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levads. Kanona ekologija:
Aspazija, Rainis un literara cirkulacija

Sis "Letonica” numurs tapis Aspazijas un Raina 160. jubilejas gada, desmit gadus péec
plasi atzimétas 150. jubilejas, kad ar izstadém, koncertiem, teatra iestudgjumiem,
Tpasiem izdevumiem un muzeju ekspozicijam tika paatrinata ta sauktas dzivas klasi-
kas aprite. Klasika ir “dziva”, ja to maca skola, iestudé teatri, tulko, cité publiskajas
runas, parstasta muzeja, parruna medijos, izmanto jubileju ritualos. STlieto$ana rada
jaunus lastjumus un funkcijas (pieméram, pilsoniskas, feministiskas, estétiskas), un
tas laika gaita mainas - tas, ko viena paaudze nolasa ka politisku simbolu, cita
parlasa ka estéetisku eksperimentu utt.

Sadas jubileju kulminacijas ir nozimigas, tacu vél vértigaka ir apzinata un regulara
atgrieSanas pie o autoru veikuma, ik peéc desmit gadiem parltkojot, ka Sodienas
akadémiskaja vidé un sabiedriba skatamies uz $ada méroga personibam. So nepie-
cieSamibu turpinat Raina un Aspazijas dzives un darba izzinasanu uzsver ari Gundega
Grinuma, gramatas “Vinpus Alpiem” ievada atgadinot, ka “2015. gads reaniméja XXI gs.
latviesa interesi par abiem nacionalas literatdras klasikiem” (Grinuma 2017: 7-8), un
izgaismo nepieciesamibu pievérst uzmanibu ne tikai kanonizétam témam, bet ari
tam niansém, kas ilgstosi palikusas arpus uzmanibas loka, pieméram, tik dazadajam
paralélajam Raina un Aspazijas biografijam politiskas emigracijas laika Sveicé. Kadi
faktivaiinterpretacijas ir parrakstitas, ko esam pievienojusi un ko — varbut nevilus —
atstajusi ena? Un cik daudz masu pasu skatijumu nosaka zinasanas par laikabied-
riem un priekSteciem, gan tiem, kas stabili atrodas kanong, gan tiem, kas apzinati vai
neapzinatiir marginalizéti, tomer uzturgjusi ekosistému, kura Rainis un Aspazija kJuva
redzami. TieSi to aktualizéja arf 2024. gada 26.—27. septembri notikusi starptautiska
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konference "Rainis and Aspazija among Contemporaries in the European Cultural
Context" ("Rainis un Aspazija starp laikabiedriem Eiropas kultlrtelpa”) Raina un
Aspazijas vasarnica Majoros, ko organizéja LU Literataras, folkloras un makslas
institdts, Raina un Aspazijas muzejs un Memorialo muzeju apvieniba.

ST krajuma teorétiskais ietvars ir kanona ekologija — nevis nemainigs “lielisku
personibu un tekstu” saraksts, bet dziva, mainiga vide, kura tekstu un personibu
ieklausanu, interpretaciju un apriti nosaka socialie, politiskie un institucionalie ap-
stakli (Davis, Zald 2009), ka art mazo literatdru dinamika un to mijiedarbe ar tulko-
jumiem, kultdras parnesém un recepcijas procesiem (Lukas 2023). Saja vidé darbojas
“varti” — lemumu punkti, kuros izskiras, kas tiek iek|auts aprité, un “vartsargi” -
cilveki vai mehanismi, kas Sos lemumus pienem (Guillory 1993). Tie ir skolotdji, redak-
tori, ZOrijas, kuratori, komisijas, tulkotaji un ari algoritmi, kas nosaka tekstu pieejamibas
uztveres trajektorijas (Shoemaker, Vos 2009; White 1950). Viens no Sada skatijuma
atslegas tekstiem ir 2024. gada konferences plenarreferata autora slovénu litera-
tarzinatnieka Marijana Dovica pétijums par “nacionalajiem dzejniekiem” un “kulttras
svetajiem”, kas parada, ka Sis figras kanonizéjas ne tikai ar estétisku novértéjumu
vai biografisku slavu, bet caur ritualiem, pieminas praksem, izglitibas un mediju infra-
struktdru (Dovic, Helgason 2017).

Kanona ekologija ari pétnieki klst par vartsargiem: [emumi par to, ko ieklaut
pétijumos un bibliografija, ko recenzét un izdot, ka sakartot arhivu aprakstus vai vei-
dot kursu lasamvielu, tieSi ietekme to, kas klust redzams nakamajam paaudzem.
Lidzdaliba konferences programmas, institucionalos projektos un digitalas infra-
struktdras nav neitrala. Sis zurnala numurs seko tiedi vartiem un vartsargiem — ka
tie paver, aizver vai parzimé celus, pa kuriem Rainis, Aspazija un vinu laikabiedri
pariet pari valodam, rezimiem, paaudzéem.

Paraugoties uz publicétajiem péetniecibas rezultatiem pédéja desmitgade par
Raini un Aspaziju Latvija un arpus tas, redzam arvien plasaku pieeju, kas atbilst
kanona ekologijas teorétiskajam ietvaram — tekstu un autoru aprite tiek skatita ka
dinamiska sistéma, kur lidzas estétikai darbojas ari ideologiskie, institucionalie,
dzimtes perspektivas un tehnologiskie nosacijumi. Vairaki darbi atsedz Raina un
Aspazijas ideologisko mobilizaciju dazados laikmetos: ka vinu téli izmantoti padomju
un starpkaru periodg, radot kultdras svétuma un politiskas funkcionalitates saspéli
(Kusnere 2021, 2023), kadi bija padomju laika pieminas rituali un diskursi, kas par-
rakstija autoru biografijas atbilstosi re7ima vajadzibam (Zelé¢e 2021). So pieeju papil-
dina skatijums uz Raina vietu literatdras politizacija Nobela prémijas konteksta
(Lavins 2024). Biografijas un vésturiskas atminas dimensiju parstav pétijjumi par
Raini Sveices trimdas laika (Herman 2018) un abu autoru darbibu Satversmes sapulcé
(Freiberga, Kalnina 2023). Tie apliecina, ka “dzivais kanons” pastav ari caur personisko
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piemeéru un politisko klatbutni. Raina tiesibu filozofijas analize rada Raina doma-
Sanas saikni ar Eiropas klasisko tradiciju (Lazdins 2022), tapat Raina idejas un darbi
var tikt interpretéti starpkultiru izglitibas skatijuma, pieméram, sasaistot tos ar
Azijas garigas tradicijas uztveri (Klavins 2024).

So tematiku papildina kultirfilozofisku sakaru mekl&jumi ar Géti, Silleru un Nici
(Senkane 2020, 2021). Jaizcel llonas Miezites publikacijas un promocijas darbs
par garigajiem meklgjumiem un religijas klatesibu Aspazijas dzeja (Miezite 2024).
Dzimtes perspektiva un sieviesu rakstnieciba ir aktuals lauks Aspazijas pétnieciba
(Eiduka 2023; Burima 2017; Szopinski 2015), atklajot emocionalas un publiskas balss
veidoSanos. Literari estétisko aspektu parstav péetijumi par ekspresionismu un gro-
tesku Raina dramaturgija (Silina 2015, 2022), bet tedtra un vizuala reprezentacija
skatita sasaisté ar Raina un Aspazijas 150. jubilejas iestudéjumiem (Rodina 2017),
kur vizualitate uzsvérta ka batisks kanona uzturésanas mehanisms.

Digitalo humanitaro zinatnu joma nozimigs ir Latvijas Nacionalas bibliotékas
projekts “Rainis un Aspazija” (RunA), kura ietvaros izstradati saistitie dati, epistulara
mantojuma analize un jauni petniecibas riki (Goldberga u. c. 2018; Apenite u. c. 2022;
Kalvisa, Kalnina 2021; Bojars u. c. 2020). Sie riki paplasina kanona ekosistému, pada-
rot pieejamu nepublicéto materialu un saiknu izpéti. Tulkojumu un transnacionalas ap-
rites tému parstav vairaki petijumi: par Raina darbu recepciju Ukraina (Shchukina 2021),
Polija (Wojciechowski 2020), Vacija un Lietuva (Daugirdaité 2016; Kacane 2019), ka ar
Aspazijas tulkojumiem ukrainu (Pupurs 2023) un krievu valoda (Danilins, Pavlovs 2024).
Sie pieméri ilustré to, ka autori dazados laikos kluvusi pazistami arpus Latvijas, pie-
lagojot gan Zanrus, gan politisko interpretaciju rezgus. Kopuma jasecina, ka pétnieciba
pédejos desmit gados turpina bat daudzslanaina, starpdisciplinara un transnacionala,
atspogulojot tadas ST speciala numura tematiskas linijas ka ideologiskie tikli, tulko-
jumu celi, dzimumu loma, laikabiedru parskatisana, kas paplasina izpratni par abu
autoru vietu Eiropas kulttras ekosistema.

Likumsakarigi, ka pirmais $aja rakstu krajuma ir Marijana Dovica raksts "“Natio-
nal Poets" in Small European Literary Culture”, kura uzstadijums skaidri parada, ka
“nacionala dzejnieka” funkcija nav tikai estétiska vai biografiska, bet ir institucionali
veidota, politiski nolasama un laikam Iidzi mainiga — nereti pietiek, lai sabiedriba
"domatu”, ka autors raksta tautas varda, un tas iedarbina kanonizacijas ciklus. Sis
ietvars lauj Raini un Aspaziju ieraudzit plasaka Eiropas salidzinajuma, kur ari lidzas
darbojas gan kanonizesanas rituali, gan to kritiska parrakstisana (pieméram, jubileju
atzimesana vai ignorance un skolu programmu maina).

Benedikta Kalnaca pétijums “Johann Wolfgang von Goethe and Friedrich Nietzsche
infin-de-siecle Latvian Literary Culture” parada, ka latviesu literara vide ap 1900. gadu
intensivi parveidoja un pielagoja Eiropas idejisko mantojumu. Gétes un Nices darbi
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kalpoja ka nozimigas atsauces, kas nostipringja estétisko kritériju sistému un
iedarbinaja plasakas publiskas debates par modernismu. Kalnacs atklaj, ka Rainis,
Aspazija, Poruks un Blaumanis ne tikai tulkoja Sos autorus, bet ari aktivi parvéerta
vinu idejas, iemiesojot tas latviesu kultdras konteksta. Apolloniska un dionisiska
spriedze k|uva par noderigu instrumentu, lai formulétu vietéjo modernisma virzienu.
Seit skaidri izpauZas “kanoniskas ekologijas” princips — argji kultdras impulsi klust
par daju no iekSéjas sistémas, kad tos iedarbina un nostiprina konkréti institucionali
mehanismi — prese, teatris un literaras biedribas.

Gata Ozolina raksts “Rainis Otras atmodas konteksta” izseko, ka Rainis daza-
dos véstures lizuma brizos — sakot ar poému “Daugava” (1919) — tiek mobilizets ka
simbolisks resurss, ko dazadi rezimi un sabiedriskas kustibas pielago savam ideolo-
giskajam vajadzibam. Raksts parada, ka Raina darbiba Sveicé kluva par prieksnosa-
cjumu vélakai simboliskai izmantoSanai, 1pasi Otras atmodas laika. "Daugavas”
strauja recepcija, tas sasaistijums ar nacionalas pretosanas kontekstu un turpmaka
pieminas politika liecina par to, ka politiskie satricingjumi ietekméja Raina vietas
interpretaciju kultdra. Taja pasa laika tiesi institucionalas struktlras, pieméram, pie-
minas rituali, izglitibas saturs un komiteju darbiba, nodrosinaja S0 nozimju sagla-
basanos pari paaudzem.

nn

Denisa Hanova un Valda Téraudkalna pétijums ""Roses for the Lord of Storms™
Analysis of Aspazija’s Lyrics for the Authoritarian Leader of Latvia" skaidri apliecina,
ka “dzivais kanons” neveidojas ka lineara attistiba, bet gan caur parstrukturésanu un
nozimju parrakstisanu atkariba no konkréta laika ideologiskajam vajadzibam.
Aspazijas dailrade Karla Ulmana autoritara rezima apstak|os tika pielagota ta reto-
rikai un simboliskajai sistémai, pieméram, tada ir "Himna Vadonim” (1936) vai apbal-
vosanas un interviju diskurss. Sie piemeérirada, ka valsts ceremonialitate, kultdrpoli-
tika un mediji rada jaunas interpretacijas nisas, kuras iedzivojas atskirigs, biezi vien
ideologiski akcentets Aspazijas téls.

Kristianas Abeles raksts “Talas noskanas vardos, krasas un linijas: Rainis,
Aspazija un divi latvieSu gleznotaji" par vizualas kultdras horizontiem ap Raini un
Aspaziju dokumenté, ka periodika, gramatu vaki un skatuves vizualie risingjumi
(Voldemars Zeltins, Vilhelms Purvitis u. c.) patiesiba ir "kanona inZenierija" — tie pie-
skir formu un ritmu tekstu dzivei sabiedriskaja telpa. Teatra iestud&jumu dekoracijas
"Uguns un nakts” konteksta, makslinieku un redaktoru korespondence, ka ari zurnalu
ikonografija rada, ka kanona ekologijai izskirosi ir starpmediju celi: profesionalie mak-
slas lauki, periodikas prakses un kopienu gaidas, kas vienlaikus selekcioné un izcel.

Birutes Avizinienes pétijums "“Lithuanian Contexts of Aspazija’s Historical Drama
“Vaidelote"" par Aspazijas “Vaidelotes" lietuvisko recepciju precizi atsedz transnacio-
nalo apriti: korespondence starp Raini un Eduardu Volteru, tulkojuma kavésanas un

Letonica 60 2025 7



pielagoSana amatierteatra iespejam, diasporas teatra biedribu loma Riga un Jelgava.
Raksta secinats, ka Vaidelote lietuvieSu skatuve ienaca vienkarsota un amatieru
teatra iespéjam pielagota forma, tomér atstaja nozimigu ietekmi uz lietuviesu vés-
turiskas dramas attistibu.

Enes Rétas Suvikas raksts “The Young Estonia Movement and Literary Landscapes
of an Emerging Nation" par literaro grupu "Jauna Igaunija” kanona ekologijai pievieno
ekokritisku skatijumu. Autore analizé, ka 1905.-1915. gada notiek pareja no realis-
tiska utilitarisma uz simbolisma un dabas-rakstibas jutigumu, atklajot nacionalas
ainavas iztéles veidoSanos. Pétijums ipasi akcenté mitraju motivu, tautsaimniecibas
un mitisko kodéjumu ka sava veida “vides sugas”, kas k|ust par identitates balstiem
un skérso Baltijas telpas robezas. Analize parada, ka “Jaunas Igaunijas” pieci albumi
atspogulo ne tikai estétiskus un stilistiskus parveidojumus, bet ari literaro ainavu
parskatisanu, kur purvs un akaci tiek konstruéeti ka igaunu simboli un velak ari ka
kulttras identitates centralie elementi.

Elles Mari Talivé raksts "Young Minni Kurs-Olesk: the Formation of a New Woman
Behind the Scenes" par Aspazijas un Raina laikabiedri igaunu rakstnieci, tulkotaju un
sabiedrisko darbinieci Minni Kursu-0lesku izgaismo feministisko un socialas refor-
mas kustibu parklato telpu: Londonas Politehnikums, Toinbihola, atturibas biedribas
un sociala darba organizacijas, kas 20. gadsimta sakuma darbojas ka mobilitates
infrastruktira un radija iespéjas veidoties alternativam autoru pozicijam arpus cen-
trala literara kanona. Kursas-Oleskas ce|S un vinas kontakti rada, ka sieviesu orga-
nizaciju un sabiedrisko diskusiju forumi, veidojot parrobezu tiklus, ieviesa Baltijas
intelektualaja vide jaunus ricibas modelus un paplasinaja sievieSu publiskas balss
iespgjas.

Ramunes Bleizgienes pétijums “From Amusements to Love: Forms of Women’s
Emancipation in the Early Works of Satrijos Ragana" par lietuviesu rakstnieces, skolo-
tajas un kristigas intelektuales Satrijas Raganas (istaja varda Marija Peckauskaite)
agrinajiem darbiem uzsver emociju un kopéjas piedzivotibas nozimi nacionalisma
iekSeja apropriacija. Vina rada, ka Itksmiba literattra tiek saistita ar piederibas un
vienotibas izjutu, bet milestiba — ar dzives piepildijumu, kas vienlaikus saskan ar
laikmeta priekSstatiem par sievietes lomu un tos ari izaicina. Feministiska fenome-
nologija Jauj saskatit, pieméram, ka nelegala prese, gimenes idedli un jaunais "nacio-
nalas gimenes" modelis darbojas ka afektivs pamats, kas ietekmeé literaras kanoni-
zacijas procesus.

Solvitas Lapinas petijums “Aspazija un 1936. gada izdota enciklopédija "Musu

nn

laika ieverojamas sievietes"" precizi parada, ka biografiskas vardnicas un encik-
lopédijas darbojas ka kanona “piemineklu arhitektara” — atlasa, strukturé un no-

stiprina autoru vietu kultdras atmina. Vienlaikus tas atsedz sieviesu redzamibas
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mehanismus — fragmentarus, bet noturigus celus, pa kuriem Aspazija saglabajas
"dziva kanona” aprité pari dazadiem politiskajiem rezimiem un nacionalajam robezam.

Nosléguma atgriezoties pie kanona ekologijas teorétiska uzstadijuma, jauzsver,
ka "klasika” ir tikai viena no plasakas kanona sistémas, ko veido dazadas formas,
konteksti un savstarpéjas attiecibas. Sis krajums parada, ka Rainis un Aspazija nav
uztverami tikai ka izoléti literarie géniji, bet gan ka dala no plasa kultdras procesa,
kura svariga lomair teatrim, vizualajai kulttrai, enciklopédiskajiem ierakstiem, tulko-
jumiem un starptautiskai apritei. Process ietver ari traucejumus un parmainu ciklus —
rezimu mainu, pieminas politiku, jubileju mobilizaciju —, kas regulari parzime kanona
aprises. Sada pieeja palidz saprast, kapéc Rainis un Aspazija nostiprinas kanona
nevis vienreiz par visam reizém, bet gan caur mainigam reprezentacijam, iestudée-
jumiem un interpretacijam, kuru kontdras k|Ust Tpasi izteiktas, raugoties pari nacio-
nalajam robezam.
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Summary National poets are a phenomenon highly pertinent to many
literary cultures in Europe and also beyond. The importance ascribed to the
individuals labeled with this particular qualifier has varied considerably from case to
case. However, the institution of the national poet contributed significantly to the
formation of individual literary cultures throughout the so-called long 19th century
and has often persisted to the present day. This article looks at the national poets in
various European literatures and offers some insights into the relationships between
their lives, their works, their cults, and their function in nation-building. The particular
focusisonsmalland (semi-)peripheralliterary cultures (such as Hungarian, Bulgarian,
Polish, Montenegrin/Serbian, Latvian, Ukrainian, Catalan, Irish, Icelandic, Slovenian,
and Czech), where the role of venerated poets seems to be particularly prominent. In
smaller literary cultures, the institution of the national poet offered a promising way
to secure at least a modest place in the gallery of the “greatimmortals”, the canon of
the emerging Weltliteratur. In turn, the national poet had to comply both with the
expectations of their particular national community and those of the “law-giving
Other”, the international canon of world literature. This is one reason why the unique
position of the national poet of a particular culture was not necessarily occupied by
the poet that dealt with national issues in the most ardent manner.

