of the Latvian National Ballet.
30 The Blue Division was a Spanish unit of Francoist volunteers serving in the Nazi Army.

31 RMM 227095; RMM 852251.
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Archive,*? and the Latvian State Archive.® This information has been completed with
existing literature: Stals (1943), Tivums (2000), Brancis (2002), Bite (2002), Balina
(2018), and Zvirgzdins (2018). This preliminary task enabled the selection of the case
studies and their primary sources. Our focus lies mainly on photographs as well as
costume and set designs. Spanishness can not only be seen visually, but also
choreographically. Therefore this study lies at the intersection of Art History and
Dance Studies. In addition to applying iconological analysis (Panofsky 1955), we
also included the corporeal semiotic approach (Forster 1986). Finally, our outcomes
have been supported by Latvian press data. The reviews published by Jaunakas Zinas,
Socialdemokrats, Aizkulises, Péedeja Bridi, Latvijas Kareivis, along with Cina served as a
thermometer to fully understand the constructed image of Spain in Latvian society.

Table 1. The author’s own graphical depiction of Spanish-themed Latvian ballets, divertissements,
and concert miniatures performed during the interwar Republic of Latvia. 1923-1941.

Choreo- Date of Typology Theatre Chore- Stage Composer Libretto Dancers Designs
graphic Work | premiere ographer director (selection)
1 Paquita 1923: Full-length Latvian Joseph Nikolai Edouard Marius Jelena Eduards
May 22 ballet National Mazilier, Sergeyev Deldevez, Petipa Lukoma, Vitols
Opera Marius Ludwig Boris
Petipa Minkus Savroy,
Nikolai
Sergeyev
2 Panaderos 1924: Concert Latvian Marius E. Svekis Alexandr - Eizenija
(Raymonda) April 28 Miniature National Petipa Glazunov Svekis,
Theatre Harijs
Plicis
3 Actslland V| 1924: Opera Latvian Nikolai Pytor Georges Georges - Ludolfs
dances December 17 | divertissement | National Sergeyev Melnikow Bizet Bizet Liberts
(Carmen) Opera

32 Notall the programs that we have been able to locate are from the first performance of each
production. Next, we specify each date. LNOB 483; LNOB 646 — Carmen: December 27, 1925 —;
LNOB 641 — Swan Lake: May 9, 1926 —; LNOB 680 — Coppélia: October 12, 1926 —; LNOB 746 —Ray-
monda: April 28, 1927 —; LNOB 781 — Nutcracker: April 13, 1928 —; LNOB 855; LNOB 1114 — Jota
Aragonesa: November 16, 1930 —; LNOB 1215 — even though we located the program notes of the
premiere of Don Quixote, they have not been catalogued. Therefore the earliest performance we can
document dates from November 12, 1931 —; LNOB 1678 — Lémanis’'s Don Quixote: February 18,
1936 —; LNOB 1805; LNOB 1990 — The Song of the Desert: September 22, 1936 —; LNOB 1895; LNOB
1981 — Scaramouche’s Spanish dance and Boléro: December 28, 1936 —; LNOB 2171 - (Clivia’s
Pasodoble: November 2, 1937 —; LNOB 108; LNOB 2042; LNOB 2275; LNOB 2396 — Tobago’s
Spanish dance: February 4, 1939 —; LNOB 2771 — Laurencia: January 4, 1941 —.

33 LSA 2256/3.
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4 Spanish dance | 1926: March | Ballet Latvian Marius Aleksandra | Pyotrllych Vladimir Sira Eduards
(Swan Lake) 30 divertissement | National Petipa Feodorova- | Tchaikovsky | Begichev Jurgense, Vitols
Opera Fokina Klara
Gentele,
Georgs
Brants,
Eizens
LeScevskis
5 Bolero 1926: May Ballet Latvian Arthur Aleksandra | Léo Delibes Charles Aleksandra | Eduards
(Coppélia) 20 divertissement | National Saint- Feodorova- Nuitter, Feodorova- | Vitols
Opera Léon, Fokina Arthur Fokina
Marius Saint-Léon
Petipa
6 Grand pas 1926: Ballet Latvian Marius Aleksandra | Alexandr Lydia Melanija Eduards
espagnol November 30 | divertissement | National Petipa Feodorova- | Glazunov Pashkova | Lence, Vitols
(Raymonda) Opera Fokina Georgs
Brants
7 Spanish dance | 1928: April 4 | Ballet Latvian Levlvanov | Aleksandra | Pyotrllych Marius Heléna Ludolfs
(Nutcracker) divertissement | National Feodorova- | Tchaikovsky | Petipa Tangijeva- Liberts
Opera Fokina Birzniece,
Georgs
Brants
8 Grand pas 1929: Ballet Latvian Marius Aleksandra | Ludwig Marius Aleksandra | Eduards
classique February 7 divertissement | National Petipa Feodorova- | Minkus Petipa Feodorova- | Vitols
(Paquita) Opera Fokina Fokina,
Lev Lvov
9 Jota 1930: One-act Latvian Mikhail Aleksandra | Mikhail - Heléna Ludolfs
Aragonesa November 6 | ballet National Fokine Feodorova- | Glinka Tangijeva- Liberts
Opera Fokina Birzniece,
Osvalds
Lemanis
10 Don Quixote 1931 Full-length Latvian Marius Aleksandra | Ludwig Marius Heléna Sigismunds
October 30 ballet National Petipa, Feodorova- | Minkus Petipa Tangijeva- Vidbergs,
Opera Alexander | Fokina Birzniece, Romans
Gorsky, Osvalds Suta
Fyodor Lémanis (unofficial)
Lopukhov
1 Spanish dance | 1934: Ballet Latvian Marius Osvalds Pyotrllych Marius - Eduards
(Swan Lake) November 3 | divertissement | National Petipa Lémanis Tchaikovsky | Petipa Vitols
Opera
12 Two Spanish 1935: Concert Latvian Beatrise Beatrise Isaac - Marta -
Impressions. December 1 Miniature National Vignere Vignere Albéniz, Alberinga,
Cadiz, Jota Opera Emmanuel A. Priede
Chabrier
13 Don Quixote 1936: Full-length Latvian Marius Osvalds Ludwig Marius Heléna Sigismunds
January 23 ballet National Petipa, Lémanis Minkus Petipa Tangijeva- | Vidbergs
Opera Alexander Birzniece,
Gorsky, Osvalds
Fyodor Lémanis
Lopukhov,
Osvalds
Lémanis
14 Pasosoble, 1936: Opera Latvian Eizens Janis Zarins | Sigmund Sigmund Eizens Peéteris
Spanish group | September divertissement | National LeScevskis Romberg Romberg LeScevskis | Rozlapa
(The Desert 19 Opera
Song)
15 Beggars 1936: Concert Latvian Osvalds Osvalds Manuel de - Heléna -
October &4 Miniature National Lémanis Lémanis Falla Tangijeva-
Opera Birzniece,
Osvalds
Lémanis
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16 Zambra 1936 Concert Latvian Dolores Mirdza Grike | Modesto - Mirdza -
October 4 Miniature National Moreno Romero Grike
Opera
17 Spanish 1936: Ballet Latvian Osvalds Osvalds Jean Osvalds Tatjana Niklavs
dance December divertisse- National Lémanis Lémanis Sibelius Lémanis Fokina, Strunke
(Scar- 10 ment Opera Tatjana
amouche) Vestene,
Karmena
Burkevica
18 Boléro 1936 One-act Latvian Osvalds Osvalds Maurice Osvalds Mirdza Péteris
December 10 | ballet National Lémanis Lémanis Ravel Lémanis Grike, Rozlapa
Opera Rudolfs
Saule
19 Capriccio 1937: Full-length Latvian Alberts Alberts Nikolai Alberts - E. GUtmanis
Espagnol April 4 ballet National Kozlovskis | Kozlovskis Rimsky- Kozlovskis
Opera Korsakov
20 Alegrias 1937 Concert Latvian - Mirdza Grike | - - Mirdza -
March 9 Miniature National Grike
Opera
21 Spanish dance | 1937 Concert Latvian - Mirdza Grike | - - Mirdza -
March 9 Miniature National Grike
Opera
22 Male Variation | 1937 Concert Latvian Marius Osvalds Ludwig Marius Janis Sigismunds
(Don Quixote) | June 3 Miniature National Petipa, Lémanis Minkus Petipa Grauds Vidbergs
Opera Alexander
Gorsky,
Fyodor
Lopukhov,
Osvalds
Lémanis
23 Female 1937 Concert Latvian Marius Osvalds Ludwig Marius F.Tracevska | Sigismunds
Variation June 3 Miniature National Petipa, Lémanis Minkus Petipa Vidbergs
(Don Quixote) Opera Alexander
Gorsky,
Fyodor
Lopukhov,
Osvalds
Lémanis
24 Jota 1937, Concert Latvian Osvalds Osvalds Guerrero Marius Melanija Sigismunds
(Don Quixote) | June 3 Miniature National Lémanis Lémanis Petipa Lence, Vidbergs
Opera Eizens
LeScevskis
25 Flamenco 1937: Concert Latvian Osvalds Osvalds Massotti Marius Osvalds Sigismunds
(Don Quixote) | June 3 Miniature National Lémanis Lémanis Petipa Lémanis, Vidbergs
Opera Melanija
Lence,
0.Titovs
26 Pasodoble 1937: Operetta Latvian Eizens Jurijs de Nico Dostal Eizens Janis Janis
(Clivia) October 30 divertissement | National Lescevskis | Bars Lescevskis | Grauds, Rozenbergs
Opera Pauls Fibigs
27 Seguidilla 1937: Ballet Latvian Eizens Eizens Johan Eizens Mirdza Péteris
(The Last November divertissement | National LeScevskis | LeS¢evskis Strauss, LeScevskis | Grike Rozlapa
Waltz) 25 Opera Josef
Strauss,
Eduard
Strauss
28 Spanish dance | 1938: Concert Latvian Victor Mirdza Grike | Enrique - Mirdza -
January 6 Miniature National Gzovski Granados Grike
Opera
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29 Serenade 1938: Concert Latvian Dolores Mirdza Grike | Isaac Albeniz | - Mirdza -
January & Miniature National Moreno Grike
Opera
30 Tonadilla 1938: Concert Latvian E.Moreno | Tatjana Enrique - Tatjana EIf.
December 12 | Miniature National Vestene Granados Vestene Kalnavarna
Opera
31 Intermezzo 1938: Concert Latvian Dolores Vera Enrique - Vera M. Jakobi
(Goyescas) December 12 | Miniature National Moreno Lichaceva Granados Lichaceva
Opera
32 Gitana 1938: Concert Latvian Dolores Vera Juan - Vera -
December 12 | Miniature National Moreno Lichaceva Mostazo Lichaceva
Opera
33 Jota 1938: Concert Latvian Dolores Vera Lavela - Vera -
December 12 | Miniature National Moreno Lichaceva Lichaceva
Opera
34 Spanish dance | 1939: Opera Latvian Osvalds Janis Zarins | Martins Martins Heléna Péteris
(Tobago) February 2 divertissement | National Lémanis Jansons Jansons, Tangijeva- Rozlapa
Opera Aleksandrs | Birzniece,
Grins Klara
Gentele,
Janis
Grauds,
Pauls Fibigs
35 Moresca 1939: Concert - Dolores Edite - - Edite -
February 27 | Miniature Moreno Pfeifere Pfeifere
36 Corrida 1940: Concert - - Mirdza Grike | - - Mirdza -
January 30 Miniature Grike
37 Granada 1940: Concert Riga Marta Marta Villaroso - Marta -
February 12 | Miniature Latvian Alberinga | Alberinga Alberinga
Society
38 Sevillana 1940: Concert Riga Marta Marta Santis - Marta -
February 12 | Miniature Latvian Alberinga | Alberinga Alberinga
Society
39 Bulerias 1940 Concert Riga Marta Marta Piervano - Marta -
February 12 | Miniature Latvian Alberinga | Alberinga Alberinga
Society
40 Asturiana 1940: Concert Riga Marta Marta - - Marta -
February 12 | Miniature Latvian Alberinga | Alberinga Alberinga
Society
41 Seguidillas 1940 Concert Riga Marta Marta - - Marta -
February 12 | Miniature Latvian Alberinga | Alberinga Alberinga
Society
42 Tango 1940: Concert Riga Marta Marta Font . Marta -
February 12 Miniature Latvian Alberinga Alberinga Alberinga
Society
43 La Corrida 1940 Concert Riga Marta Marta Quinito - Marta -
February 12 | Miniature Latvian Alberinga | Alberinga Valverde Alberinga
Society
[ Jota 1940 Concert Riga Marta Marta Vicente - Marta -
Aragonesa February 12 Miniature Latvian Alberinga Alberinga Costa Alberinga
Society Nogueras
45 Laurencia 1941 Full-length Latvian Vakhtang | Osvalds Aleksandr Vakhtang | Mirdza Péteris
January 3 ballet National Chabukiani | Lémanis Krein Chabukiani | Grike, Rozlapa
Opera Janis
Grauds,
Osvalds
Lemanis
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Paquita (1923, 1929), a ballet
inspired by the Sieges of Zaragoza Paquita initiated the path of
Spanishness in Latvian ballet by introducing a theme, the Sieges of Zaragoza, which
was fairly familiar to the audience in Riga. In 1908, Anna Pavlova included this ballet
in the repertory of her first Northern European tour (Fullington and Smith 2024:
325). Riga was the first stop on this trip.>* Both cities, Riga and Zaragoza, had
experienced the invasion of Napoleon. The capital of the Governorate of Livonia was
unsuccessfully occupied in 1812. However, the Grand Armée eventually conquered
Zaragoza. Despite that its inhabitants initially resisted the French in 1808, this
northern Spanish city surrendered after the second siege in 1809. Such iconic battle
of the Peninsular War inspired numerous artists and writers across Europe. Goya
became a pioneer with his prints The Disasters of War, while Victor Hugo and Leo
Tolstoy included this episode in Les Misérables and War and Peace. Undoubtedly,
Agustina, also known as Maid of Saragossa, symbolized the resistance of heroic female
civilians (Lasa Alvarez 2020). It is most likely that Paguita was inspired by her courage.
This romantic two-act ballet opened on April 1, 1846, at Paris Opera’s Salle Le
Peletier. Joseph Mazilier choreographed this ballet with music by Edouard Deldevez.
Paquita is set in Zaragoza under Napoleonic rule. Paquita (Carlotta Grisi), a young
gypsy, falls in love with the hussar Lucien d'Hervilly (Lucien Petipa). Ifigo (Georges
Elie), the gypsy leader, disapproves of the union and arranges a conspiracy with the
governor of the province, Don Lopez de Mendoza (Coralli), to assassinate the French
officer (BNF MS-7166). Paquita was also known as Empire (Gautier 1846: 1). Its debut
occurred only two years before Napoleon lll came to power.?® Thus, by extolling the
French patriotic victory, this ballet may have played a significant role in the use of the
imagery of the Sieges of Zaragoza as a political tool (Preciado-Azanza 2023b: 173).
Ayear later, Marius Petipa restaged Paquitain Saint Petersburg. By then, Europe had
been immersed in a cross-cultural exchange (Figes 2019) that enabled Budapest,
Naples, Moscow, Munich, Hamburg, Milan, or Saint Petersburg to witness Paquita
during the second half of the 19th century. In 1881, Petipa choreographed a new
version with musical additions by Ludwig Minkus that emphasized its evolution towards
classicism through the Grand pas classique (Fullington and Smith 2024: 264-327).
Paquita premiered at the Latvian National Opera on May 22, 1923 (Balina 2018:
542). Sergeyev staged the production of Petipa. As previously stated, he notated