Kopsavilkums Tautas dzejnieku fenomens ir raksturigs daudzu
Eiropas un ne tikai Eiropas tautu literarajam tradicijam. Tas, cik liela nozime katra
konkrétaja gadijuma pieskirta ar So nosaukumu apzimétajam personibam, médz
ieverojami atskirties. Tomér tautas dzejnieka jedziens ir liela mera veicingjis nacionalo
literaro tradiciju attistibu ta dévéta gara 19. gadsimta laika un nereti ir saglabgjies
lidz pat misdienam. Saja raksta apliikoti tautas dzejnieki dazadas Eiropas valstis un
sniegts ieskats dazas kopsakaribas starp So personibu dzives gajumu, darbiem, kulta
statusu un lomu nacijas attistiba. Galvenais uzsvars ir likts uz mazajam un (semi)
periférajam literarajam tradicijam (pieméram, ungaru, bulgaru, polu, melnkalniesu/
serbu, latviedu, ukrainu, katalanu, iru, islandiesu, slovénu un ¢ehu), kur godajamu
dzejnieku loma Skiet ipasi butiska. Mazo tautu literatiram tautas dzejnieka jédziens
davaja ceribu nodrosinat sev kaut vai nelielu vietu starp “nemirstigajiem dizgariem”
toposSaja pasaules literatiras kanona. Tautas dzejniekam pasam savukart nacas
atbilst gan savas nacionalas kopienas prasibam, gan tam, kuras uzstadija “likum-
deveji Citi" starptautiskaja kanona. Tas ir viens no iemesliem, kapéc tautas dzejnieka
specifiskaja loma ne katra kultdra nok|uva tiesi tads dzejnieks, kas visaktivak rakstitu
tiesi par nacionalo tematiku.
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"A national poet must write poetry that closely identifies with the nation’s cause — or
is thought to do so” (Neubauer 2010: 11). This is how John Neubauer characterizes
the relation between national poets and their poetry in the first paragraph of his
influential introduction to "Figures of National Poets", the section of the History of
the Literary Cultures of East-Central Europe devoted to national poets. In this article,
| explore the various implications of this succinct statement — including its apparent
obviousness — and especially scrutinize its coda “or is thought to do so”. | start by
discussing the institution of the national poet in the context of emerging national
and international canons. | then go on to chart an overview of the national poets of
small European literary cultures for which this phenomenon seems to be particularly
pertinent, before finally examining a series of intriguing (poetic) statements by
selected national poets.

My research draws on theinvaluable insights of scholars such as Virgil Nemoianu,
John Neubauer, and Marko Juvan on the topic of national poets. However, | also make
use of the results of studies on nationally motivated pan-European commemoration
of writers (Leerssen, Rigney 2014; Dovi¢ 2015) and on the (cultural) canonization of
poets, writers, and other artists in the context of Romantic nationalism. Indeed,
research on the posthumous “careers” of significant national poets from various
regions of Europe has shown that many of them occupy the social role of “cultural
saints” (Dovi¢, Helgason 2017, 2019). From a comparative perspective, their lively
commemorative cults and the ways in which they were canonized are strikingly
similar. During the canonization process, these poets were often referred to as
“national” and were considered to have contributed enormously to the national
cause. Compared to their illustrious afterlives, however, the lives and works of the
future national poets seem quite varied. Their poems, for example, reveal a diversity
of ideas that do not always coincide with the ideals of the leaders of national
movements, their most fervent promoters. In this respect, several questions arise
regarding the way these poets envisioned the nation and its future, expressed their
belonging to the national community, or longed for its emancipation. The aim of this
article is therefore to point out, on the one hand, the diversity of the poets labeled

1 A brief note on the concept of “small literary cultures”: among the competing terms such as
‘minor’, ‘dominated’, ‘(semi-)peripheral or 'small’ | finally opted for the latter. For a recent attempt
to define "small literatures”, see Glesener et al. (2025). The apt expression “literary culture”, which
refers to a broader cultural field, comes from the four-volume History of the Literary Cultures of East-
Central Europe, as explained by its editors Marcel Cornis-Pope and John Neubauer (2004).
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“national” in small European literary cultures (not only in terms of their biographies,
personalities, political views, and actions, but also in terms of their poetics and the
way they treated national themes in their poetry) and, on the other hand, the unity
of their social function and structural position within society.

National poets, national literatures,

and the emerging canon of world literature When did national
poets appear, and why? According to Virgil Nemoianu, there is an important new
dimension that characterizes the canonization of poets designated by this adjective
(as opposed to the earlier cases):

What happens in the eighteenth and in the early nineteenth century is the
emergence and/or consolidation of the nation-state, which feels that it has to
legitimize itself by a number of features that some call institutional, others simply
ideal. Even in cases when such nation-states do not yet exist (in fact particularly
under these circumstances), validation of an ethno-linguistic (“national”) group by a
personal and autonomous literature is seen as indispensable. (Nemoianu 2002: 249)

The need for original cultural production (often in swiftly developing vernacular
languages) became a pressing concern within the emerging national movements.
Among the reasons for such a shift, Nemoianu emphasizes the need not only to reach
a high level of cultural sophistication but also to demonstrate this level to others.
These circumstances welcomed the emergence of the institution of the "national
poet”. As a Romantic alternative to the classical and neoclassical traditions, the major
achievements of national poets were regarded by nationally oriented intellectuals as
the new “classic” masterpieces entitled to join the modern European canon, which
began to be formed in the vernacular languages during the late Middle Ages. This was
especially important for smaller nations without statehood and with discontinuous
historical traditions: equipped with a national poet, a nation was able to take partin
the international literary exchange on equal terms. A national poet came to function
as what Anna Makolkin calls a “name-sign”, an iconic representation of a specific
nationality — both for the nation in question and for a foreign observer.?

In this context, Nemoianu characterizes the establishment of a national poet
as a useful shorthand for the literary accomplishments of the nation, “a summary of
its achievements” (Nemoianu 2002: 254). From the perspective of small literary

2 In an excellent semiotic analysis of "heroic biographies” of Taras Shevchenko, Anna Makolkin
explains that the poet's name "abbreviates, simplifies and reduces the notion of Ukraine and
Ukrainian culture to a single sign” (Makolkin 1992: 1). Her conclusions could easily be generalized to
all literary cultures with strong cults of national poets.
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cultures, theinstitution of the national poet offered a promising path toward securing
at least a humble corner in the gallery of the “great immortals”, the canon of the
emerging world literature (Weltliteratur): "Yes, the western ‘decisional centers' [.]
were saying: we will make room for you, but not too much; what we need is a token
representation, an ‘ambassador’ to our courts, a recognizable sample of your
endowments and achievements” (Nemoianu 2002: 254).

Building on Nemoianu's theory, Marko Juvan notes that the institution of the
national poet “operates on the threshold between an individual national literature
and the general space of the ‘world republic of letters' (Juvan 2012: 596). At the
same time, the national poets were able to strengthen the sense of cohesion and
identity within the emerging national communities and, on the other hand, to help
them cope with "the anxieties caused by competing European nationalisms” (Juvan
2012: 593). With this second emphasis, Juvan places national poets firmly in the
broad context of the emerging world literature with its centers and peripheries. From
this perspective, it is also much easier to understand the fact that in dominant
cultures the commemorative culture was less focused on nation-building than in
the dominated ones. Obviously, the question of the national poet became pivotal
especially for the newcomers on the “scene dominated by major European literatures
whose widely spoken languages, extensive cultural influence, and long-lasting
historical continuity embodied standards against which the development of all
newcomers was measured” (Juvan 2012: 596-597).

Although this internationaland competing dimension of the figure of the national
poet seems to be decisive, a comparative look at the canonization of individual
national poetsrevealsinterestinganalogies. Evenif these poets differed considerably
in terms of their biographies and careers as well as the themes and styles of their
writings, they wereall canonized according to similar patterns: “From this perspective,
it appears that even most remote European literatures, during their nation-building,
adapted to their particular needs the same matrix, which was diffused all over Europe
and disposed with roughly identical goal-oriented repertoire of cultural practices,
forms, and representations” (Juvan 2012: 598).

However, those that supported the canonization of national poets — usually
writers and other intellectuals that were strongly committed to the cultivation of the
national language and literature, and in later phases also political leaders that
advocated national awakening — found themselves in a rather difficult situation.
They had to look in two partly contradictory directions during the “construction” of
national poets because they “sought to be desired and recognized by two unequal
Others” (Juvan 2017: 12) — by the nation they were trying to establish, and by the
core of the emerging world literature system that represented cultural prestige:
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On the one hand, nationalist writers assigned the role of the Other to a particular
imagined community they were planning to establish through their intellectual and
political work. Thus, they strove to stoke enthusiasm among the majority of the
population, which was indifferent to nationalist ideology, for a cultivated public use
of their vernacular and their literary publications, which were intended to imagine
and lendideological coherence to the quasi-collective subject they called a "nation.”
On the other hand, however, nationalist groups of writers directed their desire to
be desired and recognized towards the very center of cultural and political
domination that played the role of universal, law-giving Other. (Juvan 2017: 12)
Itis certainly worth keeping this crucial insight by Juvan in mind when asking the next
question, which arises of its own accord: Who are the national poets, and where are

they most strongly represented?

National poets

in small European literary cultures In fact, it is hardly possible to
find a single literary culture in Europe that has not at some point flirted with the
notion of the national poet.® In some cases, however, this idea was developed more
intensely and elevated to a veritable institution. Research to date leaves little doubt
that it is precisely the smaller, subordinate, and (semi-)peripheral European literary
cultures in which the institution of the national poet has flourished the most. In
such cultures, the national poet has posthumously often been turned into an
unsurpassed figure, an individual elevated above all other writers, if not all public
figures altogether. In such literary cultures, the concept of the national poet is well
known, widespread, and accepted. Practically everyone claims to know who their
national poet is, and the institution of the national poet occupies an exalted
position in the national pantheon.”

Itis therefore not surprising that the literary cultures with the most prominent
national poets are not the major, dominant European literatures with centuries-old
traditions (possibly based on a rich imperial history), but rather the smaller, often
dominated literary cultures that were intensely engaged in the processes of cultural
cultivation and nation-building in the era of Romantic nationalism: they strove to
develop and establish their own language, literature and culture while fighting for

3 A preliminary attempt at an overview of the national poets of Europe can be found in the
introductory article to the thematic section "National Poets and Romantic (Be)Longing", which was
published in Arcadia (Dovic 2017: 3-6). However, the findings of that time can now be considerably
supplemented on the basis of new insights.

/A For a comparative discussion of national pantheons of Europe, see Dovic (2023: 8-18). Again,

research on the structure of national pantheons seems to be a highly promising topic, especially for
smaller cultural communities.
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cultural and political autonomy. This conclusion can be corroborated by the
questionnaires drawn up as part of the project National Poets and Cultural Saints of
Europe (2014-2017).> Admittedly, specifying the most notable cases is a rather
arbitrary (and therefore controversial) endeavor. However, there is a large number of
national poets from small European literary cultures that stand outin many respects.
The following two dozen cases seem to be among the most interesting:®

1. Scottish: Robert Burns (1759-1796) [5]
2. Danish: Adam Oehlenschlager (1779-1850)
3. Irish: Thomas Moore (1779-1852)
4. Polish: Adam Mickiewicz (1798-1855) [5]
5. Greek: Dyonisios Solomos (1798-1857)
6. Slovenian: France PreSeren (1800-1849) [5]
7. Icelandic: Jénas Hallgrimsson (1807-1845) [4]
8. Czech: Karel Hynek Macha (1810-1836) [5]
9. Serbian/Montenegrin: Petar Il Petrovic Njegos (1813-1851) [3.5/5]
10. Ukrainian: Taras Shevchenko (1814-1861) [5]
11. Hungarian: Sandor Petd&fi (1823-1849) [5]
12. Flemish: Guido Gezelle (1830-1899) [3.5]
13. Galician: Rosalia de Castro (1837-1885) [5]
14, Georgian: llia Chavchavadze (1837-1907) [5]
15. Estonian: Lydia Koidula (1843-1886) [4]
16. Catalan: Jacint Verdaguer (1845-1902) [5]
17. Albanian: Naim Frashéri (1846-1900)
18. Bulgarian: Hristo Botev (1848-1876) [5]
19. Slovak: Pavol Orszagh, pen name Hviezdoslav (1849-1921) [5]
20. Romanian: Mihai Eminescu (1850-1889) [5]
21. Lithuanian: Jonas Maciulis, pen name Maironis (1862-1932) [4]
22. Latvian: Janis Plieksans, pen name Rainis (1865-1929) [5]
23. Armenian: Hovhannes Tumanyan (1869-1923)
24, Jewish: Hayim Nahman Bialik (1873-1934) [5]

The above list deliberately does not include national poets from established literary
cultures such as Italian, English, French, Spanish and Portuguese, where the role of
national poets was ascribed to poets from more distant literary eras who were
already internationally canonized as the European “literary greats”. The Russian and
German cases are not listed either, as these literatures cannot be considered small —

5  Withthe help of a questionnaire distributed to selected (literary) experts from various literary
culturesin Europe, the aim was to investigate which poets are considered “national” and what rank
they occupy in a particular literary culture. The completed questionnaires for 26 literary cultures
are publicly available on the project website (https://cultural-saints.zrc-sazu.si/en). Unfortunately,
the collection is not complete.

6 The poets are sorted by their year of birth. The number in square brackets indicates the

respondents’ assessment (if available) of the prevalence of the concept of the national poet in the
given literary culture (the scale ranges from 1-5, with 5 meaning “very high").
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although in both cases there are poets that can qualify as "national” and even
conform to the pattern typical of small literary cultures, such as the Russian
Romantic poet Alexander Pushkin (1799-1837). Apart from this, the situation in
German literary culture is somewhat unclear due to the competition between Johann
Wolfgang Goethe (1749-1832) and Friedrich Schiller (1759-1805), whose cult was
truly dominant throughout the 19th century (cf. Dingeldein 2017). The question
remains to what extent Danish, Polish and Ukrainian literary culture can be
considered small. However, in selecting a single candidate from the Romantic period
(Oehlenschldger, Mickiewicz, Shevchenko), they followed a pattern typical of small
literary cultures, and in the Polish and Ukrainian cases in particular, the cults of
national poets developed under conditions of foreign political domination.’

Finally, the list does not include those small literary cultures in which the
institution of the national poet seems to be somewhat weaker and itis not entirely
clearwhowould be the national poet — either because there are several contenders
for this position (if the candidate has not been so widely and enthusiastically
canonized), or because the concept of the national poet is simply not so
widespread.®

7 In an attempt to define a small literature, Jeanne E. Glesener, Marko Juvan and Benedikts
Kalnac¢s emphasize that not only the size of the nation, but also the historical (post)imperial / (post)
colonial situation is among the key determinants (Glesener et al. 2025).

8 | add a brief comment here about the small literatures that are not on the list. In Swedish
literary culture, the poet and composer Carl Michael Bellman (1740-1795) is often referred to as
the national poet, with some competition from the poet and bishop Esaias Tegnér (1782-1846),
author of the famous Romantic national epic Frithjofs Saga(1825). In Finnish literature, the situation
is complicated by a linguistic dilemma: Johan Ludvig Runeberg (1804-1877), who wrote in Swedish,
competes with Aleksis Kivi(1834-1872), who wrote in Finnish. In Norwegian literature, the Romantic
author Henrik Wergeland (1808-1845) and the Nobel Prize winner Bjgrnstjerne M. Bjgrnson (1832-1910)
share the podium. In the Faroe Islands, the poet and sailor Nélsoyar Pall (1766—-1808) partly fits the
profile, but he is seen more as a national hero. In Luxembourg, where the concept of the national
poet is widely known, there is no clear favorite: the position is shared by a “triumvirate” of Edmond
de la Fontaine, pen name Dicks (1823-1891), Michel Lentz (1820-1893), and Michel Rodange
(1827-1876). The situation also seems to be undecided in Croatian literature: the Baroque poet Ivan
Gunduli¢ (1589-1638) from Dubrovnik, who was canonized in the 19th century, competes with a
number of later poets among whom none could actually be called a national poet. The situation is
somewhat different in Macedonian and Belarusian literary culture, which do not seem to have
developed strong national poets, and the same applies to Austrian literary culture. And what about
small literary cultures without their own state? In French Provence, the candidate is (or was)
undoubtedly Frédéric Mistral (1830-1914), but the term is not universally recognized. In Basque
literary culture, the Romantic bard José Maria Iparraguirre (1820-1881) competes with his much
older poetic compatriot Bernard Etxepare, the author of the first book in Basque (1545). The Frisian
situation with Gysbert Japicx (1603-1666) and the Greek part of Cyprus with Vasilis Michaelides
(1849-1917) are also very special.
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What conclusions can be drawn from simply looking at the above list? Let us
first consider where the prominent national poets come from. Are there regions that
stand outin terms of the geographical distribution of the phenomenon? As Neubauer
(2010) has already noted, there is a striking density of strong cases in East-Central
Europe. However, this is by no means their exclusive domain. Supercanonical
individuals of this kind can also be found in other parts of Europe: in literary cultures
suchas Icelandic, Galician, Scottish, and Ukrainian, as well as Georgian and Armenian.

What about the generational structure? Is it possible to determine a period in
which a typical national poet has lived and created? The vears of birth and death
suggest that the majority of the most honored national poets of the European
(semi-)periphery were active in the 19th century. Ignoring the somewhat earlier
Burns, one sees that the first and perhaps the most prominent group of national
poets was active in the first half of the 19th century (from Mickiewicz to Pet&fi). The
second large group of national poets (from Gezelle to Eminescu) was most active in
the second half of the 19th century — and only a small number of poets (from Maironis
to Bialik and Hviezdoslav) were most active in the first decades of the 20th century.

|u

When did these poets come to be regarded as "national”? The first group of
national poets, where probably some of the most prominent examples are found,
was canonized in a posthumous process that reached its peak in the second half of
the 19th and early 20th century. Unsurprisingly, this climax roughly corresponds to
the phase of the "mass movement” in which the majority of the population already
harmonized with the goals of the nationalists — the so-called Phase C, according
to Miroslav Hroch's well-known account of European national movements (Hroch
1993: 6-7). In the second group and even more so in the somewhat belated third
group, however, canonization sometimes took place parallel to the lives of the
individuals: commemorative cults and prestigious titles, which were only awarded
posthumously to the poets of the first group, could thus be bestowed on individuals
from such cultures while they were still alive.

What about the gender structure? It is virtually impossible to overlook that the
list shows a grave imbalance in terms of gender: it contains only two women. Rosalia
de Castro, a prominent icon of Galician culture and author of the famous collection
Cantares Galegos (Galician Songs, 1863), can arguably be considered a true national
poet, whereas the position of her Estonian counterpart Lydia Koidula, otherwise a
major figure of the Estonian national movement, is partly threatened by other
prominent poets such as Juhan Liiv (1864—-1913) and Friedrich Reinhold Kreutzwald
(1803-1882), the author of the Estonian national epic Kalevipoeg?®

9  Forthe Galicianand Estonian cases, | rely mainly on the questionnaires (Rabade 2017; Talviste
2017).
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What position do these individuals have within their respective cultural (national)
communities? What place do they occupy in the national pantheon in comparison to
other great artists, national leaders, politicians, religious figures, and kings? This
question becomes quite complex, especially when one tries to answer it on a
comparative level. However, the data obtained from the questionnaires allow some
cautious and broad observations. There are few cultural communities in which the
national poet seems to be the most revered and towering figure, eclipsing all other
figures from the nation’s past: Slovenian, Ukrainian, and Latvian are among them. In
most cultures, however, this is not the case. Sometimes a religious figure (such as
St. Savain Serbia), a political revolutionary hero (e.g. Vasil Levskiin Bulgaria), or a king
or other historical ruler (as in the Flemish or Georgian case) appear to be more
revered. Sometimes great political leaders and “fathers of the nation” are more
prominent, suchas Jon Sigurdssonin Icelandic, Frantisek Palacky and Tomas Masaryk
in Czech, Lajos Kossuth in Hungarian, and Theodor Herzl in Jewish literary culture.©
Similarly, prominent national linguists (Vuk Karadzi¢ in Serbia) and "awakeners”
(Ludovit Star in Slovakia) can beat national poets, as well as other artists of great
international fame (e.g., the composers Bedfich Smetana and Antonin Dvorak in the
Czech case, and the painters Peter Paul Rubens and Anthony van Dyck in the Flemish).!"

Is it possible to identify a set of common characteristics of the national poets
that made their canonization possible? As can be seen from the data collected so far,
the lives (vita) and careers of the national poets were extremely diverse, as were
their poetic works (opera) and the scope and nature of their activity (acta) outside the
strictly literary field.'> Some were "“just poets”, others were also diligent and intense
practitioners of the “cultivation of culture” (Leerssen 2006: 566—-574), and some of
them were even heroes that literally sacrificed themselves in the (armed) struggle
for national liberation. Equally large diversity characterizes their political orientation:
it ranges from conservative (many national poets were priests) to moderately liberal
to decidedly left-wing. It is obvious that the unity of the group can be found neither
in the lives nor in the works of the individuals. Rather, it is based on the structural
similarity of their canonization and veneration — processes that were passed on
from culture to culture and spread throughout Europe in the form of an epidemic that
culminated from the mid-19th century until the end of the World War I. The peaks in

10  "Father of the nation” is another category quite pertinent to many small literary cultures
(cf. Dovi€ 2023: 16—18). It would certainly require further comparative research.

11 The comparative study of European “national pantheons” and their structure is certainly a very
promising field, but also a complex and slippery one — especially from a methodological point of view.

12 Onthe categories vita, opera, and acta, cf. Dovi¢ and Helgason 2017: 78-81.
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the intensity of veneration of national poets are thus more or less contemporaneous
in most literary cultures, regardless of the period in which the person chosen for
canonization lived.”

Finally, if the canonization of a particular national poet within his or her native
literary culture was obviously successful (enormous prestige within the respective
community), the question remains how successful their “worlding” was — the attempt
to exhibit the candidate in the gallery of poetic greats and to present him or her as a
major figure within the global hyper-canon of Weltliteratur. In other words, did the
strategy so aptly described by Nemoianu, Neubauer, and Juvan actually work? In
most cases, the answer is negative. The individuals on the list above, no matter how
excessively revered at home, have not really made it internationally — perhaps with
the exceptions of Burns, Mickiewicz, and Shevchenko. The strategy has indeed failed.
However, the reasons for this are complex and far beyond the scope of this article.

The traits of the national
in the works of national poets On this basis, the original question
of the extent and manner in which the national is inscribed in the works (opera) of the
national poets can now be revisited. Do national poets treat national themes in a
similar way? Is it possible to find a general pattern that can be compared to that of
commemoration and canonization? We shall see that there can be no single answer.
As an extreme case, one can consider poems that passionately support national
liberation or even call for an uprising and armed struggle. At least two national poets,
the Hungarian Sandor Pet6fi and the Bulgarian Hristo Botev, actually sacrificed their
lives for the national cause (after which little ingenuity was required to present them
as saints/martyrs of the nation). Their poems often follow this image. Consider, for
example, one of Pet&fi's most intriguing revolutionary visions, “Talpra magyar” (Rise
You Magyars, 1848):

Rise you Magyars, your country summons!

Here's the moment, now or never!

Shall we be slaves or free men?

This is the question—you must choose!—

By the God of the Magyars

we swear,

we swear, slaves

We no longer be!
(Neubauer 2010a: 49, transl. by John Neubauer)

13 Inother words, the Romantic genius from a peripheral literary culture becomes an object of
mass adoration practically at the same time as a long-deceased poetic icon with an already
established cult (e.g., Dante and Petrarch in Italy, Shakespeare in England, Camdes in Portugal, etc.).
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The poetry of Hristo Botev, a committed revolutionary who dedicated his life to the
national liberation struggle, can be similarly combative. Botev often dreams of heroic
death: in his uncompromising “Moyata molitva” (My Prayer, 1873), he predicts his
own demise on the battlefield:

Make powerful this hand of mine

for the rising of the slaves;

I'll join them at the battle line
that I may find my grave.

(Pencev 2010: 119, transl. by Kevin Ireland)

Ironically (or perhaps typically), Botev's “prophecy” actually came true: in 1876 he
died in a battle with the Ottomans, leaving behind the enigma of his last moments
(including the fact that his corpse was missing, which again resembles the Hungarian
case). This enigma was cultivated on a large scale in one of the most persistent
posthumous cults of cultural saints in the region (Pencev 2010: 125-127). In the
case of Botev and Pet6fi, all elements of the biography (vita) coincided perfectly with
their respective canonization as national poets, martyrs, prophets, and saints.™

If not the national poets themselves, their poetry might become a powerful
weapon in national struggles. A prototype national poet of the region, the great
Polish Romantic Adam Mickiewicz, wrote his early masterpiece, "Oda do mtodosci”
(Ode to Youth), in 1820. Although the poem was banned by the Russian censor in
Vilnius for its patriotism, it was widely read and circulated in illegal manuscripts,
becoming a kind of anthem of the generation and adopting a pivotal role during the
(unsuccessful) Polish insurrection against the occupying Russian forces in November
1830."° Especially its two final verses appeared frequently on the walls of Warsaw in
those turbulent days and powerfully inspired the national uprising:

Hail, Dawn of Liberty! Oh, Long live Thou!
Thou carriest the Redeeming Sun so bright.

(Zawadzki 2007: 53, transl. by Jarek Zawadski)

The case of Petar Il Petrovic Njego$ is in many ways more complicated. In his famous
epic poem Gorski vijenac (The Mountain Wreath, 1847), the poet resolutely summons
his disheartened compatriots to an armed uprising that would finally put an end to
centuries of Ottoman rule. This is a memoarable response from the determined hero
VVuk Micunovic to the somewhat hesitant Prince-Bishop (v/adika) Danilo:

14 On Petofi, see Neubauer (2010a) and Hites (2017); on Botev, see Kambourov (2017).

15 On Mickiewicz, see Koropeckyj (2008).
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What misfortune has come over you now
that you do wail like some sad cuckoo-bird
and drown yourself in our Serbian troubles?
Is today not a festive occasion

on which you have gathered Montenegrins
to cleanse our land of loathsome infidels?

(Njegos 2000, transl. by Vasa D. Mihailovich)

The Mountain Wreath, written by a person who is both a national poet and a secular
and religious ruler, is definitely a national epic — and the writing of such a work is
definitely a strong attribute in the canonization process. However, from today's
perspective, it also seems to be a deeply problematic poem. It contains the idea of a
potentially genocidal cleansing that has become controversial, especially in the
context of the Balkan wars at the end of the 20th century. Furthermore, there is an
ongoing and fierce dispute over the question of Njegos's nationality: is he a Serbian
or a Montenegrin national poet?'®

In his famous Daugava (1919), the much-celebrated Latvian “people’s poet”
Rainis — who belongs to the third, latest group of national poets — envisioned the
great Latvian river as a powerful symbol, a national “river of destiny”. The appeal of
his patriotic verses prophesying an independent Latvia became manifest during the
Latvian War of Independence (1918-1920), when the defenders of Riga were deeply
inspired by the poem. Seven decades later, such an appeal resurfaced in the course
of the Baltic "singing revolution” (1987-1991). In the arrangement by the composer
Martins Brauns, the mighty choral song “Saule, Pérkons, Daugava” (Sun, Thunder, the
Daugava) became a major musical symbol of (non-violent) resistance against the
Soviet rule during this period:"”

Latvia was put down by the Sun,
Where the ends came together.
White sea, green land.

Latvia had the key of the gate,
Which Daugava will protect.

(Kudins 2019: 34, transl. by Janis Kudins)

The famous "Zapovit" (Testament, 1845) by the Ukrainian national poet Taras
Shevchenko is another fine example of overtly nationalist poetry — even if the unity

16 Onthe complex case of Njegos, see Slapsak (2010) and Baskar (2019).

17 As Neubauer (2010: 16—18) has already noted, practically all national poets in East-Central
Europe were widely appropriated not only by the nationalists, but also by the communists. Rainis,
as an outspoken leftist, was no exception. His cult flourished during the Soviet era, but the
nationalist traits in his opera played an important role in the fall of the communist regime in Latvia
(cf. Kalna€s 2017; Zelce 2020).
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of this poet's life, deeds, and (artistic) works is perhaps less obvious.’ In this poem,
the lyrical subject clearly places the new deity, the Nation, above the Creator God:

When I am dead, bury me

In my beloved Ukraine,

My tomb upon a grave mound high

Amid the spreading plain,

So that the fields, the boundless steppes,
The Dnieper's plunging shore

My eyes could see, my ears could hear
The mighty river roar.

When from Ukraine the Dnieper bears
Into the deep blue sea

The blood of foes ... then will | leave
These hills and fertile fields —

I'll leave them all and fly away

To the abode of God,

And then I'll pray ... But till that day

I nothing know of God.

(Shevchenko 1977: 198, transl. by John Weir)

Whenever the poetry of a national poet contains such overt statements, the adjective
“national” seems to have a solid basis in the works — regardless of the fact that there
may be other, more complicated and ambiguous poems within the given opus. (Indeed,
thelegacies of the national poets — including Pet6fi, Botev, Shevchenko, and especially
Njegos — are very complex and offer numerous interpretative possibilities.) However,
canonization tends to avoid the complex reading of texts and instead builds on a
series of easy-to-understand, simplified patterns that one might call “mantras”.

The Catalan national poet Jacint \Verdaguer, author of the national epic Canigo
(1886), also penned the famous collection Pdtria (Homeland, 1888) where he treated
the national past and present in a dreamy, nostalgic mode of enyoranca (longing).
Among the most remarkable pieces are his lengthy ode "A Barcelona” (To Barcelona)
as well as one of his most beloved poems, “L'emigrant” (The Emigrant), an expression
of a longing for the native soil. The poem opens with the famous verse "Dolca
Catalunya", widely known and sung to the present day:™

18  0OnShevchenko and his cult, see Makolkin (1992) and Noack (2019).

19  The musical arrangements of poems were instrumental in maintaining and reproducing the
canonical status (cultus) of national poets over long periods of time. In Verdaguer's case, another
such poem is his hymn to the Virgin Mary entitled "Virolai", the verses of which are still widely
known and sung by Catalans. On Verdaguer as a national poet and cultural saint, see Sunyer and
Subirana (2019).
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Sweet Catalonia,
Land of my heart
To be far from you
Is to die of longing.

(Verdaguer 2007: 203,
transl. by Ronald Puppo)

However, even the more subtle or restrained articulations of national (longing) can
be sufficient for a writer to become a national poet. One of the features often found
in the works of national poets is the appropriation or even invention of the (national)
past, and several national poets have indeed written great national epics, works that
are considered constitutive of their national literatures. In any case, the glorification
of a nation's past greatness is a common strategy on the basis of which a simple
prophecy canreconnect the past with the future. Take, for example, Thomas Moore's
"Erin, Oh Erin" (1810):2°

The nations have fallen, and thou still art young,

Thy sunis but rising, when others are set;

And, though Slavery's cloud o'er thy morning hath hung,
The full noon of freedom shall beam round thee yet.
Erin, oh Erin, though long in the shade,

Thy star will shine out when the proudest shall fade.

(Moore 1832:72)

Another example is Jonas Hallgrimsson's “[sland" (Iceland, 1835), in which the “Bard
of Iceland” laments the lost days of fame, the dwindling glory of the ancestors:?’

Iceland, frost-silvered isle! Our beautiful, bountiful mother!

Where are your fortune and fame, freedom and happiness now?

All things on earth are transient: the days of your greatness and glory
flicker like flames in the night, far in the depths of the past. ...

Oh, itis bitter to stand here, stalled and penned in the present!

Men full of sloth and asleep simply drop out of the race!

How have we treated our treasure during these six hundred summers?

(Ringler 2002: 101, transl. by Dick Ringler)

In the case of Hallgrimsson, his activities at the level of acta — that is, outside the
purely literary sphere — were also crucial in making this poet an icon of Icelandic

20  During the canonization of Moore in the late 19th century, it was stressed that he had proved
that "Erin deserved her place, historically, culturally, and morally, among the nations of the earth”
(Kelly 2014: 93).

21 On the nationalist dimensions of this and some other poems by Hallgrimsson, see Egilsson
(2011: 135-142).
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nationalism. Other national poets, however, may not have been as directly involved
in the efforts of their communities’ national movements. For France PreSeren, the
undisputed Slovenian national poet, poetry was the only means of (national)
expression. In his magnum opus Krst pri Savici (The Baptism on the Savica, 1836),
the Slovenian equivalent of a national epic, PreSeren also evokes the myth of the
ancestors that lived in independence and glory in the times before the (violent)
Christianization in the 8th century. After that, the situation looks rather bleak:

0ld pillars of Slovenedom are cast down,

And all our laws on ancient habit based;

All bow before Bavarian Tesel's crown,

The sons of Slavdom ‘neath his yoke are placed,

And haughtily the aliens strut and frown
Within our homeland, by bright fortune graced.

(Preseren 1999: 119,
transl. by Henry Cooper and Tom Priestly)

However, the traits of national ideology cannot really explain PreSeren’s unrivaled
position on the Slovenian Parnassus. In general, PreSeren’s complex poetic opus is
not explicitly nationalist, but instead inspired by Romantic cosmopolitanism and
humanist universalism. In this respect, there are other Slovenian poets whose poetry
at first glance seems to better fit the ideal of the national poet — at least from the
point of view of the Slovenian nationalists of the generation after PreSeren that
became aware of the pressing need to establish and maintain a cult of the national
poet. In the eyes of many, a subtle poet of disillusionment like PreSeren, whose work
was primarily characterized by love poetry, was simply not fervent enough — and
such suspicions were regularly voiced in the early phase of his canonization (Dovi¢
2010: 104-105). In Romania, too, Mihai Eminescu was initially attacked for his
“poisonous version of anti-national pessimism” (Mihdilescu 2010: 87). In the end,
however, both Preseren and Eminescu were unanimously elevated to the prestigious
throne of the national poet. This apparent controversy can be well explained by the
observations of Nemoianu and Juvan: as (subaltern) candidates for the hypercanon,
national poets first had to be recognized as "great", classical and exemplary — and
only then could they become “national”.

Perhaps the most radical illustration of this point is provided by the Czech
national poet Karel Hynek Macha. His major lyrical-epic poem Mdj (May, 1836) was
written at a time when the Czech literary establishment already expected poetry to
express a resolute national consciousness. Ironically, Macha seems to be the least
“national” of the many enthusiastic Czech poets of the time. An exception might be
the introductory verses to May:
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The Czechs are a good nation!

Anyone unfortunate, moaningin need,
should turn to a Czech;

he will give speedy help.

(Pynsent 2010: 57,
transl. by Robert Pynsent)

However, interpreters have never agreed on the real intention of this four-verse
jingle, which stands in sharp contrast to the whole of May and to Macha's poetry in
general. Could it be that Macha was simply making fun of the nationalists? Even
without deciding on one of the explanations (cf. Pynsent 2010: 57-58), it is clear
that there is nothing explicitly national in May — but it is certainly an excellent and
extremely complex work of art. It seems that it was not the national zeal (which
was obviously lacking), but the later critical reassessment of Macha's poetry as
esthetically highly relevant (it should not be forgotten that the poem was initially
fiercely denigrated by the nationalists) that was decisive for his elevation to the
status of the national poet.

In this respect, Macha's case is similar to that of Preseren, in which the mantra
of a Slovenian poetic genius, worthy of standing alongside Dante, Schiller, and other
European classics, was remarkably influential and resonates even today. Such an
assessment of PreSeren’s role was initiated by the poet and critic Josip Stritar in his
1866 preface to the first posthumous edition of PreSeren’s poetry. Although this
essay marked the beginning of the canonization of the Slovenian national poet, the
peculiar argument developed by Stritar seems to be a genuine signum temporis and
could be applied to many other cases:

Every nation has a man whom it imagines with a holy, pure nimbus above his head.
What Shakespeare is to Englishmen, Racine to Frenchmen, Dante to Italians,
Goethe to Germans, Pushkin to Russians, and Mickiewicz to Poles — sois PreSeren
to Slovenians [.]. If nations were to be assembled on the Judgment Day to
demonstrate how they had managed their talents and how every one of them had
participated in universal, human culture, the small Slovenian nation could prove
itself confidently among others with one small book, Preseren's Poems. (Stritar
1866: 15, 48, transl. by the author of this article)

Conclusion So what can one ultimately say about national poets, about
this “peculiar way of viewing literature”, as Virgil Nemoianu (2002: 255) has so aptly
put it? Evidently, national poets are a phenomenon closely associated with nation-
building in general: it was the national movements of the 19th and early 20th
centuries that invented and canonized them, making them into a genuine literary
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institution that often lasted well into the new millennium.?? More specifically,
however, it should be considered a phenomenon intimately linked to Romantic
nationalism. It is not just that the invention and canonization of national poets fits
well with the general historical development of this characteristic type of national
thinking (Leerssen 2014: 5-12). It is the specific connection between the arts and
the nation, between poetics and politics, so characteristic of the national poets, that
makes them appear as one of the most distinctive features of Romantic nationalism.

Although there are some deviations from the pattern, it is fairly safe to assume
that the phenomenon of national poets, invented to represent a nation both to itself
and to others, was particularly pronounced in small European literary cultures. As
has been seen, in many of these cultures national poets occupy a prominent, exalted
position within the national pantheon. It has also been observed that, although the
patterns of their canonization were quite similar in many cultures, their works were
quite varied and not necessarily predominantly nationalistic. The main reason for
this could be that their canonization had to satisfy two very different requirements.
They not only had to please their nationalist postulators at home but also aspired to
be recognized by "the Other” — the core of the emerging literary world-system — and
included on an equal footing in the ranks of exemplary European classics. In most
cases this second mission, their “worlding”, was not successful. There is still a grave
imbalance between the prestige and veneration of national poets within their
respective literary cultures and their (marginal) position in the canon of world
literature — but this is certainly an issue that is well beyond the scope of this study.