34 Pavlova also danced in Helsingfors (Helsinki), Stockholm, Copenhagen, and Berlin.

35 In 1848, Napoleon Il became the only President of the Second French Republic because he
proclaimed the Second French Empire in 1852.
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dozens of works of the French choreographer with the Imperial Ballet which would
become the legacy of classical ballet. In Riga, Sergeyev completed this vast material,
currently known as the Sergeyev Collection (Wiley 1976: 99). On December 10, 1922,
the ballet master wrote the libretto of Paquita (HTC MS Thr 245/29),® it was to be
danced by Jelena Lukoma (Paquita), Boris Savrov (Lucien), and Sergeyev himself
(ifiigo). Jaunakas Zinas published an unflattering review. Ernests Brusubarda (1923: 5)
considered this ballet old-fashioned and reproached Sergeyev’s choice. Nevertheless,
his work “gives hope that performances will some time reach an even higher level"3’
Unfortunately, the ballet did not receive sufficient support from the theatre
management, prompting Sergeyev's departure from Riga. Even though Paquita was
merely performed twice (Stals 1943: 51), this production marked a milestone for
ballet history. It was the last time that Paquita was danced as a full-length ballet
during the 20th century.

This ballet was chosen mainly because of poor economic conditions in the early
1920s. It was suitable for the relatively small Latvian ballet company which could not
afford scenery, costumes, and props of their own and had to use, instead, existing
items from opera productions (Bite 2002: 35-36). Paquita included a mixture of
designs by Eduards Vitols. Although there are no original sketches,?® his depiction of
Spanishness can be studied through the photographs preserved at the Museum of
Literature and Music. Most of the portraits feature pas de trois dancers Melanija
Lence and Alberts Kozlovskis, but the first-act images depict a visual potpourri (Fig. 1).%
Besides Lukoma and Savrov, the female corps de ballet appears to wear La Fille mal
gardée costumes. Instead of the original bullfighter capes in Paris, female dancers en
travesti used elongated straw packages for the pas de manteaux. In doing so, Paquita
acquired a rustic atmosphere. However, wigs are unsuitable for these purposes. On
the left, a young shepherd appears with a blackened face. Such makeup disguised
racist stereotypes intertwined with Orientalist motifs, as previously depicted by
Schéhérazade's Golden Slave and Petrouchka’s Blackamoor in the Ballets Russes
(Jarvinen 2020). The backdrop of mountains most likely portrayed the Pyrenees.
Eurocentric viewers perceived these mountains as an imagined border that placed
Spain outside the boundaries of Europe.

36  This libretto became the basis for subsequent international productions.
37  [Dlod ceribuy, ka [...] izrades reiz sasniegs vel lielaku pilnibu.

38 Between 1918 and 1935, Vitols worked as a Latvian National Opera designer. He oversaw
Swan Lake and Raymonda’s Spanish-themed divertissements.

39 RMM 256146.
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Fig. 1. Unknown author. Performers of the ballet Paguitain Riga. 1923. Paper, 8.9x13.9 cm.
National Museum of Literature and Music of Latvia

On February 7, 1929, Riga witnessed again the Grand pas classique of Paquita
(Balina 2018: 542). Despite that this divertissement includes few Spanish elements
musically, Fulllington and Smith (2024: 264-327) have located several gestures, such
as the pas de basque, saut de basque, and cabrioles, that we believe Petipa introduced
from the jota (Preciado-Azanza and Vela, 2024: 434). The Grand pas classique was
staged by Feodorova-Fokina,“> who played the leading role alongside Lev Lvov.
Among the soloists were Tangijeva-Birzniece. Paquita was included in a triple bill
with Les Sylphides (also known as Chopiniana) and the Polotvsian Dances from the
opera Prince Igor. Feodorova's brother in-law, Mikhail Fokine, starred in both of his
choreographies (Zalits 1929: 7). Most critics praised the Russian dancer and
choreographer. However, Aizkulises (1929: 5) dared to tell the truth: "Fokine's career
as asolo dancer is over [...] Fokine has no strength left in his arms. In Chopiniana you
can see that his hands are even shaking”.*' Fokine was about to turn forty-nine.
Because of his age, his level did not meet expectations. Latvian audiences witnessed
what would probably be Fokine's last performance. At that point, Riga stood as a

40 During her tenure as soloist with the Imperial Ballet, Feodorova-Fokina performed excerpts
of Paquitaalongside Viltzak and Pierre Vladimiroff in different summer tours (Horosko and Fedoro-
va, 1971: 26).