The samples of nationally motivated poetry discussed in the last part of this
article support the conclusion above. National poets may have dealt with national
themes in different ways, to different extents, and in different modalities: and many
of them did so with unprecedented excellence. However, this was not the only
condition of their eligibility. Their selection does not appear to be directly dependent
on the frequency or strength of the distinctly national poetic imagery of their poetry.
When considering the afterlives of national poets, an attentive look at their
(posthumous) canonization reveals the mechanism of their elevation to this exalted
structural position. Among the many parameters of canonization, the concept of
appropriation is of particular importance here; compare the table in Dovi¢ and
Helgason (2017: 94-95). In the process of canonizing particular national poets, their
works and the compact totality of their "life and deeds” were routinely interpreted as

22 National poets, often nearly forgottenin the (late) 20th century, can resurface with surprising
agility, especially in turbulent times. Consider, for example, the role of Preseren and Rainis in the
period of the emancipation of the Slovenian and Latvian nation-states around 1990, or the role of
\Verdaguer in the recent Catalan attempts to gain greater sovereignty.
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highly relevant to the national cause — whereas the actual poetic content, diluted
into empty signifiers and simplified mantras, became less important. Recalling the
statement quoted at the outset of this article, it may now become more evident why
John Neubauer (whose work will remain an enduring inspiration for the study of
national poets) could not simply state that a “national poet must write poetry that
closely identifies with the nation’s cause”, but had to add the coda “or is thought
to doso”.
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Summary In fin-de-siécle Latvian literature we observe an increasingly
active dialogue with the most significant phenomena in European writing, testifying
to a need and desire for creating an elite culture. Goethe and Nietzsche were among
the most respected German authors, often mentioned in Latvian culture of the
period. Sometimes they have been considered as opposites, directly or indirectly
using the Apollonian and Dionysian concepts as developed in Nietzsche's The Birth of
Tragedy from the Spirit of Music (1872). However, the mentioned juxtaposition is not so
pronounced in the modern-day assessment of both authors. The creative quests of
Goethe's oeuvre, including his late works, reveal an innovative approach to writing,
while Nietzsche's radical ideas were shaped by his productive dialogue with classical
culture. The opinions of the turn-of-the-century Latvian authors display a great
(though not yet sufficiently apprehended) diversity in their evaluation of the both
German writers. For example, Rainis's notes from the 1880s and 1890s onwards
contain references not only to Goethe's but also to Nietzsche's poetics and ideas.
This article delves into the reception of these two German authors in fin-de-siéecle
Latvian cultural milieu, considering the literary texts and essays as well as personal
correspondence of Latvian writers (among them Rainis, Aspazija, Janis Poruks, and
Rddolfs Blaumanis).

Kopsavilkums 19. un 20. gadsimta mijas latviesu literatiira vérojams
arvien aktivaks dialogs ar nozimigakajam paradibam Eiropas rakstnieciba, aplieci-
not nepiecieSamibu un vélmi veidot elitaru kultdru. Géete un Nice ir vacu autori, kuri
talaika latviesu kultdrvide ir ievéroti un biezi pieminéti. Dazkart vini uzlikoti ka
pretstati, tiesi vai netiesi izmantojot Nices darba “Tragédijas dzimSana no mazikas
gara" (1872) iztirzatos apolloniska un dionisiska konceptus. STtéma ir izpétes vérta,
jo minétie pretstati abu autoru mdsdienu izvertéjuma nav tik izteikti. RadoSie
meklgjumi Getes dailrade, tostarp vina vélinajos darbos atklaj laikmetigu pieeju
rakstniecibai, savukart Nices radikalas idejas veidojas produktiva dialoga ar klasisko
kultdru. Art gadsimtu mijas latviesu autoru viedok|i par Siem vacu autoriem rada lielu
daudzveidibu, kas lidz Sim vél nav tikusi pietiekami apzinata. Pieméram, Raina piezi-
meés kops 19. gadsimta 80. gadiem rodamas liecibas ne tikai par Gétes, bet ari par
Nices darbu un ideju pazisanu. Raksta mérkis ir iedzilinaties abu vacu autoru darbu
recepcija un vinu nozimé gadsimtu mijas latviesu literaraja kultdra, balstoties atzi-
nas, kas izteiktas Raina, Aspazijas, Jana Poruka, Rudolfa Blaumana un citu rakst-
nieku darbos, apcerés un ari privataja sarakste.
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Introduction Friedrich Nietzsche commences his first published book,
The Birth of Tragedy from the Spirit of Music (Die Geburt der Tragodie aus dem Geiste der
Musik) in 1872, with this retrospective as well as programmatic statement: “We will
have achieved much for the discipline of aesthetics when we have arrived not only at
the logical insight but also at the immediate certainty of the view that the continuing
developmentof artis tied to the duality of the Apollonianand the Dionysian” (Nietzsche
2006b: 42).

As pointed out by Keith Ansell Pearson and Duncan Large, the editors of the
English language selection of Nietzsche's works, “[iIn The Birth of Tragedy Nietzsche
presents the Dionysian and the Apollonian as “tendencies,” “drives,” but also as
artistic "energies” and "impulses” that burst forth from nature itself” (Ansell Pear-
son and Large 2006: 36). Notably, “[w]hile Apollo is associated with visible form,
comprehensive knowledge and moderation, Dionysus is linked with formless flux,
mystical intuition, and excess” (Ansell Pearson and Large 2006: 34). In this article,
| argue that the above concepts, elaborated in their relevance to the classical Greek
tragedy but containing contemporary references, in particular regarding the innova-
tions set forth by Richard Wagner's ideas of music and drama, have not only turned
out to be importantin Nietzsche's oeuvre or, for that matter, in cultural history more
generally, but also can be applied to such contexts as fin-de-siécle Latvian literature.
The conflict between the Apollonian and the Dionysian principles elaborated by
Nietzsche is in many ways illuminating the aesthetic discussions of the turn-of-the-
century Latvian cultural scene with its constantly developing interest in the most
significant phenomena in European writing (Burima 2011: 38-40; Kalnals et al. 2017).
In broader terms, this was a turning point in the development of Latvian literature with
two subsequent generations of authors who, notwithstanding their differences,
were challenging the established aesthetic norms from various perspectives. Being
inspired by the topical trends and achievements of European culture, they treated
Nietzsche alongside his predecessor and compatriot, Johann Wolfgang von Goethe,
as main representatives of two different epochs of German literature (Grinuma 2002).

More specifically, while Goethe seemed to represent the intellectual balance of
the Apollonian, Nietzsche became, in the eyes of many, an embodiment of the
Dionysian principle. However, despite them often being considered as opposites,
the creative path of both authors shared many important features. Goethe, by the
late 19th century unanimously acknowledged as the mostimportant German author,
had constantly been looking for creative freedom, manifestin the early period of the
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Sturm und Drang movement but also present in his late work, such as the novel
Wilhelm Meister’s Travels (Wilhelm Meisters Wanderjahre, 1821-1829), and even in the
second part of Faust (1832; see Dahnke 1999: 13; Koopmann 1997). The classical
shape of some of Goethe's works can be linked to the influence of his Italian trip in
the 1780s, which he himself later stylized into a story of a spiritual rebirth overcoming
the difficulties of his constant struggle with the material." Nietzsche's radical ideas,
on the other hand, were shaped by his training as a classical philologist and by the
productive dialogue with cultural tradition. It was the radicality of The Birth of Tragedy
that burned some of Nietzsche's bridges to the academic discipline, opening the way
for the free flow of his own Dionysian energy.

One of the important links between the two authors was provided by their
interest in and reception of music. Stefan Hajduk argues that in European antiquity
the harmony of the spheres, theatmosphere, “was regarded as an intuitive emotional
grasp of the synthesis between the microcosmic order of human society and the
stable macrocosmic order of universe, supported by an aesthetic experience of
musical harmony"” (Hajduk 2022: 185). This perception is echoed in the “Prologue in
Heaven" of the first part of Goethe's Faust (1808), an important example of the
influence of classical aesthetics in his oeuvre. According to the traditional perception,
the aesthetic harmony of music expresses the "otherwise inaudible and ineffable
eternal formal beauty of planetary spheres in motion” (Hajduk 2022: 187), creating
harmony between the universe and individual perception of development. However,
Goethe's creativity, inspired as it was by the European modernity with its emphasis
on individual agency, also incorporated a radical challenge to earlier tradition. With
the advance of the ideas of the Enlightenment, the perception of music as the
reflection of planetary harmony underwent radical changes:

[Allready in early examples of the Bildungsroman, as evidenced by Goethe's Wilhelm
Meister’s Years of Apprenticeship [Wilhelm Meister's Lehrjahre, 1795-1796) [..], the
enlightened ‘wholeness’ of man now comes to include personal individual
emotionality also in its full range of volatile manifestations, positive and negative,
as something the protagonists mustlearn to handle during their process of identity
formation. The modern redefinition of wholeness, enshrined in an individual's
gradual maturation, brought with it the transformation of the classical musico-
cosmological notion of atmosphere into an understanding of Stimmung, mood and
atonement that was premised on a psychology of complex yet mutable, and even
inconsistent moods (Hajduk 2022: 199).

Goethe's apparent universalism was thus matched by his understanding of
swiftly changing historical conditions that made him one of the most radical 18th

1 "Diese [friiheren Texte] bestanden teils aus nur entworfenen Arbeiten, jaaus Fragmenten, wie
denn meine Unart, vieles anzufangen und bei verminderten Interesse liegenzulassen, mit den
Jahren, Beschaftigungen und Zerstreuungen allgemach zugenommen hatte.” (Goethe 1976: 19)
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and early 19th-century thinkers with a truly global approach that also inspired his
concept of world literature (Pizer 2014). A similarly radical stance was later in the
19th century taken by Friedrich Nietzsche. At the same time, however, Nietzsche
(especially at the early stages of his career) also considered it important to revitalize
the role of music not only as a means of expression of individual feelings but also as
the basis of reality perception rooted in a complex interplay of different human
senses. For this and other reasons, Goethe's ideas remained a constant reference
pointin Nietzsche's writings.?

The acknowledgement of this dialectical relationship between these two German
authors was not fully established in fin-de-siécle Latvian intellectual community,
despite constant references to them. Nevertheless, the impact of their works was
partly due exactly to the tension of the rational and emotional aspects of reception,
going beyond the limits of clearly defined reference points. Thus, my aim in this
article is to outline various comparative aspects of the reception of Goethe and
Nietzscheinthe turn-of-the-century Latvian cultural milieu, taking into consideration
literary texts and essays, as well as mutual correspondence of several important
Latvian writers.

I will begin with a brief comment on the reception history, and then focus on the
period between 1893 and 1898 that culminates with the translation as well as the
Latvian language theatre production of Goethe's tragedy Faust (1808-1832; Dzene
1999: 83-85). Here, | build on the ideas of four principal innovators of Latvian literary
culture of the 1890s — Janis Poruks, Rtdolfs Blaumanis, Aspazija, and Rainis —, looking
at their constant public references to Goethe, as well as their intense interest in
Nietzsche that primarily remained in their private communication. The first public
highlight of Nietzsche's reception in Latvia falls into the following decade with the
translation of Nietzsche's Thus Spoke Zarathustra (Also sprach Zarathustra, 1883) by a
modernist poet Vilis Plidons in 1908. An analysis of this generational change is not
developed in this article. However, as we will see, Nietzsche was, alongside with
Goethe, already hugely presentin late 19th-century Latvian intellectual debates.

Goethe and Nietzsche There is hardly any other German author who
would match the importance of Goethe during the rise of 19th-century Latvian elite
culture (Maurina 1943). Getting acquainted with his works was important for several
subsequent generations of authors. The story begins with the translations of

2 See, for example, Nietzsche's Vom Nutzen und Nachteil der Historie fir das Leben (Nietzsche
2006a).
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Goethe's poems into Latvian by Baltic German intellectuals, among them Karl
Hugenberger who in 1826 compiled an important poetry volume (Daija and Kalnacs
2022:14). The older generation of ethnic Latvian authors, including Ernests Dinsbergs,
tried their hand as well. His translation of Goethe's Reynard the Fox (Reineke Fuchs,
1794) was completed by the 1850s when its fragments were printed. The complete
translation was published in 1879, and by then Latvian literature had already made a
considerableadvance. Nevertheless, Dinsbergs's work received an acknowledgement
from Janis Poruks, one of the most prominent fin-de-siécle Latvian writers (Poruks
1929: 45). Goethe's poems were also represented in the poetry collection Little Songs,
Translated for the Latvian Language (Dziesminas, latviesu valodai partulkotas) compiled
by Juris Alunans in 1856. This publication, despite consisting almost exclusively of
translations, provided what is often referred to as the starting point of the ‘genuine’
Latvian national literature (Mintaurs 2022: 110). The volume contained four poems
written by Goethe. Other representatives of the generation of the so-called New
highly appreciated national romanticist poet Auseklis (Mikelis Krogzemis), also tried
their hand in translating Goethe's texts.

It was during the 1890s, however, that Goethe's reception by Latvian authors
reached a new stage. Echoing the diversity of his interests, as well as eagerly
responding to the European dimension of his thinking, the newly aspiring Latvian
writers referred to Goethe as one of their most important influences. This was
considered a vyardstick to measure the seriousness of one's literary intentions.
Characteristically, when Hermine Zalite and Péteris Zalite, the editors of the
newly established literary magazine House Guest’s Monthly (Majas Viesa Ménesraksts,
1895-1905), were looking for a display of their intellectual ambitions, the most
appropriate choice turned out to be a Latvian translation of Goethe's Faust. When
Janis Poruks refused to undertake this extremely complicated task, the editors
approached Aspazija who accomplished the translation in co-operation with Rainis
(Maurina 1943: 11). It was printed in 1897, and numerous other texts by Goethe
were also published in the magazine, including different versions of one and the
same poem.

Behind the scenes, however, there was already a growing interest in the work
and personality of Friedrich Nietzsche whose German as well as international
reputation was on the rise in the 1890s. The steady appeal was partially linked to
the tragic circumstances of his personal life, caused by his incurable mental illness.
Nietzsche swiftly became a symbol of fin-de-siécle's passionate way of living and
thinking — due to his radical challenge of religious beliefs, the boldness of his critical
stance, as well as the brilliance of his language (éuvajevs 2021).
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Even more than publications, the letter exchange and surviving personal notes
of the turn-of-the-century Latvian authors prove the intensity of their intellectual
and emotional encounters with Nietzsche. The German philosopher was their
contemporary, highly appreciated but also fiercely disputed, thus demanding a
personal judgement (Volkova 2017: 77-78). Nietzsche's importance in Latvian
intellectual circles indirectly confirms the opinion that he was “contributing towards
thinking on emerging national identities within an interrelated global community”
(Morgan 2006: 455). There was certainly a considerable echo in Latvian contexts.

The main points of intersection leading to a certain overlap in the reception of
Goethe and Nietzsche in Latvian intellectual circles were the versatility of their
writing, the autobiographical element, and the language factor. It is also possible to
refer to the connections between different epochs, responding to and confirming
Nietzsche's ideas of 'becoming’ and of the ‘eternal recurrence’ that turned out to be
productive for the young and insatiable minds of the emerging Latvian intellectuals.

Janis Poruks and Rudolfs Blaumanis The first Latvian author to
write an extended comment on Nietzsche's ideas was Janis Poruks. In 1893, he
travelled to Germany where he stayed for slightly more than year in an effort to
accomplish his studies at the Dresden Music Academy. Poruks's studies ended rather
abruptly due to the lack of money but, importantly, before his return to Riga in spring
of 1894 his first book was published in Germany. It was printed by a publishing
house established by Philipp Gottheimer, and the small brochure even went into the
second print which signals some interestin its topic. It was titled The Religion of Future
(Die Religion der Zukunft, 1894), but the subtitle is even more telling as the book
proposes to compare the views of Leo Tolstoy and Friedrich Nietzsche (Vecgravis
2023: 164-182). The title was possibly modelled on Nietzsche's Beyond Good and Evil
(Jenseits von Gut und Bdse, 1886) which was subtitled “Prelude to a Philosophy of
Future”, inits turn inspired by Richard Wagner. The book found an echo among wider
circles of Latvianintellectuals. Poruks's biographer, VViesturs Vecgravis, even suggests
that this publication might have inspired the editor Zalite (who himself had studied
philosophy in Jena and written a dissertation on the philosophy of Immanuel Kant)
not only to invite Poruks to contribute to the House Guest’s Monthly but also to offer
him a higher salary than was paid to other contributors (Vecgravis 2023: 166).

The point that Poruks advances in The Religion of Futureis a quest for a synthesis
between Tolstoy's utopic attempt to reach a new stage of Christianity that would
strictly put humility at the core of life perception, and Nietzsche's radical dismissal of
the culture of piety while instead searching for intellectual aristocracy embodied in
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his idea of Overman (Ubermensch). Poruks emphasizes Nietzsche's point of the
importance of individual initiative, but at the same time believes that cutting all ties
with the traditional religious norms and beliefs is too radical. In Poruks's opinion, the
knowledge of tradition might still help to achieve a higher self-confidence and
stimulate moral rebirth of an individual as well as society.

The book contains Poruks's reflections on themes that were important in the
formation of contemporary intellectuals, while the discussed authors (not only
Tolstoy and Nietzsche, but also others) are for him of subordinate value even as he
builds upon their views. The humility preached by Tolstoy seems illusory to Poruks,
therefore he joins Nietzsche in highlighting the importance of personality while
connecting the idea of self-formation with the freedom of choice: “Nietzsche's spirit
wanders over the mountains to find a place where there would be beings who,
absorbed by nature's might, could enjoy it completely and truly” (Poruks 1929c: 32).2

Poruks's neurasthenic character and impulsivity that later developed into
mental illness seemingly made him even more akin to Nietzsche. Already in 1898, in
an article about contemporary Latvian prose, Ernests Pipins-Vizulis noted that there
was something “demonic” about Poruks's character (Pipins-Vizulis 1898: 150). His
younger contemporaries hailed Poruks as an exceptional figure, Viktors Eglitis even
claiming in 1903 that Poruks was the starting point of all the newest Latvian
literature (Eglitis 1903). In 1906, Karlis Skalbe maintained that Poruks was the first
and only Latvian author of interest for an international readership (Skalbe 1906: 110).
Poruks's aspirations matched those of the early 20th-century generation of Latvian
writers predominantly interested in the aesthetic merits of literature. These authors
were referred to as the generation of decadence; it is important to remember
Nietzsche's rather complex use of this term, especially in his late essay The Case of
Wagner (Der Fall Wagner, 1888) where he even called Wagner a “typical decadent who
has a sense of necessity in his corrupted taste, who claims it as a higher taste, who
knows how to get his corruption accepted as law, as progress, as fulfilment”
(Nietzsche 2006c: 453).

In the book where Poruks discussed Tolstoy and Nietzsche he also made his
firstreference to Goethe, describing the latter as an author close to his own preferred
approach of striving for synthesis. This was later repeated in the 1897 preface to the
publication of the translation of Faustin House Guest’s Monthly. To a certain extent,
Poruks here referred to Goethe in Nietzschean terms as a challenger to the daily

3 Translations from Latvian are by the author of the article.

4 Disagreeing on this latter remark, Rainis made a sad entry into his diary (Rainis 1986: 251).
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habits of bourgeois life, and devoted a considerable part of his text to the
condemnation of readers unprepared to grasp the fullness of Goethe's ideas.
Nevertheless, he expressed hope that the publication might still find its readers,
and even people who would be willing to delve into the complexity of the second
part of Goethe's tragedy that required intellectual effort and wit to grasp (Poruks
1929b: 138). His overall assessment was that Goethe stands for a constant striving
towards ideals, this view matching Poruks's own ideas and to an extent also
corresponding to the demands of Nietzsche. Poruks emphasized the same point in
his 1900 article juxtaposing Goethe and Shakespeare, and highlighting Goethe's
willingness to deal with the potential of human development (Poruks 1929d: 10).

Radolfs Blaumanis, a contemporary of Poruks, was at the time considered a
more traditional realist author, receiving much less praise regarding his intellectual
capacities. Nevertheless, in the context of the swiftly changing Latvian cultural
scene it is important to underline Blaumanis's constant efforts both to learn from
classical culture as well as to follow contemporary trends. In 1882, when at the age
of twenty he returned from the German language school in Riga to his home
farmstead "Braki”, he brought with him numerous books. According to the testimony
of his brother Arvids, the most read among those was Faust, and Blaumanis
constantly admired the scale of Goethe's thought (Volkova 2008: 470). By that time,
interest in Goethe had already replaced his earlier passion for Schiller, whom
Blaumanis had even tried to imitate by writing an early and immature play in verse.
In the summer of 1893, Blaumanis referred to Goethe as his mostimportant literary
influence. He also enjoyed Wagner's operas that he presumably saw at the German
language City Theatre (Stadttheater) in Riga. When Blaumanis's play The Prodigal Son
(Pazudusais dels) was produced in the Riga Latvian Theatre (Rigas LatvieSu teatris) in
November, 1893, it was described by Baltic German press as an attempt that
matched the classical tradition, even amounting to the scale of tragic Greek drama.
This reminds of the deep involvement of Goethe as well as of Nietzsche in the studies
of classical culture. Indeed, in his play Blaumanis made an implicit effort to apply the
tradition of the Greek choir and thus stimulate a heightened emotional intensity
while at the same time paying great attention to the careful construction of the plot
and build-up of events. Arguably, both Apollonian and Dionysian elements were thus
employed to provide the aesthetic balance of the play. Blaumanis had a keen sense
for displaying his characters’ emotions while he also preferred a clear outline of the
main events without going too far into abstraction. This might have been one of
the reasons for his reserved attitude towards the second part of faust, even though
he recognized the importance of Goethe's ideas. Notably, Blaumanis expressed his
views about the limited possibilities of 19th-century stage in the opening remarks of
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his review of the production of Goethe's tragedy in the Riga Latvian theatre in
1898 by stating that this was one of those dramas that could hardly be done justice
in theatre (Blaumanis 1959: 171).

Alongside his long-established interest in Goethe, in the 1890s Blaumanis
became an avid reader of Nietzsche's works which, according to his own testimony,
he got from his friend Victor von Andrejanoff, a Baltic German writer (Volkova 2017:
77). In the letters exchanged between Blaumanis and Latvian author Andrievs
Niedra, since the earliest surviving ones of 1894 there are constant references to
various ideas expressed in Nietzsche's oeuvre. In a more elaborated fashion, the
same interest is documented in the correspondence Blaumanis held with the Baltic
German intellectual Eugen Bergmann. In his letters from 1895 onwards, Blaumanis
makes constant inquiries and comments in this regard. After asking of Bergmann's
opinion about Nietzsche and obviously receiving an affirmation of interest
(Bergmann's letters are lost), Blaumanis then delves into sharing his own opinion,
referring to Nietzsche as the brightest spirit in contemporary literature. However, he
also contrasts Nietzsche to Goethe by saying that there is something unhealthy in
Nietzsche's views, and that this becomes especially obvious when, after delving into
Nietzsche's world of thought, one goes back to reading Goethe (Volkova 2017: 77).
This kind of love-hate spiritual relationship with Nietzsche was in fact characteristic
toalllate 19th-century Latvian authors who, recognizing the topicality of Nietzsche's
ideas, at the same time remained cautious and occasionally were even repulsed
by his radicalism.

The most pronounced statement about Nietzsche made by Blaumanis was in a
memorial article published in 1900 shortly after Nietzsche's death. Among his other
merits, Blaumanis was especially impressed by Nietzsche's language:

Nietzsche wrote for the most part in the open countryside, walking, stopping, or
laying down, with the Italian or Swiss countryside in front of his eyes. Thus, we get
direct impressions of nature and the fiery temperament of the writer himself. Life
and movement everywhere. With unparalleled skill, he knows how to express the
various feelings of the soul. Solemn pathos, grim sadness, unspeakable bitterness,
passionate enmity — everything was equally at hand for him, like a painter's
colours. As a particularly remarkable feature of his writings, the elegance of his
language should be mentioned, which, unfortunately, is lost in translation. Even
those who do not agree with Nietzsche's thoughts and teachings will not be able to
refrain from the power and charm of this language (Blaumanis 1900).

This opinion helps to explain the context of the late 19th-century reception of
Nietzsche, and the special affinity Latvian authors felt to Nietzsche's Thus Spoke
Zarathustra. It was above all the highly metaphoric language that at the time
fascinated Latvian writers who enjoyed reading Nietzsche in the German original.
They also appreciated the ability of Nietzsche to challenge traditional assumptions
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in an innovative and playful form, which had mounted up to writing Thus Spoke
Zarathustra as a parody of the New Testament (Zavatta 2022: 16-23). The creative
freedom of Nietzsche's writings was an inspiration for Latvian authors who thought
carefully about their use of language, expression and style.

Aspazija and Rainis Considered among the most prominent turn-of-
the-century Latvian writers, Aspazija and Rainis had good knowledge of classical
and contemporary German literature. Of the two, Aspazija was the first to get
recognition; her inspiration taken from German culture became obvious already in
her early poem The Daughter of the Sun (Saules meita, 1894; see \liese 1999: 236). The
enthusiastic public response to Aspazija's work encouraged the editor Zalite to
approach her with arequest to translate Faustwhich she accepted, also seeing in this
a chance for the still unknown Rainis (Janis Plieksans) to prove his poetic skills. The
translation of Fagust was accomplished in their co-operation under changing and
largely unfavourable conditions, with Rainis having lost his position as the main
editor of the newspaper Daily Page (Dienas Lapa) in 1895 and struggling for existence.
Parts of the translation were done while Rainis was in prison. Aspazija was of a
constant editorial help, also working on fragments of the translation. This challenge
strengthened Rainis's spirits, and was a source of joy despite difficult circumstances.
Importantly, both parts of the tragedy were rendered into Latvian, also due to the
changing contexts of Goethe's reception with a growing international interest
regarding the second part (Dahnke 1999: 13-14). The success of this translation was
vitally important for Rainis who considered it as his literary breakthrough. The
interest in Goethe, already developed from his early childhood, was thus immensely
strengthened, and the imaginative personal link stimulated further translations. In
the early 20th century, when the publisher Ansis Gulbis undertook an attempt to
print Goethe's collected works, the seven small volumes that appeared were
rendered into Latvian by Rainis and Aspazija.®

Rainis preserved the habit of comparing his own opinions, ideas, and plans to
those of Goethe throughout his life. As late asin 1926, he was still considering writing
an epic poem with the title The Modern Faust (Modernais Fausts; see \liese 1999).
Nevertheless, it is important to remark that comparisons with Goethe were largely
made retrospectively. In the 1890s, during the period of translating Faust, it was
already clear that, despite great respect for Goethe's work, Rainis at the same time

5  The edition included Goethe's poetry, the novel The Sorrows of Young Werther (Die Leiden des
Jungen Werthers, 1774) translated by Aspazija, and several plays mostly translated by Rainis.

Benedikts Kalnacs. Johann Wolfgang von Goethe and Friedrich Nietzsche in fin-de-siécle .. L4



acknowledged the distance that separated him and his contemporaries from the
time when the tragedy was written. In 1897, Rainis opined in his diary: “Faust should
be written now as Goethe's work is already getting old. [..] We do not live in times of
Goethe's beautiful Greek ‘proportion’ anymore” (Rainis 1986: 118). Similar ideas
were expressed when evaluating the importance of both Goethe and Shakespeare,
and the attitude to be formed towards them: “So does the humanity not go ahead
and march on anymore? Do we have to learn Shakespeare and Goethe by heart and
ruminate on them forever? If we can't surpass them, what's the point of writing
poetry anymore; the boredom will smother us” (Rainis 1986: 61). One of the main
differences Rainis saw between himself and the author of Faust was that Goethe
was predominantly concerned with an individual, while Rainis was constantly
considering the contribution to social development.

It was on these grounds that Rainis also could not reach an inner agreement
with the ideas of Nietzsche despite admitting the German author’s literary and
philosophical merits. Rainis got a proof of how relevant Nietzsche's ideas were when
at the end of the 19th century he and Aspazija spent several weeks in Berlin. In
November of 1896, in his Impressions and Memories from Berlin, Rainis wrote that
Nietzsche was celebrated as “the greatest German philosopher of our time" (Rainis
1983: 89). Strikingly, during 1896 and 1897, while working on his translation of Faust,
the Latvian writer also made extended comments on Nietzsche's essay Beyond Good
and Evil. Recognizing Nietzsche's interest of and emphasis on human personality,
Rainis disagreed with him regarding the relation between the individual and the
masses. Where Nietzsche was direct and ruthless in stressing the inevitability of
social differences and opted to speak to the chosen few while denouncing the lack
of spiritual interest among the majority, Rainis believed that the possibilities of
intellectual growth should be extended to everybody, and considered that Nietzsche
had misunderstood the necessary presence of egoism in personality formation:

Egoists themselves have misunderstood egoism. Its most ambitious spirit is
Nietzsche, who thought that the unleashed evil, greedy, hedonistic, petty, selfish
instincts were the real ones [..] and that these unleashed evil instincts became
legalized when he created his overman, who should not have any sympathies for
"the least ones”, including the oppressed, for example, democrats, women etc.
(Rainis 1986: 91)

Nevertheless, Rainis acknowledged the deep crisis of the late 19th-century
society, forcefully condemned by Nietzsche, and highly valued the passionate social
critique expressed by the German philosopher. Rainis's ideas were thus influenced
not only by reading and contemplating Goethe and other classical authors, but also
by his encounter with the intellectual world of Nietzsche in whom he discovered a
deep personal involvement matching that of Rainis himself.
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Conclusion A summary of the above opinions allows to argue that, during
the 1890s, both Goethe and Nietzsche had become focal points of interest for many
of the most significant Latvian writers. This was an important feature regarding the
steady rise of Latvian elite culture, nurturing the hope that the greatest achievements
and topical issues of European art could find an echo in Latvian society.

The four Latvian writers discussed in this article were born in the 1860s and
early 1870s. They shared a desire for a radical aesthetic and social change in society,
and displayed growing interest in European cultural heritage and new developments
alike. Thus, the mentioned authors embodied an ambition to strive toward the
highest potentialities displayed by European culture that they not only admired but
wanted to match.

Metaphorically, it is possible to argue that Nietzsche's well-known parable of
the three stages of inner development — namely, that of a camel, a lion, and a child,
with the latter embodying the true spirit of human personality, its "innocence and
forgetfulness, a new beginning, a sport, a self-propelling wheel, a first motion,
a sacred Yes" (Nietzsche 2006d: 264) —, might be applied to the 19th-century
maturation process of Latvian culture. Having first been dependent on Baltic German
activities, later, in the epoch of the New Latvians, its representatives rebelled against
the existing conditions, even while preserving and developing further a lot of their
earlier interests and connections. The reception of Goethe's works serves here as a
good example. However, the inner freedom referred to by Nietzsche in Thus Spoke
Zarathustra as the stage of childhood, was arguably also reached by Latvian society
by the end of the 19th century. This led to the discovery of new aesthetic possibilities.
The further growth of interest in Nietzsche's work started to provide a fascinating
model for the so-called decadent movement in Latvian culture. This later stage
remains beyond the scope of the present article. However, the message that "God is
dead” (Nietzsche 2006d: 255), which in Thus spoke Zarathustra served as a starting
point for the growth of Nietzsche's ideas, was already registered by the fin-de-siécle
Latvian artistic circles, and interpreted as a necessity to delve deeply into the
material as well as spiritual realities of contemporary secular life.
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Kopsavilkums Raksta tuvak aplikots un pétnieciskai kritikai paklauts
Otras atmodas jédziens, ka ari ta lietojums, ietilpinatais saturs, idejas un personas.
Sis jedziens konstruéts Dziesmotas revolicijas jeb Treas atmodas laika 20. gad-
simta 80. gadu beigas un 90. gadu sakuma, kad Otra atmoda bija nepieciesama
domasanas figlra, censoties noteikt TreSas atmodas meérkus un vietu latvieSu vés-
tures gaita. Otra atmoda ir poéetisks apziméjums vairakiem vésturiskiem procesiem,
kas norisingjas Latvija un arpus tas no 1915. lidz 1920. gadam. Svarigakie no tiemir:
1) Pirma pasaules kara izraisita dosanas béglu gaitas 1915. gada un béglu orga-
nizaciju veidosanas; 2) latviesu strélnieku bataljonu (vélak pulku) organizésana
un kaujas; 3) sabiedriskas un politiskas aktivitates Sveices latviedu emigrantu
vidé; 4) Latvijas Neatkaribas pasludinasana 1918. gada 18. novembri un 5) Latvijas
Neatkaribas kars jeb Brivibas cinas 1919.-1920. gada. Raksta tuvak iezimeta Raina
sabiedriskas darbibas nozime Otras atmodas konteksta, secinot, ka Raina devums
un vieta sai konteksta ir vina literara darbiba.

Summary The article takes a critical look at the concept of the Second
Awakening, as well as its use, embodied content, ideas, and persons. The concept of
the Second Awakening was formed during the Singing Revolution or the Third
Awakening in the late 1980s and early 1990s. The Second Awakening was a requisite
figure of thought while striving to determine the goals of the Third Awakening and its
place in the course of Latvian history. The Second Awakening is a poetic designation
for a number of historical processes that took place in Latvia and beyond from 1915
to 1920. The most significant of these are the following: 1) the refugee movement
caused by World War | in 1915 and the formation of refugee organizations;
2) the organization and battles of Latvian riflemen battalions (later — regiments);
3) social and political activities in the Latvian emigrant environment in Switzerland;
4) proclamation of the Declaration of Independence of Latvia on 18 November 1918,
and 5) the Latvian War of Independence (freedom struggle, 1919-1920). The article
highlights the significance of Rainis's social activities in the context of the Second
Awakening. The article concludes that Rainis's contribution and place in this
context is constituted by his literary activity.
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Vina dramatiska dzeja salko latviskais varonu gars, vienots ar
lepnu pazemibu Antina, tas gars, kurs spilgti uzliesmoja
strélnieku cinas un atbrivosanas karos.

(Veselis 1936: 168-169)

levads Atmodas jédzienam ir poétisks un nacionals raksturs, tas tiek
lietots ka sinonims nozimigiem un plasiem parmainu procesiem tauta. Lidz Sim
iztrakstot plasiem un detalizétiem pétijumiem par Otro atmodu (1915-1920), Sis
jédziens raksta tiek lietots ar pétnieciskam Saubam un tiecoties izprast ta pamato-
tibu. Ar Otro atmodu tiek saprasti tadi nozimigi procesi ka Pirma pasaules kara izrai-
sita latviesu beglu kustiba, latviesu strélnieku bataljonu dibinasana, arpus Latvijas
pastavosas latviesu kopienas, kuras tiecas pievérst starptautisku uzmanibu latviesu
problémam u. c., kas norisinajas Latvija un arpus tas un noveda pie Latvijas Repub-
likas izveidoSanas. Raksta mérkis ir aplukot lidzsingjo Otras atmodas jédziena lie-
tojumu un taja ietverto saturu un noteikt Raina (1865-1929) lomu Otras atmodas
procesos.

Irizvirzita hipotéze, ka Otras atmodas jédziens ir veidots Dziesmotas revoldci-
jas jeb TreSas atmodas (1986-1991) gados Latvija, lai tolaik notiekoSo atbrivosanos
no PSRS okupacijas varas saistitu ar tiem vésturiski nozimigajiem procesiem, kas
19. gadsimta 50.—-60. gados radija visaptverosu latviesu tautas emancipaciju ar pie-
augosu pasapzinu un kas Pirma pasaules kara gados un Brivibas cinas vainagojas ar
neatkarigu Latvijas valsti. No sada véstures skatijuma Otra atmoda ir nepieciesams
fenomens, pie kura atgriezamies 20. gadsimta nogalé, kad notika to personu, notiku-
mu, artefaktu, gramatu utt. atgriesanas tautas "lietojuma”, no kura Sis mantojums
tika izslegts okupacijas gados. Tomér, neraugoties uz plasu un detalizétu pievéersa-
nos Otras atmodas laikmetam, tas reti tiek uztverts ka vienots laikmets ar centra-
lam laikmetu virzoSam personam, cauraudosiem notikumiem un idejam. Aplikojot
zinatnisko literataru, jakonstate, ka lidzas plasi lietotajiem Pirmas atmodas jeb tau-
tiska laikmeta un saméra plasi lietotajam TreSas atmodas jédzienam vardkop-
termins "Otra atmoda” zinatniskaja literatdra lietots reti. Otra atmoda Iidz Sim vairak
ir publicistika lietots jédziens, parasti saikné ar Pirmo vai Treso atmodu, ta uzsverot
vesturisko pectecibu un notikumu svarigumu.

Tapat raksta tiks vertéta Raina dévésana par Otras atmodas galveno virzoSo
spéku, balstoties uz vina iesaistes veidu un dalibu. Isi tiks raksturota Raina saikne
ar Otras atmodas nozimigakajiem procesiem un idejam, detalizetak izvérsot to
procesu un ideju aprakstus, kas atrodas ciesaka saikné ar Raina sabiedrisko darbibu.
Ir hipoteze, ka Raina lielums un speks ir literaraja darbiba, kas te ipasi netiks aplukota,
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jo tai veltits ieverojams skaits petijumu, bet Raina sabiedriska darbiba, lai ari nozi-
miga un ieverojama, tiesi un izskirosi neietekmeéja gandriz nevienu no zimigajiem
Otras atmodas procesiem.

Ta ka Otrajai atmodai I1dz Sim nav veltiti reprezentativi un plasi zinatniski péti-
jumi vésture vai citas radniecigas zinatnu disciplinas, tad raksta avotu bazi veido
tieSsaistes datubazes periodika.lv atlasito materialu kopa, balstoties uz tadiem mek-
IéSanas vardiem ka Otra atmoda, Tresa atmoda, Rainis un atmoda, Rainis un strél-
nieki u. c. Atlasitaja materiala jeb avotu kopa Otra atmoda Iidz Dziesmotas revoltci-
jas jeb Tresas atmodas gadiem ir salidzinosi maz lietots jédziens. Velakajos gados 5o
jédzienu ierasti lieto ka aksiomu, it ka atsaucoties uz kaut ko visparzinamu un skaid-
ri saprotamu, kas realitaté gan ta nav — jédziens ir diskursivs un reti lietots arpus
publicistikas, 1siem preses rakstiem, ar nekonkrétu un visparigu atsauci uz kadu it ka
vienojoSu procesu, kas novedis lidz neatkarigai Latvijas Republikai un tas aizsta-
veésanai Latvijas Brivibas cinas. Publicistika parasti uz to norada ka faktu, kas ir pie-
radits jeb eksisté, bet ta tas nav. Tas ir tikai pienemums, kas prasa padzilinatus
pétijumus, bet I1dz Sim Otra atmoda nav bijusi zinatniskas izpétes loka, lai ari uz to
atsaucas un jedziena saturs, skiet, ir saprotams.

Kaavots lietotas un tuvak apltkotas Raina véstules, kas rakstitas trimda Sveicé
Pirma pasaules kara gados un kas atklaj Raina uzskatus par latviesu tautas na-
kotnes perspektivam, latviesu strélnieku lomu, Vacijas imperialisma kolonialajiem
planiem Kurzemé utt. Tapat raksta izmantotas atminas, dienasgramatas, arhivu
materiali un dokumentu krajumi. Nozimigi ir bijusi Saulcerites Vieses (1932-2004),
Vitas Matisas, Gundegas Grinumas petijumi, kur autores pieversusas Raina dzives
un darbibas Sveices posmam.