41 Zolo dejotaja Fokina karjera jau beigta [...] Rokas Fokinam vairs nemaz nav spéka. Sopeniané
var redzet, ka tam rokas pat dreb.
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benchmark that could rival with Paris, London, and Saint Petersburg. In fact, Fokine
told the press: "It has been a rare pleasure and a great satisfaction for me to work
with such a great ballet company” (LNOB 856).#? The fourteen shows of Paquita’s
Grand pas classique (Stals 1943: 51) not only strengthened the international
excellence of the Latvian National Ballet, but also initiated a Spanishness cycle
between 1929 and 1931 (Preciado-Azanza 2020: 109).

Jota Aragonesa (1930), an allegory

of Spanishness in the Baltics The ballet Jota Aragonesa displayed a
picturesque palette of colors and rhythms. Jota is the dance of Aragon, a northern
Spanish region whose capital is Zaragoza. This dance embodies the vivacity, known
as rasmia,*® of the people of Aragon, whose refusal to even consider surrendering
was Napoleon's despair. Even though the jotais performed all around Spain, only the
Aragonese jota captivated prominent 19th and 20th century choreographers such as
Petipa, AugustBournonville, Léonide Massine, Mikhail Fokine, and George Balanchine.
So far, we have located over 50 Spanish-themed choreographies that included this
dance (Preciado-Azanza 2023c). We consider the jota to be one of the dances that
best symbolizes Spanishness. Its rasmia often constituted the climax of several
Spanish-themed ballets The Three-Cornered Hat and Don Quixote, among others. In
Riga, we encounter several jotas performed as concert miniatures (See Table 1).
Alberinga finished her program at the Riga Latvian Society with an Aragonese jota
(LSA 2256/3). Here, we focus on the case study of Jota Aragonesa by Fokine.

This modern one-act ballet premiered in Saint Petersburg on January 29, 1916,
at the Mariinsky Theatre. Fokine choreographed Glinka's Capriccio Brillante on the Jota
Aragonesa after visiting Madrid, Sevilla, Granada, and Malaga during the summer of
1914. The outbreak of the World War | forced him to stay in Spain for three months,
where he studied a wide range of local dances (Beaumont 1935: 114). The plotless
ballet Jota Aragonesa enabled him to accomplish his groundbreaking choreographic
approach. The five principles, published by The Times in 1914, laid the theoretical
foundation that was expanded in 1916 through the article The New Ballet published
by the Russian magazine Argus. Fokine called “[t]o free the dancers of the future
ballet from unnecessary rules” (NYPL *MGZMC-Res. 11). Fokine pursued a more

42 Man bija rets prieks un liels gandarijums stradat ar tik lielisku baleta trupu.
43 The cultural term rasmia, mainly used in the Aragon and Navarre regions, indicates a combi-

nation of eagerness, strength, activeness, courage, tenacity, and gracefulness (Merino, Velazquez,
and Lomas 2020).
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Fig. 2. Unknown author. Performers of the ballet Jota Aragonesa. 1930. Glass, 13x18 cm.

National Museum of Literature and Music of Latvia

expressive and reliable vision of Spain prompted by the Gesamtkunstwerk ideal.
Alexander Golovin included numerous Aragonese leitmotivs in the designs, but we
cannot say the same about the choreography. Despite that Fokine (1961: 236) stated
that it "was the closest approach to authentic Spanish dancing the Mariinsky ballet
company had ever performed”, his jotaalso included other Spanish dances (Sokolov-
Kaminsky 1992: 55), such as panaderos, sevillanas, and peteneras (Silina 1930: 505).
Unfortunately, we have little data, as this ballet has been considered lost after its
performances in Riga and London.**

Feodorova-Fokina staged Jota Aragonesa at the Latvian National Opera on
November 6, 1930 in a triple-bill of Fokine's ballets, alongside Le Pavillon d Armide
and The Firebird (Balina 2018: 491). 36 dancers performed in this choreographic
production in Riga (LNOB 1114). Among its soloists were Tangijeva-Birzniece and
Osvalds Lemanis, both future ballet masters. Jaunakas Zinas praised Jota Aragonesa
by highlighting its Spanish rhythms as the peak of a night that paid homage to

44 The Ballets Russes de Monte Carlo danced Jota Aragonesain 1937 (Murga Castro 2012: 262).
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Russian ballet (Zalits 1930: 7). We believe that the public was delighted by Fokine's
choreography according to its 16 shows (Stals 1943: 51).

Much of its success has been attributed to the designs of Ludolfs Liberts.*> He
is widely regarded as the epitome of Art Deco in Latvia (Jevsejeva 2024; VVanaga
2014: 351). In Jota Aragonesa, each costume combined numerous Art Deco golden
mosaics with strident colors that became “a colorful feast for the eyes” (Sudrabkalns
1930: 6).“° Elsa Fortsmane's costume can be seen as a clear example (Fig. 2).*” Her
comb and curly hair, as well as the abundant ruffles of her flamenco dress, represent
Andalusian influences that we can also appreciate in the scenography. The
“magnificent sets [were] created with rich imagination” (Zalits 1930: 7).“® Despite
that both versions of the backdrop included a mountainous landscape, probably the
Pyrenees, thefinal sketch, captured by Andrejs Senakols (RMM 777536),“° showcased
the typical whitewashed houses of Andalusian towns. This depiction reinforces
Spain’'s Orientalization intertwined with Andalusia. The influence of this southern
region seems to dominate this ballet, starring characters considered exotic
(Preciado-Azanza 2023a), such as bandits, bullfighters, and the typical male
Andalusian traje de corto (working dress) (Fig. 2).°° At the forefront, we can see two
dancers kneeling. This vigorous movement is usually performed as the final step of
the Aragonese jota (Vittucciand Goya 1993: 17). Therefore, we believe that the ballet
Jota Aragonesa can be seen as an allegory of Spanishness, a constructed image that
combines Andalusian and Aragonese stereotypes.

45  Between 1924 and 1937, Liberts authored more than 40 operas, ballets, and operettas
designs at the Latvian National Opera.

46  The translation from Latvian has been done by Vanaga (2014: 352).
47  RMM p91518.
48 [K]rasnas dekoracijas [...] bagata izdoma veidotie.

49  The Zuzans Collection includes an earlier version featuring several flamenco dancers (ZK GL
02070).

50  Simons Sapirois one of them.

Gonzalo Preciado-Azanza. Embodying Spanishness in Latvian Ballet (1923-1941) .. 162



Don Quixote (1931, 1936), a polyhedric image

of Spain turned into a soft-power tool Don Quixote was the
turning point for Spanishness in Latvian ballet. Cervantes's novel is a milestone not
only in Spanish literature, but also in the literature of the whole humankind. Since its
publication in the early 17th century, Don Quijote de la Mancha has crossed all artistic
and geographical boundaries. Latvia became acquainted with the idealist knight,
Alonso Quijano, in 1922. After Adolfs Erss's first approach, Konstantins Raudive was
in charge of translating this work again into the Latvian language in 1937.5" Raudive's
edition materialized through the mediation of the diplomat and historian Arnolds
Spekke, who in his preface praised Spanish culture as an epic land (Cimdina 2006:
215). Thereafter, Don Quixote established in Latvian culture. Indeed, during the
Soviet occupation, Visma BelSevica's poem Spanish motif: The eternal Quixotes (1969)
highlighted the windmill metaphor as an expression of desperate struggles under
seemingly hopeless conditions.

There have been many choreographic adaptations of Don Quixote. In 1614 it was
already performed as a ballet de cour, while during the 18th and 19th centuries Jean
Georges Noverre, Louis Jacques Milon, and August Bournonville left their imprints
(Martinez del Fresno 2007; Murga Castro 2016). Camacho’s wedding seems to have
been the excerpt that inspired the most. On December 26, 1869 Marius Petipa's
choreography debut took place at the Bolshoi Theatre in Moscow with music by
Minkus.>? This grand ballet, set in Barcelona, includes a prologue and four acts. It
follows the love story of the barber Basilio (Sergei Sokolov) and Quiteria (Anna
Sobeshchanskaya), in spite of the obstacles presented by her father, Lorenzo, and
her fiancé, Camacho. Petipa included seguidillas, boleros, fandangos, and jotas. Two
years later, he restaged this ballet in Saint Petersburg, introducing the virtuoso pas
de deux and the dual role of Quiteria and Dulcinea. In 1900, Alexander Gorsky
revitalized the corps the ballet with realism, while Fyodor Lopukhov rearranged
Legat's fandango in 1923 (Souritz 1990: 31).

Don Quixote opened at the Latvian National Opera on October 30, 1931 (Balina
2018:502).> Despite the profound impact of the Great Depression (Vanaga 2014: 352) %

51 In 1934, the Spanish writer Miguel de Unamuno entrusted to Raudive the translation of
Niebla (RMM 470665).

52  Some sources indicate that it premiered on December 14.

53  OnSeptember 11, 1932, Viltzak staged a revival (Balina 2018: 502).

54  Between 1929 and 1934 numerous operettas were included in the repertoire (Bite 2002:
101-106).
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Feodorova-Faokina finished her Spanish-themed choreographic cycle. She staged a
mixture of Petipa, Gorsky, and Lopukhov’s choreography. Don Quixote became her
last important success in Riga and it was the first major ballet in which Tangijeva-
Birzniece starred alongside Lémanis. Tangijeva-Birzniece went to Saint Petersburg
to prepare for the role of Quiteria with her teacher, the renowned Agrippina Vaganova
(Bite 2002: 62). Jaunakas Zinas highlighted the effusive reaction of the audience towards
her technical display (Zalits 1931: 5). Whilst Latvijas Kareivis published a nationalistic
plea by Latvian army officer and writer Edvins Mednis (1931: 4) who wondered “when
will we see a Latvian ballet?"> He also questioned the appropriateness of using
foreign, rather than Latvian, imagery and criticized the stereotypes depicted. Such
comments need to be understood in the complex socio-political context that emerged
after the economic recession. Spanishness was of great interest in 1931. Besides Don
Quixote’s 19 performances (Stals 1943: 57), Spanish dancers Bonifacio, Vicente
Escudero and Antonia Mercé La Argentina also delighted Riga's audiences with their
eclectic programs (RMM 227158; LNOB 1177; RMM 227156).

As a result, Sigismunds Vidbergs portrayed a polyhedric image of Spain in his
theatrical debut “crowned with success” (Madernieks 1931: 14).°¢ Despite that
Romans Suta had been chosen first, he did not fit in with the prevailing atmosphere
of the opera’s atmosphere (Jevsejeva 2016: 417). The reasons for the removal of Suta
cannot be determined with certainty. Atpdta (1930: 3) depicted a promotional image
of Tangijeva-Birzniece, whose black and white costume is reminiscent of the sketch
LNMM SB 74. Thus, it seems that at least some of his sketches were used. Aizkulises
(1931: 2) pointed out that Don Quixote combined Vidbergs's work alongside existing
costumes from Liberts's operas and Jota Aragonesa’s designs. This is the case of
Espada (Eizens LeScevskis), the bullfighter, dressed in an Andalusian traje de corto. On
October 29, Jaunakas Zinas published several images of the dancers. The costume
worn by Quiteria's friend (Mirdza Kalnina) included abundant ruffles, earrings, and a
comb (Fig. 3),°” while Mercedes (Sira Jurgense) looked like a flamenco dancer. Besides
the costumes for Don Quixote, Basilio, and Sancho Panza, Vidbergs designed the first
act's backdrop based on a cobbled wall, surrounded by rustic houses, as showcased
by Pedéja Bridi(1931: 10). This was merely the starting point of Don Quixotein Riga.

OnJanuary 23, 1936, Lémanis staged another version of Don Quixote that would
be danced 15 times (Stals 1943: 51). Vidbergs completed his work with 80 more
costumes and sets, as noted by Pedeéja Bridi(1936: 6). So far, we have located a dozen.

55 Kad redzésim latvju baletu?
56 [N]ozaré vainagojas panakumiem.
57 RMM 102128.
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Fig. 3. Sigismunds Vidbergs. Costume design for Fig. 4. Sigismunds Vidbergs. Costume design for

Quiteria’s friend for the ballet Don Quixote. 1931. the Dryad Queen for the ballet Don Quixote. 1931.
Pencil and gouache on cardboard, 36.8x23.5 cm. Pencil and gouache on cardboard, 36.8x23.5 cm.
National Museum of Literature and Music National Museum of Literature and Music

of Latvia of Latvia

Besides Quiteria's friend and Mercedes, Vidbergs's sketches also include bullfighters,
gypsies, a Moor, and the Dryad Queen (Fig. 4),°® whose costume was typical of the
fashion of the Roaring Twenties. Vidbergs was influenced by the use of geometric
forms and Art Deco ornamentation (Bérzina 2015: 7), as well as the forms and
aesthetics of the Ballets Russes’ designers Coco Chanel, Pablo Picasso, and Léon
Bakst (Preciado-Azanza 2022a: 313). The impact of these sketches was extensive.
The sets were used until 1941, whereas the costumes were used up until 1960. On
a choreographic basis, Lémanis introduced six new dances (Bite 2002: 121):
Jota,>® bolero, flamenco, Sancho Panza's dance, the Dream Scene waltz, and the final
pasodoble, Espana cani, composed by Pascual Marquina.®®

58 RMM 1021269.

59 It seems that the new jota choreographed by Lémanis, with music by Guerrero, became a
relevant concert miniature, at least, during the season 1936/37. It was performed on October 4,
1936 (LNOB 1805), and June 3, 1937 (LNOB 1895).

60  Aivars Leimanis's Don Quixote (2004) includes most of these dances (except the jota).
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The outbreak of the Spanish Civil War on July 17, 1936 increased the interest of
Spanishness in Latvian society. We believe that the rise of Spanishness in Latvian
ballet might have been used as a "soft-power” strategy. Joseph Nye emphasized
how political leaders "have long understood the power of attractive ideas or the
ability to set the political agenda and determine the framework of debate in a way
that shapes others” (Nye 1990: 166). Spanishness not only became an internal
mirrar, in which to construct their identity based on the Other, but also an external
tool within Latvian state cultural policies. Ballet performances represented a unique
opportunity to showcase their fellow European neighbors what Latvia had achieved
in the interwar period. On October 9, 1936, the new jotaand the pas de deuxfrom Don
Quixote were included in a tour to Helsinki,*" alongside the Latvian-themed ballet The
victory of love®? Latvijas Kareivis (1936: 4) explained the company travelled together
with politicians and press members.®® Finnish audiences were particularly
enthusiastic about Spanish-themed ballets.®* Briva Zeme (1936: 10) stated that Don
Quixote'ssolos were danced by Harijs Pltcis and Tangijeva-Birzniece who also starred
in the miniature Beggars. Lemanis had premiered this work, with music by Manuel de
Falla, in a concert that took place at the Latvian National Opera on October 4 (LNOB
1805).5° We think that this choreography might be a reinterpretation of the Ritual Fire
Dance from Falla’s £/ amor brujo (The Bewitched Love).%®

61 Between 1930 and 1939, the Latvian National Ballet also performed in Brussels, Berlin, Bu-
dapest, Stockholm, and Warsaw (Balina 2018: 575).

62 Latvians understood the potential of dance as a tool for reinforcing their national conscious-
ness, as shown by the Latvian Song and Dance Festival. It was founded in 1873 as a singing festival

thatincorporated folk dances in 1948 (Muktupavels 2018).

63  Cirulis (1936: 3) pointed out that three ministers from Prime Minister Karlis Ulmanis's cabinet
came to see Tangijeva-Birzniece, Aleksandrs Birznieks's wife, at the premiere of Don Quixote.

64 On October 21, 1930, George Gé, a pioneer of Finnish ballet, choreographed his own produc-
tion of Don Quixote. There are similarities between the Finnish and Latvian ballet companies, both
founded in 1922 (Vienola-Lindfors and Hallstrom 1981).

65  Mirdza Grike also danced in Zambra.

66  In 1931, both Bonifacio and Antonia Mercé, La Argentina, performed the Ritual Fire Dance at
the Latvian National Opera (RMM 227158; RMM 227156).
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Boléro (1936), Espana Negra

in the midst of Spanish Civil War Boléro unconsciously showcased
a darker image connected with the outbreak of the Spanish Civil War. Latvia, just as
the rest of the world did, was concerned about the evolution of a conflict that would
become the prelude to the World War II. Atpata (1936: 24) published a large number
of battle scenes, while Briva Zeme (1936: 7) wrote an extensive article that opened
like this: “The whole world observes with horror by the terrible fratricidal warin Spain”.#’
After this powerful phrase, the article covered the polyhedric image of Spain by
speaking of its diverse geography, Muslim heritage, prominent artists and writers
such as Cervantes and Goya, the iconic characters of Spanishness Don Quixote and
El Cid, plus the intricate political situation in Catalonia and the Basque country. Yet
there was one more theme that was not mentioned: the Espana Negra (Black Spain).®
In 1899,%° Belgian poet Emile Verhaeren and Spanish illustrator Dario de Regoyos
showcased a darker perception of Spain in the travel book Esparna Negra. At that
point, Spain was facing a profound moral crisis due to the loss of its last transatlantic
colonies in 1898. A year earlier, Spanish writer and diplomat Angel Ganivet published
Idearium espanol (1897) during his posting in Helsinki. This influential work enhanced
the intellectual debate about Spain’s crisis of identity. Shortly afterwards, Ganivet
was transferred to Riga. Thus, we could state that the Baltic region contributed to
shaping Spanish identity.

The one-act modern ballet, Boléro, premiered on December 22, 1928, at the
Palais Garnier in Paris. [da Rubinstein commissioned Maurice Ravel this work for her
company. Originally, Rubinstein wanted Ravel to orchestrate Isaac Albeniz's /beria.
Unfortunately, Spanish conductor Enrique Fernandez Arbds had done so before
(Garafola 2020: 258). Instead, Ravel decided to compose a new piece that can be
regarded as a musical icon of Spanishness.”® Bronistawa Nizynska choreographed a
balletinspired by Ravel's "machinist aesthetic”, connected with a "sexual connotation

67  Visapasaule ar sSausmam véro briesmigo bralu karu Spanija.
68  This term must not be confused with the pejorative Leyenda Negra.
69  They travelled through the Basque Country, Navarra, Aragon, Castile, and Madrid.

70 It might seem paradoxical that a French composer contributed to such an extent in the con-
struction of Spanishness. Nonetheless, this imagery played an important role in the French Third
Republic. Samuel Llano recently explored how “Spain [became] a discursive site on which to project
shared anxieties over the definition of a French identity” (Llano, 2013: 3), that can be traced musi-
cally between 1908 and 1929. Furthermore, Ravel was bornin Ciboure, a small village located in the
French Basque Country rather close to the Spanish border.
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and violent, bloodthirsty outburst” (Mawer 2006: 220-221) that seems to showcase
the dramatism of Espana negra.’" It remains unknown if NizyAska used bolero dance
movements. Only the scenic concept of the female soloist (Rubinstein) dancing on a
table surrounded by an entourage of twenty men — led by Viltzak — had remained in
later stagings.”? After being performed in London, New York, and Copenhagen,
Boléro's international journey arrived in Riga.

Boléro was performed at the Latvian National Opera on December 10, 1936
(Balina 2018: 495) in a triple bill together with Scaramouche and La Boutique Fantasque.
This format allowed Lémanis to introduce modern ballet trends. The ballet master
spoke with Briva Zeme (1936: 16) about the two months he spent in Paris, London,
and Berlin. Lémanis attended numerous ballets by Fokin, Nizynska, Massine, Serge
Lifar, and Kurt Joos and brought back with him several scores that he wanted to
choreograph; Boléro and The Three-Cornered Hat were two of them. Unfortunately,
Riga did not witness Massine’s ballet. We do not know the reasons, but the political
shift resulting from the Soviet occupation could be behind its cancellation. Even so,
Boléro was danced and it catalyzed modernity. Brants (1936: 10) highlighted that
Lemanis constantly moved groups of dancers as a means of expressivity. Bolérowas
a success for the whole company, who danced it 24 times (Stals 1943: 52). Mirdza
Grike shone in the leading role alongside Rudolfs Saule. Grike had already danced
Quiteria that year, as well as the miniatures Spanish dance by Victor Gzovski and
Zambra, choreographed by Dolores Moreno (Bite 2002: 123). The press praised her
vigorous portrayal. Grosbergs (1936: 10) noted her “truly Spanish flexibility and
expressiveness”’3 However Brants pointed out her performance was “a bit too
robust for the Spanish type"’ It seems that Latvian critics thought of Spanish
women through the prism of pre-established stereotypical misconceptions of the
Other that had circulated across Europe for centuries.”