Raksta lietota biografiska pieeja, kas ir tendéta vertét personas lomu vésturis-
kajos procesos, diskursa analize, kas raugas uz vesturi ka pastarpinatu, reprezentétu
realitati, un kritiska interpretacija, analizéjot un vértejot informaciju.

Pirma atmoda, Tresa atmoda,

bet vai bija ari Otra atmoda? Un Rainis? Latviesu valoda vards
"atmoda” apzimé procesus daba un sabiedrib3, kas izbeidz sastinguma un miera
stavokli (Kalnina b. g.). Drosi vien atmodu var uztvert ari ka garigas atmodas un
religiskas atklasmes vai pieredzes jédzienu. Sabiedribai (arf tautai, nacijai, valstij) tas
ir spilgts uzplaukuma laikmets, kas maina ieprieks&jos “miera stavokla” nosaciju-
mus, izvirza jaunas personas un socialas grupas modernaku uzskatu un ideju pausa-
nai, izvérsanai, pamatosanai un popularizéSanai. Parasti tas izraisa tas sabiedribas
dalas, kas velas saglabat esoSo "miera stavokli”, asu pretreakciju. Pamosanos no
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uzvaretas, nomaktas un pazemotas tautas “miera stavokla” uz jaunu dzivi, atdzim-
stosu tautu, pétot jaunlatviesu darbibu un tautiskas kustibas laikmetu 19. gadsimta
50.—80. gados, pirmais par latviesu nacionalo atmodu to nosauca zurnalists un pub-
licists Ernests Blanks (1894-1972; Blanks 1927: 3). Vins runa par nacionaly, socialu
un pilsonisku atmosanos, kad veidojas latvieSu sabiedriba ar daudziem moderniem
atribttiem, ka latvieSu presi, moderno rakstniecibu, dazadam biedribam, koriem u. c.,
no baznicas atdalitu un valsts parvaldé nodotu izglitibas sistému 19. gadsimta
70. gados (skolotaju emancipacija), pagastu parvaldi u. tml. (Blanks 1927: 3-4). Par
Valdemaru (1825-1891) un tauta tolaik arkartigi popularo Ati Kronvaldu (1837-1875),
kas bija plasi zinams ar saviem jusmigajiem rakstiem laikraksta "Baltijas \/éstnesis”
par skolam, latvieSu valodas kopsanu, tautasdziesmam un brosaru “Tautiskie cen-
tieni” (vacu valoda; Kronwald 1872). Valdemara uzskati un darbiba veicinaja sabied-
ribas saimnieciskas intereses, kapitala uzkrasanu un socialo atmodu, bet Kronvalds
taujaja péec latviskas skolas un vél nedrosi — péc latviskas kultdras (Blanks 1921).
Blankam Pirma atmoda ir pamats vélakajiem kopigajiem latvieSu tautas sasniegu-
miem, kas vainagojas ar neatkarigas Latvijas valsts izveidoSanu un nosargasanu
Brivibas cinas no 1918. gada 18. novembra lidz 1920. gada 11. augustam (Blanks 1927).
Bez tiem pavedieniem, kas saista abus Sos laikmetus, otrais — neatkariga Latvijas
Republika — nebutu iespéjams. Blanks ir pirmais, kas Krievijas impérijas teritorija
pauda neatkarigas (suverénas) Latvijas ideju 1917. gada vidi Maskavas latviesu
avizes “Dzimtenes Atbalss"” ievadrakstos, uzsverot — "kur beidzas Krievija, tur sakas
Latvija" (tuvak par to sk.: Alberts 2008: 47-60). Blanks skaidri nenoskir un neruna
par Otro atmodu. Vins apliko kadu garaku procesu no 1855. lidz 1920. gadam, kura
bija uzplaukuma (atmodas) un pagrimuma brizi, bet kas latvieSu tautu no anonimas
un apspiestas zemnieku kartas "miera stavok|a” 19. gadsimta vidu novedis lidz
suverenitatei Brivibas cinu nosléguma, lidz valstij, iespéjai lietot un attistit savu
politiku, valodu, kultdru, izglitibas sistemu u. tml. (Blanks 1970). Jaatzime, ka publiski
un anonimi ideju par suverénu Latviju Zurnala "Proletarietis” jau 1903. gada pirmais
bija paudis jurists, Jaunas stravas dalibnieks, politikis un diplomats Mikelis Valters
(1874-1968; Drégeris 2020).

Kops 20. gadsimta 20. gadiem Blanka ieviestais jédziens “atmoda” stabili sa-
saistijas ar jaunlatviesu darbibu un tautiskas atmodas laikmetu 19. gadsimta otraja
pusé. JaunlatvieSiem un tautiskas atmodas laikmetam ir pievérsusies dazadu nozaru
un disciplinu pétnieki, un publicétie materiali interesentiem ir viegli pieejami. Ir izna-
kusi gan avotu krajumi par tautas atmodas laikmetu (sk., pieméram, Tentelis 1939;
Zelte 1997-2007), gan plasaki apcergjumi par ievérojamakajiem jaunlatviesiem
(Jansons 1939). Par Otro atmodu 20. gadsimta 20.—-30. gados netiek runats. Vien pa
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retam un pastarpinati ir sastopams atmodas jedziena lietojums, kas provizoriski
varétu bat saistams ar Otras atmodas laikmetu. Ta Zurnalists un literats Ernests
Arnis (istaja varda Runcis, 1888-1943) rakstijis par vairakiem nozimigiem latviesu
politiskas atmodas darbiniekiem, ka Mikeli Valteru, Ernestu Rolavu (1874-1907),
Jani Akurateru (1876-1937), Apsesdeélu (istaja varda Augusts Apsitis, 1880-1932;
Arnis 1934). Tomér So darbu var uzskatit par hronologiski paplasinatu Otras atmo-
das laikmeta un personu raksturojumu, kas ietver 1905. gada notikumus. Ideja par
1905. gada revoltciju ka Otras atmodas sakumu sastopama ari turpmak. Rakstnieks
Miervaldis Birze (istajavarda Bérzins, 1921-2000) savas dienasgramatas 1989. gada
1. decembra ieraksta Pavila Rozisa (1889-1937) romanu “Valmieras puikas” (1936)
raksturo ka tik latvisku, ka to tulkot, lai saprastu citas tautas, nav iespéjams, un ka
latvieSu Otras tautas atmodas 1905. gada romanu (Birze 1990: 12). Vél lielakam
intereses trikumam Otra atmoda lidz ar visu, kas veda Iidz neatkarigai Latvijas
Republikai, tika paklauta Latvijas PSR okupacijas laika. Tomér i perioda beigas
Dziesmotas revolucijas ietvara paradijas interese par Otro atmodu jeb, precizak —
par so ieprieks padomju cenziras noliegto laikmetu, ko labakaja gadijuma Iidz tam
attéloja karikeéti, nicinosi un selektivi. Tad sporadiski ieziméjas lakoniski méginajumi
starp visparatzito Pirmo atmodu jeb tautiskas atmodas laikmetu un TreSo atmody,
kuras liecinieki tobrid bijam, rast vietu ari Otrajai atmodai.

Tresas atmodas spilgtaka izpausme ir Baltijas tautu manifestacija un dziesma
ka nevardarbigas pretosanas veids, tadel parasti ta saukta par Dziesmoto revoluciju.
Dziesmota revolUcija ir poétisks apzimejums procesam, kura laika 1986.-1991. gada
tika atjaunota Baltijas valstu — Igaunijas, Latvijas un Lietuvas — neatkariba
(Smidchens 2024). Latvija $o periodu ir ierasts saukt ar par Tre$o atmodu. Sis atmo-
das politike Sandra Kalniete ir aicinajusi nepazaudét polifonisku skatijumu, domajot
par 5o parmainu laiku:

Rakstiet, nedomajiet par izteiksmes neveiklibu! Tapat ka to darijusi tie tikstosi
zemnieku, kas atsaucas pirmas Atmodas aicingjumam un uzdevumam vakt tautas
izkliedetas garamantas. K. Barona Dainu skapis ir Satriecoéai lieciba par misu
tautas lidzatbildibu un palém saglabat savu vésturisko atminu. STs ar neveiklu roku
rakstitas lapinas ir paglabusas no iznicibas vertibas, kas ir musdienu latviesu
nacijas pamats. Tas pamats, uz kura éetiskajam normam balstoties més aston-

desmito gadu beigas apvienojamies dziesmotaja revoltcija. Rakstiet, lai vésturei
saglabatu patiesibu par latviesu tautas treSo ATMODU. (Kalniete 2015)

Reize vina ir skaidri vilkusi saikni starp Pirmo un TreSo atmodu, formuléjot lidzigu
tautas lomu — piedalities personisko pieredzes stastu rakstisana par Tresas atmo-
das notikumiem, personam, pieredzéjumu.

1992. gada akadémikis Janis Stradins (1933-2019) izdeva gramatu “Tresa at-
moda", taja apkopojot 1988. gada runas un rakstus (pievienotas ari vairakas runas
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no diviem nakamajiem gadiem, kas saskanojas ar 1988. gada saturu). levada vin
atsaucas uz savu runu “Jadzivo. Jacinas kopa" Rakstnieku savienibas paplasinataja
plénuma, kura, ka vins doma (un atvainojas, ja ta tas nav), pirmais lietojis terminu
"Treda atmoda” (Stradins 1992: 55):
Ir jasaglaba nacijas identitate, pasreiz tacu més esam liecinieki tresajai latviesu
“Tautiskajaiatmodai”, mumsirjaaudzina bérniun mazbérnikultiras un humanisma
izpratné. (Stradin$ 2010: 190-191)

Ar to vins iebilda viedoklim, ka tolaik notiekosSais tiek saukts par Otro atmodu,
proti, ar tautiskas atmodas jédzienu jeb Pirmo atmodu ir saistita tikai jaunlatviesu
darbiba 19. gadsimta 60.-70. gados, bet notikumi, kas spilgti aizsakas 20. gadsimta
80. gadu beigas, ir Otra atmoda. Stradins uzstaj, ka

ari 1915.-1919. gads, latviesu strélnieku pulku organizé3anas, Sveices emigracijas
un Krievijas béglu komitejas darbosanas, Latvijas Republikas proklamésana un
brivibas cinas ietveramas jédziena "otra tautiska atmoda’, jo latvieSu tautas
vairakumam toreiz bija jamostas no nacionalas apatijas un nihilisma, tapec ka celu
lauzasakumaautonomijas, betdriz vien (jau péc 1-1,5 gadiem) Latvijas neatkaribas
ideja (Stradins 1992: 7).

Tatad Stradins latvieSu tautas vésturé saredz vél vienu spilgtu tautiskas atmo-
das laiku, ko piedava uzskatit par Otro atmodu, iepriek$éja citéjuma nosaucot Otras
atmodas "sastavdalas”. Tas tika uztverts, un Latvijas Tautas frontes programma,
kas publicéta 1989. gada 11. septembri, teikts:

Aizvadita gada laika LTF k|uvusi ari par nozimigu latvieSu tautas tresas atmodas
spéku. Pirma atmoda pagajusa gadsimtena otraja pusé latviesus pacéla civilizeto
tautu vida, izveidoja nacionalo inteligenci, politikus un saimnieciskos darbiniekus.
Otras atmodas gaita radas neatkariga demokratiska Latvijas Republika, kas lat-
viesu nacijai nodrosinaja agrak nebijusu uzplaukumu [..]. (Latvijas Tautas frontes
programma 1989: 2)

Var uzskatit, ka jedziens “Tresa atmoda” sabiedriba ieviesas un nostipringjas,
tas plasi lietots publicistika, atminu un memuaru literatdra (Ziemins 2000; Veidemane
2004; lvans, Znoting 2013), tiek izmantots ari pétnieciba (Tauréns 2022: 101-114),
to skaita promocijas darbos (Ardava—Abolina 2015; Procevska 2015), notikusas kon-
ferences (Krisjana Barona konference 2021), iznakusi komentéti avotu krajumi (Jundzis
2013-2015). Viena no redzamakajam Tresas atmodas personibam un Latvijas Tautas
frontes vaditajs Dainis Ivans, atskatoties un interpretéjot notikuso un domajot par
nakotni, izteicis formulu: 1) Dziesmu svétki — tiek radita Latvija, 2) Neatkaribas kars —
tiek izcinta valsts, 3) TreSa atmoda — tiek atglta neatkariba (Mikelsone 2021).

Stradins noraida 1905. gada revolucijas ieklausanu Otraja atmoda, jo tautas
noskanas tolaik domingja socialas atbrivosanas moments, bet nacionalajam momen-
tam bija pakartota nozime. Vins atzist Mikela Valtera, Ernesta Rolava, Jana Akuratera,
Karla Skalbes (1879—-1945) u. c. prasibu péc Latvijas autonomijas jau lidz 1913. gadam,
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tomer tikai Pirmais pasaules kars un 1915.-1917. gada latviesu strélnieku cinas tautas
autonomijas un pasnoteiksanas ideju izplatija ieverojama latviesu tautas dala, kur ta
kluva par nacionalu ideju (Stradins 1992: 7, zemsvitras piezime). Acimredzot padomju
ideologijas iespaida, kas 1905. gada revoldciju konstrugja ka socialu procesu, ko vadi-
jusi internacionalisti (Bérzins 2006b: 561), vins atsacijas to ieklaut Otras atmodas
koncepta. Stradinam atmoda ir nevis socialas, bet izteikti nacionalas ievirzes jedziens,
nacionals pacélums (Stradins 1992: 330), tas pauz ripes par tautas un nacijas sakot-
néju ieraudziSanu un konstruésanu, tas velaku valstiskumu un ta atjaunosanas cen-
tienus 20. gadsimta 80. gadu beigas.’ Sis tomér nav viennozimigs jautajums. Par to,
vai 1905. gada revoltcija Latvija ir vairak “nacionala” vai “sociala”, ir daudz spriests
(plagak par So un citiem pretrunigiem un izvértéjoSiem skatijumiem sk. rakstu kra-
juma “1905. gads Latvija: 100. Pétijumu un starptautiskas konferences materiali,
2005. gada 11.-12. janvaris"; Bérzins (red.) 2006). Ta, pieméram, vésturnieks Janis
Berzins raksta, ka lidzas socialajiem un politiskajiem mérkiem, kas latvieSu un Krievijas
revolucionarajiem spékiem bija kopigi, “latviesu tautai ta reize bija ari nacionala atbri-
vosanas cina no krievu carisma un vacu muiznieku apspiestibas (Bérzins 2006a: 10),
“tadejadi jaunlatviesu aizsaktais latvieSu tautas atmodas pirmais posms noslédzas
tiesiar 1905. gada revoltcijas notikumiem” (Bérzins 2006a: 13). Lidzas socialajam un
politiskajam prasibam nacionalu raksturu 1905. gada revollcija ieguva rusifikacijas
konteksta (Stranga 2006: 570). Latviesu politologs un politikis Ivars ljabs ir piedavajis
uz to raudzities ka antikolonialu kustibu (ljabs 2023: 22). Turklat “revoldcija batiski
aktivizgja latvieSu “politisko iztéli” — jaunas brivibas atmosféra tapa jaunas, radika-
las idejas, partijas un projekti. Vienlaikus revoldcijas laiks sniedza latvieSiem ari pirmo
politiskas pasorganizacijas pieredzi — tam par ilustraciju kalpo tautskolotaju un pa-
gastu delegatu kongresi” (turpat). Un ST jau ir “politiskas atmodas” programma, kas
pamatoti liek raudzities uz 1905. gada revoluciju Latvija ka Otras atmodas sakumu.
Laiari 1905. gada nebija prasita suveréna Latvija, Si revolucija noteikti ir cela sagata-
votaja tai Latvijas Republikai, kas tika nodibinata 13 gadus velak. 1917. gada pavasari
Janis Akuraters, rakstot savu revolicijas laika (1905-1908) atminu gramatu, uzsvera,
ka 1905. gada revollcija

bija vairak atmoda ka revolucija. Tauta ievilka elpu savas gadsimtu nospiestas
kratis. Un Sis elpas vilciens parskréja par visu Krieviju. Tauta sajuta sevi pirmoreiz
apzinigi ka dzivu kopotu organismu un saprata ari savas tiesibas.

Lietuvens, kas gadsimtiem ilgi audzis un barojies no tautas kermena, no jauna
parspéja lielo atmodu un uzgtlas atkal uz musu laukiem, mdsu darba un kultdras.
Bet sapni vairs nevargja izdzest. Tas dzivoja, izauga un ka ledus palos nogruda
verdzibu no sevis (Akuraters 1924: 6).

1 Atmodai vins nepieskaita ari 1956.-1959. gada "atkusni”, kas skara vien daléji sabiedribas
valdo$o dalu (Stradins 1992: 7, zemsvitras piezime).
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Akurateram 1905. gada revoldcija Latvija ir "kermenisks”, “fiziologisks”
notikums, vins to attélo ka tautas pamosanos no gadsimtu miega un patstavigas
elposanas saksanu, kad tauta sevi sajuta ka vienotu kermeni, vins runa par ienaid-
nieka augSanu un barosanos no “"tautas kermena”, par tautas kopigajiem sapniem
un tiesibam, paliem (dabas varenibas izpausme) un verdzibas nogri$anu no sava
kermena.

1988. gada Janis Stradins ne tikai tolaik notiekoSo nosauca par TreSo atmodu un
izvirzija Otras atmodas jédzienu, Tsi ieskicgjot ta galvenos komponentus, bet ari
Raini pasludingja par Otras atmodas nozimigako personu. Gramatas “Tresa atmoda”
25. lappuse ir publicéts Raina portrets ar parakstu — "Rainis (1865-1929), dizais lat-
viesu dzejnieks un domatajs, viens no “otras atmodas” galvenajiem rosinatajiem”
(Stradins 1992: 25). Ari citviet Stradins ir noradijis uz Raina lomu, pieméram, rakstot,
ka nacionalais pacélums Pirma pasaules kara gados un Februara un Oktobra revolt-
cijas laika ir Raina iezimeti (turpat: 62), un “musu Brivibas pieminekli vainago tris
zvaigznes, kas sakotnégji simboliz&ja musu ilgi skirto treju vésturisko novadu — Vidze-
mes, Kurzemes un Latgales vienotibu. Sodien més varam &is zvaigznes tulkot ari
citadi: ka trejus latvju nacionalas atmodas lokus — Ausekla atmodu, Raina atmodu un
misu tagadéjo atmodu” (turpat: 71). Jateic, ka Stradins Sis tézes nav pamatojis un art
plasak nav izteicies. Nojausams, ka visa Raina darbiba kopuma tiek uztverta ka tada,
kas ir batiski iespaidojusi Otras atmodas nacionalo raksturu.