Espananegraappeared in the libretto and the designs. This production continued
NizyAska's concept of a Spanish tavern full of people (LNOB 1981). However, the plot
twists toward a darker end. The knife fight abruptly finished their lively dancing.
Cirulis (1937: 91) spoke in Daugava of a “bloodshed”. Péteris Rozlapa's backdrop

71 InRiga, such debauchery concerned theatre management (Bite 2002: 125).
72 In 1961, Maurice Béjart included this in his production.
73 [l]sti spanisku lokanibu un izteikemi.

74 [D]rusku par robusta spanietes tipam

75  Carmenbecame the epitome of that constructed image (Lucena Giraldo 2009: 224: 227).
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Fig. 5. Péteris Rozlapa. Set design of the ballet Bo/éro. 1936. Tempera on cardboard. 45x60.8 cm.
Zuzans Collection

depicted the terrace of the tavern based on dark tones (Fig. 5).7° The red dress of the
flamenco dancer stands out, as well as the mysterious hooded figures on the left
side. We can read them not only as a mirror of the bloody conflict on stage, but also
as a metaphor for the ongoing war in Spain. Rozlapa's evolution from Art Deco into
monumentality (Vanaga 2014: 360) can be appreciated here. He emphasized the
palms and the metallic structure reminiscent of Ravel's machinist aesthetics. This
effect was amplified by the introduction of smoke. These costumes were inspired by
Andalusian clothing. Grike's dress included prominent ruffles, while Saule’s apparel
continues the influence of the traje de corto, as reported in Jaunakas Zinas (1936: 3).
Silina (1936: 748) considered Boléro to be among Lémanis's finest choreographies.
This was largely due to the "music, choreography and scenery merging into one”,”” as
stated in Latvijas Kareivis (1936: 4). Lémanis followed the Gesamtkunstwerk ideal,
previously introduced in Riga by Feodorova-Fokina and Viltzak.

76 ZKGLO04037.

77  [M]azika, choreografija un dekoracijas saplst viena vesela.
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Laurencia (1941),

a Soviet propaganda tool Ultimately, the work Laurencia used
Spanishness as a Soviet propaganda tool. The choreographic adaptation of Lope de
\lega's play, Fuenteovejuna (1617), became the first ballet premiered in Latvia after
the Soviet occupation. Such a political shift was immediately perceived at the Latvian
National Opera, a socio-political thermometer renamed LPSR Opera and Ballet
Theatre. Ballet became a major political tool in the Soviet Union. Despite Lenin's
initial will to dismantle Bolshoi and Mariinsky theatres, considered Imperial symboals,
Bolshevism finally understood the power of this silent art with the first Soviet ballet
titled The Red Poppy (Khitrova 2014: 136). In 1933, Vasily Tikhomirov staged his
choreography in Riga, and it became one of the most successful interwar Latvian
ballet productions.”® Unfortunately, communist ideology had come to dominate in
the Republic of Latvia. Laurenciaembodied the new regime dogmas as highlighted by
Cina (1941: 5).

This Soviet three-act ballet opened on March 22, 1939, at the Kirov Theatre
(Mariinsky) in Leningrad (Saint Petersburg). Vakhtang Chabukiani choreographed
Laurencia, with music by Aleksandr Krein, in a context where Spain was fashionable
as a consequence of the Spanish Civil War. Lope de Vega spoke of fighting against
tyranny in Fuenteovejuna. Although authorities might have interpreted this
choreographic adaptation as an allegory of the 1917 Revolution, the chosen theme
is striking —considering Stalin's Great Purge (Chiginskaya 2016: 345-347).
Chabukiani portrayed the so-called dramballet by combining the choreographic
language of character dance and classical ballet in addition to stylized ordinary
movements and exaggerated pantomime that carried forward the libretto. This
genre strongly shaped the Soviet ballet repertoire, in which dance symbolized the
regime's cultural policies (Ezrahi 2012; Stern, 2019). Laurenciais set in the Andalusian
village of Fuente Obejuna. The commander Gomez (Boris Savrov) opposes the union
between the peasant couple consisting of Laurencia (Natalia Dudinskaya) and
Frondoso (Chabukiani himself), whose imprisonment inflamed the villagers.
Laurencia calls for an insurgency and the evil commander is eventually killed. The
female protagonist’s strength was unfairly reduced. Chabukiani divided the features
of Lope de Vega's Laurencia into three different women: Laurencia, Jacinta, and
Pascuala (Chiginskaya 2016: 349).

Laurencia’s debut in Riga took place on January 3, 1941 (Balina 2018: 532).
Lemanis staged Chabukiani's choreography and also danced the role of the

78 It was danced sixty-four times, the same amount as Feodorova-Fokina's Swan Lake (Stals
1943: 51).
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Fig. 6. Unknown author. Performers of the ballet Laurencia. 1941. Paper, 8x12 cm.
National Museum of Literature and Music of Latvia

commander. Janis Grauds became Frondoso, while Grike performed Laurencia.
Latvian Modern dance pioneer Beatrise \/ignere (1941: 7) noted that Grike displayed
outstanding technique and expressive movements. Laurencia included several
Spanish dances such as the flamenco, farruca, and the final jota before the rebellion
(LNOB 2771). The newspaper Brivais Zemnieks (1941: 5) highlighted the Spanish color
and authenticity brought by use of the castanets. The whole nation was pointed out
as this ballet’s actual hero, the main theme was ironically described as “the struggle
of the people against violence and injustice”.”® Cina (1941: 5) included an extensive
indoctrinating pamphlet about the role of art in the very recently established Soviet
republic. It is no coincidence that Laurencia was the first ballet to be performed in
Soviet Latvia and later in other republics as well (Chiginskaya 2016: 352). It clearly
followed the ideological path previously established by The Red Poppy and Rostislav
Zakharov's The Fountain of Bakhchisarai. Lémanis astutely staged Zakharov's work
some weeks before the occupation, a strategic move to survive under oppression of
the new regime.

79  [Tlautas cina pret vardarbibu un netaisnibu.
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Laurencia needs to be understood as a means of subjugation, a Soviet
propaganda tool to unify its vast empire.® Such a political statement can be seenin
the image chosen by Cina to promote the ballet (Fig. €).' This photograph clearly
embodied Soviet ideology. Laurencia and Frondoso held a revolutionary flag, in front
of the rest of the cast, as an allegory of the triumph of communism in 1917. Rozlapa
was in charge of the designs. Brivais Zemnieks (1941: 5) noted the contrast between
the picturesque clothing and austere Spanish nature. In addition to the spotted
Andalusian flamenco dresses, the peasant apparel for the corps de ballet (RMM
402903) may have been inspired by Aragonese baturros (a rustic apparel from
Aragon) (Boone and Lorente 1999). The commander appears to have followed
Niklavs Strunke's earlier visualisation for Fuenteovejuna’s theatrical adaptation in
1927 (TisSheizere 2021: 544), which was based on the black tone associated with the
hegemony of the Habsburg Spanish Empire. Rozlapa emphasized the mountainous
Spanish landscapes on the sets — later used in the staging of Don Quixotein 1941. We
could continue to analyze Spanish-themed subsequent productions by Lémanis, but
this would require further research about its role in Soviet Latvian ballet. Across the
second half of the 20th century, Spanishness not only acted as a tool of Soviet
colonization but also represented a call for freedom, symbolized by Gerardo Viana's
Guernica, the first balletin Latvia after regaining its independence. For now, it seems
evident that, for many vears, Latvian ballet carried on a love affair with Spanish
dance (Tivums 2000: 267).

Conclusion Spanishness played a key role in interwar Latvian ballet. We
identified 45 Spanish-themed ballets, divertissements, and concert miniatures
performed between 1923 and 1941. This article examined the ballets Paquita, Jota
Aragonesa, Don Quixote, Bolero,and Laurencia. These case studies depicted a polyhedric
image firmly based on Andalusian archetypes intertwined with Orientalist motifs
displayed visually by set designers Eduards Vitols, Ludolfs Liberts, Sigismunds
Vidbergs, and Péteris Rozlapa. Such exoticism often relied on picturesque characters
such as bandits, bullfighters, gypsies, tragjes de corto, and flamenco dancers.
Paradoxically, theinfluence of this southern region seems to dominate Jota Aragonesa.

80  Curiously, Laurencia takes place in the 15th century. In 1469, the marriage of Ferdinand Il of
Aragon and Isabella | of Castile, the Catholic Monarchs, symbolized the unification de facto of both
kingdoms, which initiated the formation of Spain. Soon after, the first conquests of the Spanish
Empire began. We do not know if this was intentional or a mere coincidence.

81 RMM402906.
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This ballet can be seen as an allegory of Spanishness, constructed mainly as a
mixture of cultural stereotypes from Andalusia and Aragon. The jota embodies the
vivacity, known as rasmia, of the people of Aragon, whose refusal to consider
surrendering to Napoleon inspired Paquita. We consider jota to be one of the
dances that best symbaolizes Spanishness. Its rasmia often constituted the climax of
several Spanish-themed ballets. Paquita, Jota Aragonesa, Laurencia, and especially
Don Quixote included this dance.

In this article, we conducted an initial approach to showcase how Spanishness,
perceived as the Other, has contributed to the shaping of the identity of the pre-war
Republic of Latvia. Spain and Latvia are located on the outer edge of Europe. Both
countries seem to be connected by a mutual interest in their cultural differences. We
traced this imagined community through dance. In the 1920s, Spain was perceived
as an exotic and distant Other in the Latvian society. The Latvian National Ballet
progressively incorporated this imagery, reaching its pinnacle with Don Quixote. The
choreographic adaptation of Cervantes's novel became the most frequently
performed Spanish-themed ballet during the interwar period. In the 1930s, Don
Quixote evolved from a foreign choreographic language to a soft power strategy
within Latvian state cultural policies. Since 1936, Spanish-themed choreographies
can be found in the repertoire of the Latvian ballet troupe performing abroad.