Lidzas Rainim, kas nodévéts par vienu no galvenajiem Otras atmodas rosinata-
jiem, par otru nozimigako tiek uzskatits politikis Karlis UImanis (1877-1942):

Ulmanis bija latviesu tautas otras atmodas izcilakais politikis. Apvienodams sevi

K. Valdemara pragmatisko pratu un Kronvaldu Ata karsto nacionalismu, Ulmanis
turpingja jaunlatviesSu iesakto. (Turpat: 81)

Jaatzist, ka Stradina apgalvojumi par Raini un Ulmani ir publicistiska rakstura
apgalvojumi, neizveérsti, lakoniski, Rainis bieZi tiek saukts par géniju, kura "dizenumu
ir atzinusi visi tautas slani, visas varas, visi laiki” (turpat: 82). Ja, Rainis ir dergjis
visiem, varbut tapéc, ka ir gan dizs, gan ari arkartigi pretrunigs, mainigs, bet vai Rainis
ir Otras atmodas rosinatajs? Jateic, ka stideja ir palikusi neieverota un nepétita. VVien
dazi lakoniski vértéjumi. Ta, pieméram, rakstot par Raini un Aspaziju (1865-1943),
saikni ar atmodam ir ievérojis un uzvéris dzejnieks Imants Auzins (1937-2013):

Abidzejniekisanéma pirmas nacionalas atmodas mantojumu pagajusaja gadsimta,
nesa to talak cauri revolicijam un brivibas cinam, piepildot otro atmodu, kuras

kulminacija bija neatkarigas demokratiskas Latvijas Republikas nodibinasana
1918. gada. (Auzins 1990: 4)

Ka tiesi vini piepildija Otro atmodu, paliek neatklats!
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Kopa savelkot, irjajauta — kas Raina dzivé un darbos ir tas, kas vinu Jautu uzska-
tit par Otras atmodas rosinataju, darbinieku, nozimigu personu? 1928. gada rakst-
niece Zenta Maurina (1897-1978) pauz:

Pirma atmoda radija nemirstigo Lacplésa télu, kas ne tikai simbolizé latvju tautas
spéeku un likteni, bet ari Pumpura laikmetu vispar. Tagad ir nakusi otra, lielaka
atmoda, bet kur ir vinas téls? Dzive un vesturé redzam varonus, bet jaunaka
literatdra tadu nav. [.] Tapat ka liela stila varonu, nav mums ari dzives veidotaju, ir
tikai dzives dzivotaji un dzives sapnotaji. Savrup stav Raina varoni, tie neietilpst
neviena no minétam trim kategorijam. (Maurina 1928: 631)

Vai Raina darbos vina neatrada mekléeto? Kada kategorija ir ietilpinami Raina
varoni? Rainis ir “iekspuse” vai “arpuse”, kopa vai viens, ar vai savrup?

Vai Rainis ir Otras atmodas
nozimigs darbinieks? 1914. gada 28.jilija sakas Lielais (Pirmais
pasaules) kars, kas ilga [idz 1918. gada 11. novembrim. Rainis un Aspazija $aja laika
dzivoja Sveicé. Pirma pasaules kara hronologija ietilpinamas ari iespé&jamas latviesu
Otras atmodas galvenas norises: 1) karadarbibas izraisita dosanas béglu gaitas
1915. gada (it seviski no Kurzemes un Zemgales), uznémumu un stradnieku evakua-
cija uz Krieviju, kas radija apstak|us dazadu ar beg|u aprupi saistitu organizaciju vei-
dosanai, kas primari rtipejas par béglu iespejam sanemt atbalstu un palidzibu, darba
iespejam, izglitibas nodrosinasanu u. c.; 2) latviesu strélnieku bataljonu (vélak pulku)
organizésana un kaujas pret Vacijas impérijas armiju Latvijas teritorija; 3) sabiedris-
kas un politiskas aktivitates Sveices latvieu emigrantu vidé (“Latvie3u komiteja
Sveicd” u. c.); 4) Latvijas Neatkaribas pasludinasana 1918. gada 18. novembri un
5) Latvijas Neatkaribas kars jeb Brivibas cinas 1919.-1920. gada. Siem notikumiem
raksturiga ilgstamiba (tie turpinas divus lidz Cetrus gadus) un mobilitate (kustiba,
kustigums). Pirmkart, ta ir fiziska kustiba, piespiedu vai brivpratiga dosanas projam
no majam un vietas, kur dzimta dzivojusi vairakas paaudzes, ierastiem darbiem, pie-
nakumiem, vides. Tam iepretim neierasta ainava, svesas tautas, citas religijas, valo-
das, kultdras, tradicijas, neskaidriba par nakotni, dzivibas un veselibas apdraudé-
jums. Tam visam ir jaspéj pielagoties, jaspéj to izprast un ar to sadzivot. Lidz ar to ta
ir gariga kustiba, domasanas atruma maina, atbildiba un spéja pienemt lemumus,
kas nebalstijas ierastaja, nepiecieSamiba darit darbu, ko nedarija iepriekséjas paau-
dzes — vecaki un vecvecaki, tairjauna pieredze, kas vairs nelaus dzivot ka pirms tam.
Tair vardarbiga un traumatiska iepriek$éjas dzives un pasaules kartibas izardisana,
jauni mekl&jumi un sasniegumi, kas izvértas sarezgiti, pretrunigi un asinaini, bet rei-
zé ari veidoja tautu, kas nodibingja un aizsargaja savu valsti.

Ka sajos notikumos iesaistits Rainis? Kurus un vai vispar kadus no tiem vins
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iedvesmojis, izraisijis, vadijis? Vai Rainis, atrodoties trimda Sveicé, jelkadi vargja pa-
[idzéet latviesu bégliem? Vai Rainis bija iesaistits latviesu strélnieku bataljonu dibina-
sana’ Ja, vins to veidoSanu apsveica, juta lidzi, varbut pat uzmingja vinu vésturisko
nozimi, bet ka dibinasana, ta varonigas strelnieku cinas notika bez Raina. Latvijas
Republika 1918. gada 18. novembri tika pasludinata bez Raina klatbutnes. Ka ar
Latvijas Neatkaribas karu jeb Brivibas cinam? Te, protams, vina poeémas “"Daugava”
lielais iespaids un vina ka dzejnieka un dramaturga talanta speks un iedvesmojums:

DalaAnsaGulbjaizdotas gramatas metiena péc Latvijas valdibas noradijuma tika nogadata
tiesi frontes pirmajas linijas — Rigas aizstavju rokas. Un Rainis tika sadzirdets. No pub-
likacijas publikacija Iidz pat Sai dienai parcelo legenda, it ka "Daugava” péc kada varda
nenosaukta militara specialista apgalvojuma izraisot latviesu karaviros spéju cinasspara
pacélumu, esot kluvusi pat par vienu no izskirosajiem faktoriem "baskaju armijas” uzvara
par bermontieSiem. (Grinuma 2017: 860)

Poéma iesakta jau 1915. gada, tas lielaka dala sarakstita 1916. gada julija un
augusta. Darbu pie poémas Rainis turpinaja 1917. gada, kad sanéma zinas par VVacijas
armijas Rigas ienemsanu 1. septembri, ari 1918. un 1919. gada. Poema publicéta
1919. gada septembri —Tsi pirms kaujam pret lielvalstu imperialisma balstito Bermonta
karaspéku. Poémas “Daugava”’ 4000 eksemplarus izpirka divas nedélas, latviesu kara-
viri tolasija, ta aizrava. Ta ir ne tikai Raina reakcija uz dramatiskajiem Pirma pasaules
kara notikumiem (Kalna¢s 2001: 49-61), bet ari Raina lielums un saikne ar iespéjamo

—n

Otro atmodu. V&l bija darbiba “Latvie$u komiteja Sveicé”, prezidenta pienakumus pil-
dot un piedaloties Saja "pirmaja demokratijas” méginajuma (Matisa 2006a: 151-180;
Matisa 2006b: 61-119). Sadi lakoniski parlukojot, Raina loma neskiet liela, katra zina
vins neapvienoja So0s procesus, tie ir savstarpéji neatkarigi, cits citu nomainosi, ar
atskirigam iesaistitajam personam un nozimigakajiem darbiniekiem. Tomér vairakos
no Siem procesiem Raina klatbatne ir batiska, vina novértejums un atbalsts ir bijis
svarigs, vinu tiecas iesaistit, jo vins iemiesoja visu centienu galamerki, pat ja isti ne
Rainis, ne laikabiedri konkréeta laika pladuma to skaidri neapzinajas.

Viens no tadiem laikmeta simboliem ir latvieSu strélnieks. LatvieSu strélnieku
bataljonus Krievijas impérijas armija saka veidot 1915. gada augusta. To sakotnéji
paredzétie uzdevumi bija izlikosana, tulkoSana, saimnieciskais atbalsts, bet pirmas
kaujas ar Vacijas armiju jau 1915. gada oktobri paradija, ka vini ir loti motiveti karaviri,
kas gataviaizstavet tevzemi. 1916. gada marta, julija un seviski Ziemassvéetku un Jan-
vara kaujas (péc jauna kalendara 1917. gada 5.-11. janvaris un 23. janvaris—2. feb-
ruaris) strélnieki, ciesot lielus zaudejumus, apliecinaja savas militaras prasmes un
varonibu. LatvieSu sabiedriba Riga, citviet Latvija, Krievija un arvalstis sekoja lidzi
strélnieku gaitam, vaca ziedojumus un aizvien vairak saka tos uzskatit par "‘madsu
karaviriem”. 1916. gada iznaca tris gramatas, kas saistamas ar latviesu strélnieku
bataljonu izveidoSanu. Viena no tam “Latviesu strélnieku bataljoni” tas sastaditajs
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Ligotnu Jeékabs (istaja varda Jékabs Roze, 1874-1942) ka nozimigu uzskata Raina
reakciju un 81 notikuma vértéjumu, atzimejot, ka jau 1915. gada novembr Rainis no
Sveices ar valsts domniekam Janim Goldmanim (1874-1919) piesUtitu vestuli sveicina
latviesu strélnieku bataljonus (Ligotnu Jeékabs 1916: 123). Odesas latvieSiem raksti-
taja vestulé 1916. gada 30. maija Rainis formulé strélnieku uzdevumu:

Es apsveicu latvieSu bataljonus ka brivas Latvijas sagatavotajus, ka musu tautas
gara patstavibas modinatajus, ka musu slavas paudejus. Aiz bataljoniem lai mit
jauna latvju kultdra visa speka un spozuma! (Ligotnu Jékabs 1916: 123)

Publicistika Sis Raina novelgjums ticis saistits Otro atmodu:

Uz maziem paliekamu vietu latvieSu tautas un pasaules vésturé ienems latviesu
strélnieki, kas, izpildot Raina novélgjumu, atnesa musu tautas Otro atmodu un
radijaiespéjas musu valsts neatkaribas iegtisanai 1918. gada. (Hartmanis 2009: 14)

Strelnieki negaja kauja par Raini vai Latviju, vini gaja pret vacieSiem, bet kaut kur vinu
parlieciba, izglitiba, identitate bija jausams Rainis un Latvija. 1916. gada 6. julija
8. Valmieras latviesu strélnieku pulka strélnieks Karlis Eglitis (1877-1960) sava die-
nasgramata ierakstija:

Pamostas gaiss saules rits. Pat lielgabali apklust, bet kaujas lauks noklats krituso

kareivju kaudzém. Varenais zalais mezs aplauzts un izdarinats. Pat brasie

simtgadigie ozoli nometusi dazu labu kuplu zaru un ari vinu cietais koks saurbts

metala Skembam un lodém. Bet mikstas liepas un vitoli jau puskailiem stumbriem.

Kritusi un lauzti gan cilveki un koki, bet dziviba paliek jo varenaka, jo skaistaka.

Laujiet laiku, un milzu koku stavi atkal zalos un asnus dzis, bet cilveka déli jaunam,

neskaitamam keédem spieZas krituSo vieta. Jo tuvaka nave, jo gavil§josaka dzive, jo

skaidraka apzina par brivibu un uzvaru, jo aizraujosaka, briniskiga cina.

Melnais bruniniek, tu velti gaidi masu ierocus noliekam! Né! "Vel cina nav beigta
un nebeigsies! Tev, Lagples, Spidola paliga ies!”. (Eglitis 1915-1917)

1915. gada 9. decembri Kastanola Rainis raksta vestuli vienam no pirmajiem
latvieSu operdziedatajiem un koncertdziedatajiem Jekabam Karpam (1888—péc 1941),
izsakot apbrinu par vina drosmi brivpratigi iestaties italiesu armija (Karps kara saku-
ma studeja maziku Milana). Rainis vestule pauz, ka jebkuras tautas cina par neatka-
ribu ir sveta un taisna lieta, izsakot ari ceribu, ka latviesi vienigi garigas konkurences
cela izveidos Latvijas autonomiju zem krievu érgla (Rainis 1986: 84). 1916. gada
17. janvara véstulé Karpu, kurs ir izteicis velmi parcelties uz latvieSu strélnieku batal-
joniem, Rainis censas uzmundrinat ar vardiem:

Més, latviesi, esam cietusi 700 gadus, izjuzdami briesmas nepartraukti, més tagad

esam pieradusi, sagatavoti pret vél lielakam briesmam, jaaicinas tévzeme, kultdra,
taisniba. Esiet JUs ists latvietis, kas nozimé to pasu ko varanis. (Rainis 1986: 90)

Tatad Rainis pilniba un viennozimigi atbalstija latvieSu strélnieku bataljonu veidoSa-
nu un saredzeja vinu izcilo lomu “patstavibas modinasana”.
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Pé&c Sveices trimda pavaditajiem 15 gadiem 1920. gada aprili Rainis kopa ar
Aspaziju atgriezas Riga, ko slepeniba atstaja 1905. gada decembrt. “Ta bija svetku diena
visailatviesu tautai un pasam Rainim. Ta neviens latvietis, dzimtené atgriezoties, nav
sagaidits — ne agrak, ne péc tam.” (Kalnins 1999: 68) "Talaja Sveicé dzejnieki kluvusi
par tautas gaisako sapnu simbolu.” (Viese 1990: 150) Maija beigas vins Iidz ar citiem
izciliem latviesu kultaras cilvekiem piedalijas krituso latvieSu strelnieku pieminas
pasakuma pie Silenieku kapiem netalu no Lozmetéjkalna, kas Iidz ar Naves salu ir
strélnieku Golgatas cela simboli. Uzruna klatesosajiem Rainis uzsvera strélnieku pie-
deribu dazadam skiram, kas tomeér nav liedzis viniem vienoties cina péc viena merka.
Tapat vins izteica prieku par Krisjana Barona klatbutni — ta apstiprina jauno véstures
saiti starp tautas gara mantam (un Pirmo atmodu) un strélniekiem, kas no jauna
iedibina tauta vienibu. Silenieku kapos un citur dusoSie latvieSu strélnieki "uzdodot
stavét par brivibu un stiprumu, bet miera un kultdras lidzekliem"” (Rainis 1993: 116).

Rainis atbalstija latvieSu strélnieku bataljonu dibinasanu 1915. gada augusta
(sk. Cielens 2017: 60). Ar to vins ir nacionals. Ar to vins noversas no socialdemokratu
internacionalisma, kas runaja par apspiesto sacelsanos pret apspiedgjiem, nevis par
tautibas un valsts patriotisma principiem (§i|ima 2022: 211). Pirma pasaules kara
saksanas Rainim bija ne tikai vilsanas cilvece, bet tiesak un konkrétak — vilsanas
socialdemokratiskaja internacionalé. Rainim kop$ Jaunas stravas laikiem pamat-
skira — stradnieki un zemnieki — cinas par darba tautu lielo saligumu un Eiropas kultu-
ras naciju vienotibu (Priedite 1989: 276). Tomér, karam sakoties, pamatskira izradijas
nevis internacionalisti, bet gan nacionalisti, kas nostajas savu valstu pusé, un ta vietg,
lai kopigi ar citu valstu stradniekiem cinitos pret kapitalistiem un burzujiem, tie kaujas
lauka nogalina cits citu, aizstavot savu valsti. Rainis jutas vilies taja atbalsta, ko
savam valstim kara izradija socialdemokrati:

Mani visstiprak kéra vacu biedru nodeviba, kaut gan to varéja paredzét; bet
dzejniekam jau péc amata vajag cerét un ticet, un es, to zinadams, tomer biju
cergjis, ka genosi kaut cik pretosies karam; viniem batu krievi un franci sekojusi ar

klaju revoltciju. Vaci tapa par nacionalistiem, un nu mums ari par tadiem jabat So
laiku. (Rainis 1986: 26)

1914. gada 3. augusta véstulé latvieSu veterinararstam, mikrobiologam un
politikim Augustam Kirhensteinam (1872-1963) Rainis secina, ka Eiropas socialde-
mokrati kara jautajuma nostajusies savu valstu pozicijas un ir gatavi aizstavét katrs
savu téviju. Vacu (socialdemokratu) partija kara sakuma neizveélgjas revoltciju, bet
gan brivpratigi kluva nacionalistiska, ar merki vacu stradnieku problémas risinat uz
pak|auto kaiminu tautu rékina (turpat: 8). Ta acim redzami no socialdemokratu starp-
tautiskas kopibas Eiropa nekas nav sanacis, un Rainis retoriski jauta: “..un mums
jaskatas, vai tiesam mums labak zem vacu junkuriem vai krievu Cinavniekiem”
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11. Biruta Skujeniece, 13. Karlis Skalbe, 14. Viktors Eglitis. Eduarda Gaika foto.
Avots: Latvijas Kara muzejs, stikla negativs, 2-51242/3675-FN

Fig. 1. Rainis at the commemoration of the fallen soldiers at the Silenieki cemetery near Lozmetéjkalns,

10. Rainis, 11. Biruta Skujeniece, 13. Karlis Skalbe, 14. Viktors Eglitis. Photo by Eduards Gaikis.
Source: Latvian War Museum, glass negative, 2-51242/3675-FN

(turpat: 8). Rainim vilsanas kara ir Joti konkréta — ta ir vilSanas vacu socialdemokra-
tija, kas nostajas kara pusé. Tas vinam “atraisa rokas” — vins var bat latviesu puse,
Krievijas revollcijas pusé (Silina 2022: 211).

Rainis cergja uz Krievijas uzvaru kara, uz demokratiskas Krievijas izveidosanos,
tad tas sastava bus autonoma Latvija. Vins pauz, ka jacer uz Krievijas revoldcijy,
kas sakaus krievu militarismu, vaju un cietusu jau 1905. gada revolucijas laika.
"Nonakot pilniga vacu baronu jlga, latviesu nacija tdlit ies boja." (turpat: 27)
1915. gada 22. jinija véstulé vésturniekam un emigrantam Sveicé kop$ 1905. gada
revollcijas Janim Krauzem (1863-19387) Rainis norada, ka latvieSos ir jaizsauc pat-
stavigas tautas apzina, "kurai nepieciesama ari patstaviga dzive, garigi un politiski”
(turpat: 48). Socialdemokratijai ir vajadziga briva tauta, savu mérki ta var sasniegt
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tikai caur internacionali, kas pamatojas tautiba, beznacijas lauzu nav (turpat: 48, 74),
“partijai péc mana uzskata vajadzéja but ne vien saimnieciskai un politiskai, bet arT
étiskai un garigai, un filozofiskai” (turpat: 72). 1917. gada 4. aprili Rainis raksta
Krievijas Valsts domes domniekiem Janim Goldmanim un Janim Zalitim (1875-1955),
aicinot tos nekavéjoties pasludinat Latvijas politisko autonomiju, sasaukt latviesu
satversmes sapulci, atbrivot Vidzemi, Latgali un Kurzemi no aréjiem ienaidniekiem,
uzsverot, ka "musu ceriba — demokratiska, federativa krievu republika” (turpat: 189).
Rainis nav viens sava interesé par "lielo” politiku, kuras “centra liekama Latvijas
valstiskas autonomijas prasiba” (Cieléns 2017: 44-45). 1zskirSanas starp Vaciju un
Krieviju tiek uztverta ka izskirsanas par latviesu tautas nakotni.