As a whole, we believe that Spanishness can be seen as a facade of interwar
Latvian society. The outbreak of the Spanish Civil Warin 1936 marked a turning point
that notably increased interest in this multilayered imagined mirror. Boléro
unconsciously depicted a metaphor of the ongoing war in Spain based on the
aesthetics of Espania Negra. This ballet catalyzed modernity based on the
Gesamtkunstwerk ideal. However, the introduction of cutting-edge choreographies
was unduly brief. The first ballet premiered in Latvia after the Soviet occupation,
Laurencia, was staged as an allegorical triumph of communism. Spanishness became
a Soviet propaganda tool. Further research will be required to fully understand the
role of Spanishness in the development of the history of balletin Riga, a transnational
cultural crossroads that contributed to the shaping of European culture.
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Vita ZelCe, or hist,
Latvijas Universitates Ekonomikas un socialo zinatnu fakultate
DOI: 10.35539/LTNC.2024.0055.09

Andrejs Plakans

1940.31.X11-2024.4 V1|

Pirma ierosme tapt par profesionalu vésturnieku
radas, pusaudza gados lasot daudzas letas mik-
sto vaku iesejuma gramatas par Otro pasaules
karu, stasta Aiovas Pavalsts universitates eme-
ritetais profesors Andrejs Plakans — izcils Latvijas
un Baltijas, socialas un gimenes véstures pét-
nieks, daudzu zinatnisko monografiju un rakstu
autors, pétniecibas projektu istenotajs, ka ari
Latvijas Republikas augstaka apbalvojuma — Triju
Zvaigznu ordena - virsnieks. Sie véstures stasti
rosindja domat par individa attiecibam ar lielajam

pasaules norisem, to ietekmi uz vina dzivi, soci-
alajam un politiskajam mijiedarbem, tostarp ari
Otra pasaules kara ietekmi uz savu un daudzo Amerika nonakuso latviesu dzivi.
Intervija zurnala “Ir" komentetajam Paulam Raudsepam Andrejs Plakans atzist:
“Gribéjas izpétit, kapéc es augu tur, kur nebiju dzimis. Tads vienkarss jautajums. Kops
talaika visa manaizglitiba ir bijusi véstures joma, nekad neesmu atkapies no tas, gadu
gaita mana interese ir tikai padzilinajusies.”

Andrejs Plakans ir dzimis Riga 1940. gada 31. decembriKlaras (dz. 0zola, 1905-1982)
un Alfréda Plakanu (1908-1983) gimené. Alfréds Plakans 1939. gada ar teicamiem
panakumiem absolvéja Latvijas Universitates Tautsaimniecibas un tiesibu zinatnu
fakultates Tautsaimniecibas nodalu. 20. gadsimta 20. gadu beigas un 30. gados vins
stradaja daznedazados amatos Satiksmes ministrija un lekslietu ministrija, bija art
Tirdzniecibas un ripniecibas kameras zverinats revidents. Padomju okupacijas laika
iztiku pelnija ar gramatveza darbu, nacistiskas okupacijas gados cenu inspektora
amata, kadu laiku aridarbojoties Tirdzniecibas departamenta. Andreja Plakana mate
absolvejusi Rigas Skolotaju institGtu un pirms laulibam stradajusi profesija.

1 Raudseps, P. (2016). Miti un vésture [intervijas ar vésturnieku Andreju Plakanu]. /r, Nr. 47,
24.09.-30.09., 28. Ipp.
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1. attéls. Profesors Andrejs Plakans
27.Slavu studiju veicinasanas
asociacijas nacionalaja konventa
Vasingtona. 1995. gada oktobris

Cetrgadigais Andrejs un gadu vecais Janis — atstaja Rigu un devas béglu gaitas. Ar
viniem kopa bija ar aukle Emilija Norvele. Vispirms ar kugi Santa Rosa tika sasniegta
Danciga, talak ce|S veda uz Reihenbergu (Liberecu) Sudetos. 1945. gada februari
Plakanu gimene nonaca Del¢as ciema netalu no Veidenas Bavarija, kur aprili ienaca
ASV karaspéks. Nakamie sesi gadi pagaja parvietoto personu nometnés (displaced
persons, DP) — Delcg, Vircburga, Karlsrig, Svabu Gminde, Ingolstate —, ka ari tranzit-
nometnés Grona un Ludvigsburga. Dzivojot DP nometnés, Andrejs Plakans paguva
ar kugi USS gen. S.D. Sturgis atstaja Eiropu un péc desmit dienam nonaca Nujorka,
ASV. Par vinu mitnes vietu kluva Lankastera Pensilvanijas pavalsti. "Kad 1951. gada
kopjot vidusskiras amerikanu majas. Téva pirmais algotais darbs bija palidzet veikal-
niekiem iznésat pa klientu majam partikas produktus. Mamma péc ilgaka laika par-
gaja stradat saldéjuma razotava. Paps saka stradat uznemuma, kur grieza linoleju.
Vakaros vins gaja kursos, lai atjaunotu gramatveza licenci. Mamma faktiski nekad
neatkopas no sis traumas. Tévam izdevas sakt stradat specialitaté, un vins pensio-
nejas ka gramatvedis. [..] Pabeidzot domu, kas pamudinaja manus vecakus saja lieta
nesabrukt, — viniem bija tris déli, kurus vajadzeja izskolot. Koledzas un universitatés
vajadzeja naudu. Tur neka par brivu nebija. Faktiski vini upuréja savu dzivi masu,
manam un manu bralu, vajadzibam,” stasta Andrejs Plakans.?

2 Sprude, V. (2016). Trimdas vairs nav [intervija ar Andreju Plakanu]. Latvijas Avize, 05.10., 6. Ipp.
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2. attéls. Profesors Andrejs Plakans
un Barbara Plakans pie sava pirma
dzivokla nama Vasingtona.

1995. gada oktobris

1959. gada vins absolvéja Pensilvanijas pavalsts Lankasteras Dz. P. Makkaskija
(J. P. McCaskey) skolu. Bakalaura gradu vésture un politikas zinatné Andrejs Plakans
ieguva turpat Lankastera Franklina un Marsala koledza (Franklin & Marshall College)
1963. gada. Jau pedéjos studiju gados vins uzsaka stazésanos galvaspilséta Vasing-
tona Pensilvanijas senatora republikana Hja Skota (Hugh Scott, 1900-1994) biroja.
Darba pienakumos bija senatora korespondences kartoSana, materialu vakSana un
uzmetumu veidoSana politika runam, ka ari Kongresam iesniedzamo rezoluciju
melnrakstu rakstiana.? Saja laika Andreja Plakana interesi par Latvijas pagatni sek-
meéja saskare ar dzimtenes intelektualo un kulttras eliti, no kuras daudzi parstaviji
majvietu bija radusi tieSi Vasingtong, So vietu veidojot par rosigu latviesu trimdinieku
centru. Andrejs Plakans vélak atzina, kaipasi nozimiga bijusi sastapsanas ar rezisoru
un aktieri Osvaldu Ursteinu, kurs tolaik vadija Amerikas LatvieSu teatra VVasingtonas
ansambli un taja iestudeja gan trimdas autoru, gan latviesu klasiku darbus. Tas
paplasinaja skatu uz latviesu kultiras daudzveidibu un saknojumu, ka art latviesu
valodas funkcionésanu trimda. Laikraksta “Laiks"” publicétas Andreja Plakana atmi-
nas par tiksanos ar vésturnieku un diplomatu Arnoldu Speki (Spekke), kura Zviedrija
izdota gramata par Latvijas vesturi ang|u valoda bija viens no retajiem informacijas
avotiem latvieSu valodu nezinosajai auditorijai par vina dzimtenes pagatni. No
Spekes Andrejs Plakans ceréja gt padomu, jautajot par iespéjam specializéties Lat-
vijas vesturé. Spekes atbilde bijusi iedroSinosa un profesionala, pieredzéjusais vés-
turnieks analizgjis Sis jomas specialistu trikumu ASV un avotu pieejamibas sapigo

3 Br,\V.(1962). LatvieSu students ieglist ASV senatora atzinibu. Laiks, Nr. 83, 17.10., 6. Ipp.
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3. attéls. LatvieSu vakars
profesora Andreja Plakana

maja Eimsa. No kreisas:
veterinarmedicinas doktorante
llze Matise-Vanhoutana,
arhitektdras students Miks Karklins,
profesora znots Roberts Batlers,
profesors Andrejs Plakans,
Aiovas Pavalsts universitates
Bibliotekas nodalas vaditajs
Janis Galéjs, Benita Galeja

un profesora Andreja Plakana
meita Lia Plakans.

1996. gada marts

problému.“ Stradajot senatora Hju Skota biroja, Andrejs Plakans ari satika savu na-
kamo dzivesbiedri Barbaru Sviniju (Barbara Sweeney), un 1964. gada vini apprecéjas.

Andrejs Plakans laiku Vasingtona vérte ka |oti labu pieredzi, tomeér vinu vairak
vilingja studijas un pétnieciba. Vins turpinaja véstures studijas Harvarda Universitate
un tur 1964. gada ieguva magistra gradu vésturé. Nakamais solis — doktora studijas.
To laika tika izstradata disertacija National Awakening in Latvia, 1850—-1900 ("Nacio-

=n

nala atmoda Latvija", 1850-1900). Andrejs Plakans ir pateicigs savam padomdevé-
jam profesoram Stjuartam Hjtzam (Stuart Hughes) par iespéju stradat pie Sis Ameri-
kas vésturniekiem pilnigi svesas témas un par akadémisko brivibu. Disertacijas
pamata bija latviesu literatdras krajums Helsinku Universitates biblioteka, ta ir liela-
ka 19. gadsimta iespieddarbu kolekcija latviesu valoda arpus Latvijas. Pétnieciskais
darbs ar So kolekciju bija iespgjams, pateicoties Fulbraita stipendijas atbalstam.
Andrejs Plakans disertaciju aizstavéja Harvarda Universitaté 1968. gada un ieguva
Ph. D. gradu vesture. VVélak So veikumu vins raksturoja: “Disertacija |ava man atbildét
uz jautajumu — ka latviesi saka domat par sevi pavisam citada veida? Kapéec Valde-
mars pie durvim pielika vizitkarti “Latvietis"? Kas tadiem ka Alunans, kas bija izglito-
jusies vaciska gara, lika domat, ka vinu identitate nav saistita ar kultdru, kura vini bija
izglitojusies? Toreiz ka doktorants es par 5o procesu nekadas dzilas domas nevareju
izteikt, varéju vienkarsi dokumentét, ka tas notika. Varéju izsekot parejai no

4 K.[arule], I. (1997). Klivlandes latvieSu dziesmu svétkos ALA atzimé prof. Arnolda Spekkes
110. dzimSanas dienu. Laiks, Nr. 31,02.08., 7. Ipp.
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4. attéls. Profesors Andrejs Plakans
sava kabineta Aijovas Pavalsts
universitates Véstures departamenta.
1996. gada marts

pusvaciskas literatdras, kas bija pirms Atmodas un ar katru gadu tika vairak
latviskota.”s ST pétijuma rezultati partapusi vairakos Bulletin of Baltic Studies, Jour-
nal of Baltic Studies, The Journal of Modern History u. c. izdevumu publicétos zinatnis-
kos rakstos, tomér plasakais disertacijas satura koncentréts izklasts ietverts Edvar-
da Tadena (Edward C. Thaden) redigétaja zinatniskaja monografija Russification in
the Baltic Provinces and Finland, 1855-19174 ("Rusifikacija Baltijas provincés un So-
mija", 1855-1914). ST 1981. gada izdota monografija iztirza modernizacijas proce-
sus Krievijas impérijas Rietumu nomalés péc zaudéjuma Krimas kara un péc ta sak-
tajam reformam. Tas uzmanibas centra ir latviesu, igaunu un somu nacionalisma
tapsana un moderno naciju tapsana, ka ari 5o naciju spéja nepaklauties impérijas
Istenotajam rusifikacijas kursam. Andreja Plakana rakstita nodala par latvieSiem ir
tulkota ar latvie3u valoda un publicéta “Latvijas Véstures Institita Zurnala”®
Andreja Plakana akadémiskas karjeras pats sakums saistas ar Bostonas kole-
dzas V/éstures departamentu. Saja augstskola vins doceja no 1967. lidz 1974. gadam
un vienlaikus ari veica pétniecibas darbu. Andrejs Plakans aktivi izmantoja grantu un
stipendiju iespgjas, jo tas deva iespéju nodarboties ar zinatni un sagatavot publi-
kacijas. Vins ir sanemis stipendijas no ASV Nacionala humanitaro zinatnu fonda un
Nacionala zinatnes pétniecibas fonda antropologija. Pécdoktorantiras pétijumus

5  Raudseps, P. Miti un vesture. 28. Ipp.

6  Sk. Plakans, A. (1996). Rusifikacijas politika: latviesi. 1855.-1914. gads. Latvijas V/éstures
Institata Zurndls, Nr. 2, 107.—132. Ipp.; Nr. 4, 61.-81. Ipp.; (1997), Nr. 1, 70.-89. Ipp.

Letonica 55 2024 187



5. attéls. Profesors Andrejs Plakans
kopa ar meitu Liu Plakans

un sievu Barbaru Plakans Ajjositija.
2012. gada 23. novembris

Andrejs Plakans veica Antropologijas katedra (1972-1974) Masacisetsas Universi-
taté Amhersta. Sajos gados vinazinatniskais darbs ieguva vésturiskas demografijas,
socialas véstures un gimenes véstures specializacijas virzienu.

Kop$ 1975. gada Andreja Plakana dzive un darbs bija saistiti ar Aiovas Pavalsts
universitati, kas bija vina darbavieta lidz aizieSanai pensija 2006. gada. 1982. gada
vins kluva par Sis universitates profesoru. Andrejs Plakans divkart ir bijis Véstures
departamenta vaditaja amata (1986-1992, 2002-2006), darbojies neskaitamas
universitates komitejas, pieméram, Studiju programmu komiteja, Bibliotékas komi-
teja, Tendras un promocijas komiteja, vairakas stipendiju pieskirsanas un macibspé-
ku konkursu komitejas. VVins docéjis studiju kursus “Eiropas civilizacijas vésture kops

"o

1648. gada”, "Eiropas sabiedriba un industriala sabiedriba”, “Nacionalisms un komu-

=n

nisms Austrumeiropa”,

"o

Eiropas lauksaimniecibas vesture”, “Véstures metodes: sta-
tistikas liecibas un analize”, ka ari vadijis vairakus tematiskos seminarus augstaka
limena studentiem. Andrejs Plakans bijis viesprofesors Kalifornijas Universitaté
Riversaida (1985), Pitsburgas Universitaté (1985), Latvijas Universitate (1993) un
Vasingtona Universitaté (1995), ka ari bijis pétnieks Vudro Vilsona Starptautiskaja
pétnieku centra Vasingtona (1992). Vins ari turpingja izmantot ASV un starptautisko
pétniecibas un celojumu grantu un pétnieku apmainas programmu piedavajumus.
Amerikas Sabiedribas izglitibas padomes un PSRS Zinatnu akadémijas apmainas
programma notika art Andreja Plakana pirmas vizites Latvija 20. gadsimta 80. gadu
sakuma. Profesora zinatnisko darbu atbalstija ne vien Aiovas Pavalsts universitate,
vins istenojis art Forda Pétniecibas fonda, ASV Nacionala humanitaro zinatnu fonda,
Amerikas Slavu studiju veicinasanas asociacijas, Nacionala zinatnes pétniecibas
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fonda antropologija, Nacionala novecosanas institita, Nacionalas Padomju un Aus-
trumeiropas pétniecibas padomes u. c. projektus.

1984. gada naca klaja Andreja Plakana pirma individuala zinatniska monografija
Kinship in the Past: An Anthropology of European Family Life 1500-1900 ("Radnieciba
pagatné: Eiropas gimenes dzives antropologija 1500-1900"), kuras uzmanibas cen-
tra ir eiropiesu radniecibas véstures izpétes metodologiskas un konceptualas prob-
lémas. Tas recenzenti atzina, ka ST gramata vertéjama ka pagrieziena punkts gime-
nesvestures pétnieciba, jo piedavajaunus un perspektivus $asjomas metodologiskos
risingjumus, kas balstas véstures un antropologijas koncepciju un metoZu sasaisté.’
Gimenes vesturei veltitas ari vairakas citas Andreja Plakana publikacijas, kas iek|au-
tas kolektivajas monografijas, zurnalos un enciklopédijas, ka ari vins ilgstosi darbo-
jies zurnala Journal of Family History redaktora paliga (1986—-1995) un Zurnala History
of the Family idzredaktora (1996-2002) un redaktora (2002—-2005) amata.

Bltiska nozime Rietumu akadémiskaja telpa bija Andreja Plakana nakamajai
monografijai The Latvians: A Short History (“Latviesi: isa vesture”), kas 1995. gada iz-
dota Stenforda Universitates veidotaja gramatu sérija Studies of Nationalities ("Naciju
pétijumi”). Ta tolaik bija |oti gaidita un pieprasita gramata, jo gan Amerika, gan Eiropa
trika zinasanu par Latvijas vésturi un tas masdienigu un analitisku iztirzajumu. Gra-
matas spéciga puse bija koncentréts faktologisks izklasts, salidzinosas pieejas lieto-
jums, izvertéjot Latvijas véstures norises gan lineara, gan regionala griezuma, ka ari
kritiski apltkojot padomju historiografija rodamos spriedumus par Latviju un tas pa-
gatni.® Plasu rezonansi guva ari sérija Cambridge Concise Histories ("Kembridzas ko-
doligas véstures”) izdota Andreja Plakana monografija A Concise History of the Baltic
States ("Kodoliga Baltijas valstu vésture”) 2011. gada. Kritika tika uzsvérta autora
lieliska prasme veidot konceptualu Baltijas regiona jédzienu un vienota stastijuma
apvienot Lietuvas, Latvijas un Igaunijas vesturi, kas lasitajam lauj izsekot Baltijas

7 Pieméram, sk.: Kertzer, D. I. (1986). [Review of Kinship in the Past: An Anthropology of European
Family Life, 1500-1900, by A. Plakans]. American Journal of Sociology, No. 92(2), pp. 508-510.
Available: http://www.jstor.org/stable/2780192; Tilly, L. A. (1987). [Review of Kinship in the past: An
Anthropology of European Family Life, 1500-1900, by A. Plakans]. The Journal of Interdisciplinary
History, No. 18(1), pp. 155-156. Available: https://doi.org/10.2307/204745; Jasiewicz, Z. (1988).
[Review of Kinship in the Past. An Anthropology of European Family Life, 17500—1900, by A. Plakans].
Anthropos, No. 83(1/3), pp. 283-284. Available: http://www.jstor.org/stable/40461560; u. c.

8  Vairaksk., pieméram: Misiunas, R.]J.(1997). [Review of The Latvians: A Short History, by A. Plakans].
The Russian Review, No. 56(3), pp. 475-477. Available: https://doi.org/10.2307/131779; Weeks, T. R.
(1995). [Review of The Latvians: A Short History, by A. Plakans]. Journal of Baltic Studies, No. 26(2),
pp. 170-172. Available: http://www.jstor.org/stable/43211955; Purs, A. (1998). [Review of The
Latvians: A Short History; Latvia in Transition, by A. Plakans &J. Dreifelds]. Russian History, No. 25(1/2),
pp. 221-224. Available: http://www.jstor.org/stable/24659178; Sterns, 1. (1996). Andrejs Plakans:
The Latvians: A Short History. Universitas, Nr. 76, p. 61; u. c.
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jaras piekrasté pieredzétajam daudzajam sarezgitajam vésturiskajam transforma-
cijam.® Gramata tulkota ari lietuvieSu un krievu valoda.

Ipada vérte ir izcilajai Andreja Plakana monografijai The Reluctant Exiles. Latvians
in the West after World War Il ("Nelabpratigie trimdinieki. LatvieSi Rietumos péc Otra
pasaules kara"), kas iznaca 2021. gada. Taja sniegts izsmeloss, saistosi uzrakstits
vestures stasts par 1944./1945. gada no Latvijas uz Rietumiem izce|ojusajiem lat-
viesiem ka lielu, bet neviendabigu socialo grupu. Pétjjuma uzmanibas centra trimdas
latviskuma apzina balstitas identitates tapsana un tas daudzas transformacijas, ko
noteica dzive arpus dzimtenes, integracija mitnes zemes, attiecibas ar Latviju un tas
valstiskuma atgusana.’® Valters Nollendorfs So darbu raksturo: “Gramata — piemi-
neklis. Un — izaicingjums,” jo ta vienlaikus ir trimdas véstures summe&jums un nozi-
migs tas izzinas paplasinajums, jauns “metodologiskais standarts”, ka ari rosinoss
stimuls un paraugs talakai pétniecibai.”

Andreja Plakana akadémisko veikumu saraksta ir ari véstures avotu krajums
Experiencing Totalitarianism: The Invasion and Occupation of Latvia by the USSR and Nazi
Germany, 1939—-1991: A Documentary History ("Totalitarisma pieredzéSana: PSRS un
nacistiskas Vacijas iebrukums un okupacija Latvija, 1939-1991: dokumentara vés-
ture”), petniekiem tik noderiga Historical Dictionary of Latvia ("Latvijas véstures
vardnica”), kas jau pieredzéjusi tris izdevumus (tresais laidiens tapis sadarbiba ar
vésturnieku Aldi Puru), vairakas redigétas un sastaditas gramatas, ap 150 zinatnis-
ku rakstu, kas publicéti akadémiskajos Zurnalos, rakstu krajumos, kolektivajas
monografijas, konferencu zinojumu krajumos un zinatniskajas enciklopédijas. Tema-
tiski to absoluti lielaka dala veltita Latvijas vestures jautajumu analizei.

9  Pieméram, sk.: Ingle, 0. (2013). [Review of A Concise History of the Baltic States, by A. Plakans].
The Slavic and East European Journal, No. 57(1), pp. 134-135. Available: http://www.jstor.org/
stable/24642433; Swain, G. (2012). [Review of A Concise History of the Baltic States, by A. Plakans].
Russian Review, No. 71(1), pp. 143-144. Available: http://www.jstor.org/stable/41409441; Hiden, ).
(2012). [Review of A Concise History of the Baltic States, by A. Plakans]. History, No. 97(3(327)),
pp. 476—-477. Available: http://www.jstor.org/stable/24429991; Gamsa, M. (2013). Tomas Venclova
on Vilnius and Andrejs Plakans on the Baltic Littoral: With Some Thoughts on Unfootnoted History
[Review of Vil'nius: Gorod v Evrope. [Vilnius. A City in Europe.] Perevod s litovskogo Marii Cepaitite;
A Concise History of the Baltic States, by T. lenclova & A. Plakans]. Jahrblicher Fiir Geschichte Osteuropas,
No. 61(2), pp. 276-283. Available: http://www.jstor.org/stable/23511936; u. c.

10 Vairaksk.: Alenius, K. (2023). Andrejs Plakans: The Reluctant Exiles. Latvians in the West after
World War II. Zeitschrift fir Ostmitteleuropa-Forschung, No. 72(1), pp. 148-149; Zelce, V. (2023).
175 000+ latvieSu biografija. Letonica, Nr. 53, 233.-239. Ipp. Pieejams: https://doi.org/10.35539/
LTNC.2023.0053.11.

11 Nollendorfs, V. (2024). Gramata ka piemineklis. Facebook, 26.07. Pieejams: https://www.
facebook.com/valters.nollendorfs.
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6. attéls. Profesors Andrejs Plakans kopa ar valsts pétijumu programmas “Nacionala identitate”
projekta “Latvijas sociala atmina un identitate” istenotajiem. No kreisas: Kaspars Zellis, Kristiana Kirsa,
Aija Rozensteine, Andrejs Plakans, Klinta Lo¢mele, Gita Silina, Laura Ardava, Laura Uzule, Vita Zel¢e un
Didzis Bérzins Riga, Esplanade. 2013. gada 11. septembris

Izcelama ir art Andreja Plakana darbiba Baltijas humanitaro un socialo zinatnu
akademiskas vides kvalitativas izaugsmes sekmésana, veidojot sadarbibu starp
Rietumu un Latvijas kolegiem, piedaloties Latvijas zinatnisko institdciju projektos,
rakstot gramatu pirmspublikaciju recenzijas, izvértéjot promocijas darbus, uzstajo-
ties ar lekcijam Latvijas Universitates studentu auditorijas. Vins ilgstosi ir bijis Balti-
jas studiju veicinasanas asociacijas (Association for the Advancement of Baltic Studies,
AABS) biedrs, ka ari tas prezidents no 1988. [idz 1990. gadam. Profesors ar zinoju-
miem regulari uzstajies AABS konferencés, vadijis to sekciju darbu, iesaistijies vai-
raku konferencu organizésana, ilgstosi darbajies Journal of Baltic Studies redkolégija.

Nozimiga Andreja Plakana dzives dala bijusi saistita ar Amerikas latviesu trim-
das sabiedribu. Vins ik gadus ar priekslasijumiem par Latvijas vésturi uzstajas dau-
dzos latviesu centros. Ar vinu seviski lepojas Aiovas pavalsts latviesu sabiedriba,
kuras nama Demoina vins bija biezs viesis. Trimdas laikraksts "Laiks" pastavigi pub-
licgja zinas par profesora gramatam un akademiskajiem sasniegumiem. 2013. gada
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7., 8. attéls. Profesors Andrejs Plakans
sarunajas ar komunikacijas zinatnes
magistrantiem un doktorantiem

LU Socialo zinatnu fakultate.

2015. gada 12. maijs

Andrejam Plakanam tika pieskirta Anslava Eglisa un Veronikas Janelsinas fonda
balva par Latvijas véstures izpratnes veicinasanu.

Kops 20. gs. 90. gadu sakuma Andrejs Plakans regulari viesojas Latvija, lai veik-
tu petniecisko darbu, piedalitos projektu istenosana, uzstatos zinatniskajas konfe-
rences un lasitu lekcijas. 1990. gada vins tika ievéléts par Latvijas Zinatnu akadémi-
jas arzemiju locekli. Raziga bija profesora kopdarbiba ar Latvijas véstures institatu,
istenojot ta 19. un 20. gadsimta vésturei veltitos projektus. 21. gadsimta pirmajas
desmitgadés Andrejs Plakans ir daudzkart viesojies LU Socialo zinatnu fakultate, va-
dot seminarus komunikacijas zinatnes magistra un doktora studiju programmu stu-
dentiem un konsultéjot fakultates pétniecisko projektu istenotajus. Vins ir ar fakul-
tates petnieku sagatavotas gramatas (Two) Sides: Diaries of Latvian Soldiers in WWiI
("(Divas) puses: latvieSu karaviru dienasgramatas Otraja pasaules kara") redaktors.
Profesors ir bijis art vairaku Socialo zinatnu fakultates izdoto zinatnisko monografiju
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iekSejais recenzents, vina padomi sekmejusi so darbu tapsanu un atziniba - to kva-
litates apzinasanos, kas darba procesa pétnieku komandai allaz ir loti svarigi.
Andrejam Plakanam laba un abpuséji vértiga sadarbiba bija izveidojusies ari ar Latvi-
jas Nacionalo biblioteku un Latvijas Nacionalo véstures muzeju. 2017. gada profe-
sors par ieguldijumu Latvijas vestures pétnieciba un atspogulosana ASV, Rietumei-
ropa un Latvija unieverojamo sniegumu Latvijas véstures zinatng, atbalstot Latvijas
socialo un humanitaro zinatnu ievesanu starptautiska aprité, tika apbalvots ar ce-
turtas skiras Triju Zvaigznu ordeni.”

Andrejs Plakans sava Aiovas Pavalsts universitaté labprat uznema Latvijas
pétniekus. Ar Fulbraita stipendiju taja staz&jas vésturnieces Iréna Sneidere un Vita
Zelte. Ari Plakana gimenes maja allaz bija atvérta viesiem un studentiem no Latvijas.
Vinu vida bija art politikis Roberts Zile, ekonomists Inesis Feiferis, veterinarmedici-
nas studentes llze Matise-Vanhoutana un Santa Skuja, arhitektdras students Miks
Karklins un biznesa vadibas students Ronalds Blims.

Andreja Plakana aizrausanas bija pagatnes izzina un analize. Vins sevi deveja
par “gramatu tarpu”® Profesors aizrautigi lasija labu literatdru, vina iecienito autoru
vidu bija ari Anslavs Eglitis, Gunars Janovskis, latvieSu detektivliteratiras klasiki
Andris Kolbergs un Janis lvars Stradins. Andrejs Plakans sekoja ari véstures romanu
sérijai "Més. Latvija, XX gadsimts”, latviesu un prozas mijiedarbes projektam "Es
esmu..." un citiem latviesu literatdras jaunumiem. Vina interesu loka bija art latviesu
rezisoru veidotas spélfilmas un dokumentalais kino. Viesojoties Latvija, Andrejs Pla-
kans labprat apmeklgja teatri, it ipasi Jauno Rigas teatri un Latvijas Nacionalo teatri.
Vel vina aizrausanas bija teniss un skvoss, kurus vins spéléja ilgus gadus un Sajos
sporta veidos piedalijas universitates sporta spélés. Profesors ari ar dzivu interesi
sekoja Ernesta Gulbja panakumiem tenisa kortos.

Andreja Plakana dzivé |oti svariga bija vina gimene — sieva Barbara Plakane
(Plakans), abas meitas Brenda un Lia un vinu gimenes, ka ari mazbeérni. Gimene allaz
bija vina atbalsts, drosa un stipra aizmugure, spéka un energijas avots.

Andrejs Plakans maziba devas 2024. gada 7. julija Hilsa, Aiovas pavalstl. Latvi-
jas un starptautiska akademiska sabiedriba ir zaudgjusi izcilu zinatnieku un savas
dzimtenes patriotu. Visdzilaka lidzjatiba emeritéta profesora Andreja Plakana gime-
nei, kolegiem un draugiem.

12 Vairaksk.:Ardava, L.(2017). Izcilibas apbalvojums: profesoram Andrejam Plakanam pasniegts
Triju Zvaigznu ordenis. Lu.lv, 17.06. Pieejams: https://www.lu.lv/par-mums/lu-mediji/zinas/arhivs/
arhiva-zina/t/4071/.

13 Sprude, V. Trimdas vairs nav. 6. Ipp.
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