Viens no sava laika slavenakajiem pacifistiem francu rakstnieks Roméns Rolans
(1866-1944), noradot uz draudosajam pangermanisma un panslavisma briesmam,
eseja "Mazakais no diviem Jaunumiem: pangermanisms, panslavisms” anonimi pub-
licgja Sveicé dzivojosds Annas Rimanes-Keninas (1877-1950) emocionalo latviesu
aizstavibas véstuli. Raksts publicéts Sveices fran¢u avizes "Journal de Geneve"
1914. gada 10. oktobra numura, izraisot plasaku rezonansi vacu, krievu un anglu
presé. Varam pienemt, ka Rainis So rakstu bija lasijis, tapat ka 1915. gada 15. sep-
tembrT turpat publicéto Rolana vienu no svarigakajiem pretkara darbiem eseju “Pari
kaujai” (Au-dessus de la mélée). Sis divas esejas un citi raksti ir tulkoti angliski un
1916. gada izdoti gramata “Above the Battle" Cikaga (Rolland 1916). Par darba nozimi
liecina ta parpublicésana 2011. gada, tadejadi tas turpina iespaidot ari musdienu
domasanu. Abos rakstos aplukoti jautajumi, kas nodarbinaja Raini.

Rolana eseja ir emocionala, krasna, spilgta, patetiska, personiska, bezbailiga,
bet tomér “no fran¢u” pozicijam un atbilde vacu "draugiem”, ta ir saruna starp vacie-
Siemun franctziem, kura izskan ari Eiropas “mazo” tautu balss. Esejaiesakas ar sav-
starpéja naida kritiku, kas parnemis Eiropu. Francuzis Rolans saka, ka jut nepiecie-
samibu saprast savus ienaidniekus vaciesus un vinu iemeslus, iedzilinaties; ja to
nedaris, tad naids k|us par musu pasu lielako ienaidnieku. Kara apstaklos ta ir riskan-
ta stratégija: viegli ieglt savejo nosodijumu, ja centies izprast ienaidnieku. Tomeér
Rolans nebaidas. Vina esejas un domasanas avots ir véstules, ko vins sanem no
visas Eiropas, no visam naidigajam pusém, tas demonstré patriotisku degsmi, savu
notikumu izpratni un to, ka ikkatrs savu ienaidnieku uzskata par barbaru. Ta vaciesiir
dzili sasutusi, ka vini tiek uzskatiti par Liela kara aizsacgjiem, ka viniem tiek piedévéta
kara izraisisana, parkapjot Belgijas neitralitati, un vispar — vini nevis nopostija, bet
izglaba Lévenas biblioteku. Rolans ar So eseju tiecas atbildét uz jautajumu, ko véstu-
lés vinam ir uzdevusi vaciesi, — kapec Francija ir noslégusi vienosanos ar Krieviju?
Rolana atbilde ir neskaidra un tendencioza. Vin5 neko daudz nezina par milzigo un no-
slepumaino Krieviju, bet draugi socialisti liek vinam domat, ka ta ir toposa sabiedriba
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un, parvarot cara patvaldibu, ta bus briniskiga zeme. Vins ir netaisns pret vaciesiem,
apgalvojot, ka péc Ludviga van Béthovena, Gotfrida Leibnica, Johana Volfganga fon
Getes, Fridriha Nices pédejas desmitgadés vini neko nav devusi Eiropas un pasaules
kultdrai. Salidzinajuma ar vaciesu nespéju krievi ir radijusi Levu Tolstoju un Fjodoru
Dostojevski, kas nav baidijusies kritizét carismu. Rolans nostajas jaunas (socialis-
tiskas) Krievijas pusé, kas vél ir nakotnes projekts, un $ada konteksta vins ieklauj
Rumanes-Keninas vestuli. STvéstule, neraugoties uz abu pusu despotismu, sauc péc
palidzibas pret Vacijas imperialismu, raugot atrast nakotni demokratiska Krievija.
Viina izvelas Krieviju, pat neraugoties uz tas despotismu, un tas burtiski ir tads ka
arguments 5aja neklatienes saruna ar vaciesu “draugiem”, redz, vaciesi un Prusi-
jasimperialisms ir vél sliktaks. Nosleguma rindkopa, kas sasumme un ieklauj ari
Rdmanes-Keninas vestuli, ieraugama centrala doma — ir pienacis laiks Eiropas sno-
biskajam lielvaram (tolaik liela daja no tam ir impérijas) ieklausities to tautu balsis,
kas ir to ietekmétas vai vélas tas pak|aut. Rolans necer ne uz prusiska, ne cariska
imperialisma sapratu, vins cer uz "jaunas Krievijas” sapratu. Ta ir ari Raina pozicija.

Nozimigs méginajums vérsties pret Vacijas imperialistiskajiem planiem Baltija,
kas Rietumos plasi tika popularizéti, bija "Latviesu komitejas Sveicé” (turpmak — LKS)
aptuveni gadu ilgusT darbiba (1915-1916). LKS galvenais mérkis:

Aizstavet Se latviesu tautu ka patstavigu tautu ar savu valodu un kultdru un savu
teritoriju — Latviju — pretiuzmacigajam uzskatam, it ka tur batu tikai vacu province
un vacu kultdra. (Rainis 1917: 1)

Kaut arT komitejai neizdevas apvienot visus dazado latvieSu politisko uzskatu
parstavjus, ta tomer bija konkrétas idejas viens no izpaudumiem. Tas darbibas laika
un péc tam tas paustajam idejam izdevas piesaistit vairakus Rietumu kultdras un
zinatnes darbiniekus, kuru autoritate bija nozimiga latviesu stavokla pareizai skaid-
rosanai Rietumu politikiem un sabiedribai. Tas nebija maz, nemot véra pret latviesiem
vérstas vacu meligas propagandas milzigos apmerus. Praktiska darbiba Rainim ta
bija iespéja pacelties pari socialdemokratijas partejiskajiem principiem un k|ut par
tiesam vienojosu nacionalu figru, tomer tas neizdevas, k|ustot par smagu triecienu,
"kas vinu ka miesigi, ta garigi izsit no sliedem uz ilgu laiku” (Grinuma 2017: 773). Driz
péc komitejas darbibas izbeigsanas Rainis pats prese atzist, ka viens no neveiksmes
iemesliem ir socialdemokratu un pilsonisko partiju savstarpéja nespéja vienoties
kopiga mérka varda (Rainis 1917: 1).

1915. gada beigas Rainis negribigi, bet tomér kluva par LKS prezidentu, biitiba
visu aktivo ricibu uzticot komitejas sekretarei Austrai Krauzei-Ozolinai (1890-1941):

Latviesu emigrantu sabiedribai Sveicé bija gluzi skaidrs, ka tikai Rainim ir moralas
tiesibas vadit LKS, ka tikai vina vadiba komitejai ir ceribas darboties efektivi.
(Matisa 2006a: 153)
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LKS darbiba detalizéta aplikota latvieSu politologes Vitas Matisas un literatiirzinat-
nieces Gundegas Grinumas pétijumos (Matisa 2006a: 153; Grinuma 2017: 769-776 un
citviet), tapéec sikak Sis komitejas darbibai, kas ilga vienu gadu, nepievérsisos. §ajé
raksta vélos jautat — kads bija LKS iespaids uz latviesu Otro atmodu un ieguldijums
taja? Savstarpéjas kildas un partejiskas nesaskanas nelava realizét daudzas iece-
res, pieméram, netika sagatavoti un publicéti plasaki latvieSu véstures apcergjumi
sveSvalodas, kas stastitu par "masu vésturi no masu pozicijam”. Atseviski raksti, ko
LKS izdevas publicét, neizraisija plagaku starptautisku rezonansi un nepievérsa uz-
manibu latviesu (plasak — Eiropas mazo tautu) jautajumam. Tomer ari tas nav maz-
svarigi, jo bija nozimigs sabiedrisks starppartiju sadarbibas méginajums un vairaku
aktivi iesaistito cilveku (Anna Rimane-Kenina, Austra Krauze-Ozolina, Félikss
Cieléns u. c.) personiskas izaugsmes un pirma parlamentara tipa politiskas darbi-
bas pieredze, nespéjot gan parvarét personisko nepatiku. Ari Rainim. LKS darbibas
izbeigsanos vins izjuta ka atvieglojumu:

Tagad ari es varésu skaitities par atsvabinatu no pienakuma, kurs mani turéja un

nelaida pie manadarbavairak neka gadu; varésu brivi uzelpot, cik Jaus vél veseliba —

stradat mana pasa veida prieks lieliem latviesu jautajumiem un piegriezties atkal

literatdrai. (Rainis 1917: 1)

Tomer, neraugoties uz Sis pieredzes neveiksmigo raksturu, tas Rainim netrau-

Céja iesaistities politiskaja darbiba, atgriezoties Latvija 1920. gada, lai gan “piedali-
sanas politika sagadaja Rainim nepatiksanas un pat cieSanas” (Cielens 2017: 98).
Raugoties no sabiedriskas un politiskas darbibas pieredzes uzkrasanas viedokla,
LKS darbibas gads ir nozimigs solis, ta ir ta pati izaugsme, ko latviesi veica citviet —
organizejot bég|u palidzibas organizacijas vai strélnieku bataljonus. Visos sajos pro-
cesos klatir kaut kada papildu pievienota veértiba, kustiba, darbiba, merktieciba, jau-
nas zinasanas, kas nodrosina visai straujas izmainas un Jauj gan atseviskiem
cilvékiem, gan plasakam socialam grupam sasniegt ieprieks negaiditus un neplano-
tus rezultatus.

Nobeigums Jasecina, ka Otra atmoda ir pétnieciba reti lietots jédziens,
kas veidots Dziesmotas revolucijas jeb Tresas atmodas konteksta 20. gadsimta
80. gadu beigas. Ar to tolaik un velak pamata publicistika tiecas aptvert vairakus no-
Zimigus procesus no 1915. lidz 1920. gadam, kas noslédzas ar Latvijas Republikas
proklamesanu un aizstavésanu Latvijas Neatkaribas kara jeb Brivibas cinas. Par
Otras atmodas nozimigakajiem komponentiem tiek uzskatita Pirma pasaules kara
izraisita latviesu dosanas béglu gaitas uz citiem Latvijas novadiem vai lekskrieviju,
strélnieku bataljonu organizésana un kaujas pret Vacijas armiju Rigas pievartg,
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latviesu emigrantu sabiedriska darbiba Sveicg, cendoties aizstavét latviedu tiesibas
uz savu zemi iepretim Vacijas kolonialajiem planiem un piesaistot citu lielo Rietumu
valstu uzmanibu Eiropas mazo tautu jautajumiem, Latvijas Republikas proklamé-
Sanaun brunota aizstavésana. Tomer minétie procesi neveido kadu vienotu sistemu,
ko virzitu vienotas idejas un personas. Notikumiem gan raksturiga mobilitate, jo cil-
veki piespiedu karta vai brivpratigi devas prom no ierastas vides, darbiem, mainijas
cilvéku attiecibas, varas un ideologijas. Latviesu tauta dazos gados ne tikai zaudgéja
milzigus resursus, bet ari ieguva jaunas zinasanas, prasmes, pieredzi un identitati.
Ka atzime Rumane-Kenina, domajot par Latvijas suverenitates ideju un ierodoties
Liepaja 1919. gada pavasari Latvijas Republikai izskirosa bridt:
Sesus gadus biju bijuse prom no Latvijas. Bet Latvijas ideja bij pa to starpu spéji

auguse un brieduse caur tautas neaprakstamam ciesanam, caur latvju jaunek|u un
viru neizmérojamo varonibu. (Rimane-Kenina 1926: 12)

Par Otras atmodas vienu no centralajam figiram ir piedavats uzskatit dzejnieku
un dramaturgu Raini. Seviski izteikti tas ir domingjis akadémika Stradina runas un
rakstos 20. gadsimta 80. gadu beigas. Rainis vinam ir sava veida kompromisa figtra,
kas spéj ne tikai apvienot Otras atmodas notikumus un procesus, bet arT pretrunas
un pretrunigumu Tresas atmodas pirmajos gados, seviski domajot par latviesu un
citu tautu attiecibam Latvija. Rakstu sagatavojot, secinats, ka Raina tieSa un nozimi-
ga iesaiste ir konstatéjama vien atseviskos gadijumos un ka vina darbiba nav izski-
rusi laikmeta norises. Svariga ir bijusi pati Raina klatbutne, interese, atbalsts, mudi-
najums. Visspilgtak tas atklajas Raina izteiktaja atbalsta latvieSu strélnieku
bataljonu organizésana un izprotot vinu veésturisko lomu latvieSu tautas pasta-
vesana nakotne. Kopuma jasecina, ka Raina nozime Otras atmodas konteksta ir
mekléjama nevis sabiedriskajos centienos, bet dzejnieka un dramaturga lieluma,
literaraja darbiba, tekstos, ko tauta lasija un uztvéra ka pravietiskus un iedvesmojo-
Sus. Jaunas stravas laiks, 1905. gada notikumi un Sveices trimda kopuma, ne tikai
Pirma pasaules kara gadi, radija to “simbolisko” Raini, kas Riga tika sagaidits
1920. gada 10. aprilt.

Kopumajasecina, ka jédziens “Otra atmoda” ir retiizmantots, to varétu lietot ka
visparigu laikmeta apziméejumu, bet diez vai to var uzskatit par monolitu procesu, ko
tas parklatu. Drizak ir jaruna par daudziem notikumiem, personam, kas dzivoja un
darbojas 5aja laikmeta, par spilgtu uzplaukumu, kas rosingja jaunas idejas un centienus
vérsusies dzilai un vispusigai st Latvijas véstures perioda pétisanai un aprakstisanai,
nemekléjot kadu cauraudosu un vienojosu vadmotivu. Otras atmodas jédziena ievie-
gana lidz $im nav radijusi papildu vértibu zinatniskaja izpété. So konceptu var lietot
ka poétisku laikmeta apziméjumu vai atsauci uz latviesu tautas vésturé nacionali
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nozimigiem periodiem, kad tika sasniegti butiski rezultati tautsaimnieciba, ka ari
valodas, literattras, makslas, pasapzinas u. tml. jomas. Otras atmodas gadijuma
gan tas batu mehanisks apvienojums.
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Summarv The main aim of this article is to analyze the poem “The Hymn
to the Leader”(1936) by the Latvian poetess Aspazija, which praises the Latvian
authoritarian leader Karlis Ulmanis and was written in honor of the second Harvest
Festival in Rézekne on September 13, 1936. This text is studied in the context of
other similar works by Aspazija (especially the poetry collection The Scattered Roses).
The above-mentioned Harvest Festival is examined, at the micro-level of cultural
analysis, by applying the framework of a performative turn. Each power scenario is
based on political mythology. Palitical mythology inherits from ancient religious
mythology the story of creation as a rapid process thatrejects development, favoring
miraculous creation ex nihilo and a conflict that shapes the logic of societal history.

Aspazija's works celebrating authoritarianism, especially “The Hymn to the Leader”,
can beattributed tothe genre of festive ode in the manner of the 17th-century European
Baroque literary tradition. This genre was reborn during the 20th century interwar
period in the public communication of non-democratic regimes, applying the allegorical
topoi of the absolutism period. Aspazija’s texts depict the authoritarian leader as a
symbolic force capable of radically changing the current political situation. Aspazija's
poetic lexicon contains elements of archaic mythology, whereby the category of time is
expressed as a miraculous and rapid accomplishment of the Leader's will. Ulmanis's
image was also endowed with sacred traits by borrowing religious motifs from the Bible.

Kopsavilkums St raksta galvenais mérkis ir analizét latvieu dzejnieces
Aspazijas dzejoli “"Himna vadonim” (1936), kas slavina 20. gs. 30. gadu Latvijas
autoritaro lideri Karli Ulmani un ir tapis par godu otrajiem Plaujas svetkiem Rézekne
1936. gada 13. septembri. Sis teksts pétits konteksta ar citiem lidzigiem Aspazijas
darbiem (it Tpasi krajumu "Kaisitas rozes"). Minétie Plaujas svétki kultdranalizes
mikroliment tiek apltkoti, piemérojot t.s. performativa pagrieziena ietvaru. Katrs
varas scenarijs ir balstits politiska mitologija. Politiska mitologija no senas religiskas
mitologijas ir mantojusi stastu par radisanu ka atru procesu, kas noraida attistibu un
dod prieksroku brinumainai radisanai ex nihilo un konfliktam, kas veido sabiedribas
véstures logiku.

Autoritarismu slavinoSie Aspazijas darbi, it ipasi minéta “Himna vadonim”, péc
anra atbilst svétku odai 17. gs. Eiropas baroka literaro tradiciju manieré. Sads odas
Zanrs starpkaru perioda atdzima Eiropas nedemokratisko rezimu publiskaja komuni-
kacija, izmantojot absolGtisma laikmeta alegoriskos toposus. Aspazijas dzeja autori-
taro vadoni attéloja ka simbolisku spéku, kas spéj radikali mainit esoSo politisko
stavokli. Aspazijas poétiskaja leksika izmantoti arhaiskas mitologijas elementi, kur
laika kategorija tiek izteikta ka brinumaini atra Vadona gribas piepildisanas. Uimana
télam sakralus vaibstus pieskira ari no Bibeles parnemti religiski motivi.
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Introduction Aspazija (Johanna Emilija Lizete Rozenberga, 1865-1943)
is one of the key Latvian intellectuals of the first half of the 20th century. She also
represents various developmental phases of the female history of Latvian literature
in the period prior to World War | and after the establishment of the independent
state of Latviain 1918. Aspazija’s legacy of poetic and dramatic works, in which she
has at different stages articulated the themes and poetic forms of European
symbalism, illustrates the history of Latvian literatureinits close interconnectedness
with global literary developments across European urban political space before and
after World War I. Her contribution to the development of female engagement in the
political processes in Latvia, especially in the Social Democratic agenda on education
and social security of women in the 1920s is another important field of research. As
the historian Ineta Lipsa has recently indicated in her detailed analysis of the topic,
Latvian women of that time made extensive use of their constitutional rights to vote
and to be elected into Saeima (the parliament) of the newly established democratic
Republic of Latvia (LipSa 2023: 93-94). This democratic republic existed until the
coup d'état of May 15, 1934 when the parliament was dissolved, media and cultural
politics were submitted to censorship, and a cult of the new Leader was established
and extensively promoted in the public space by various state institutions.

Another, much less developed area of research is female poetry (and particularly
Aspazija's poetic works) during the authoritarian period of Latvian statehood. This
period lasted until the first phase of Soviet occupation which started on June 17,
1940, when the government of the dictator Karlis Ulmanis, following an ultimatum,
was de facto disabled and Stalin’s government began to establish a pro-Soviet
political and economic culture in Latvia.

In order to promote the research of the above-mentioned topic, this article will
analyze selected Aspazija's works that glorify Ulmanis, the authoritarian leader and
self-imposed head of the state during 1934-1940. As the key text of the analysis, we
have chosen a festive ode to Ulmanis written on the occasion of the second Harvest
Festival that took place in the city of Rézekne in Latgale on September 13, 1936 .

This study is framed by a wider context of similar other works by Aspazija
and other authors who supplied the new ideology with literary texts for public
performances. There is a number of poems and statements made in interviews or
elsewherein the public space that attest to Aspazija's involvementin the glorification
cult of Ulmanis.

For example, at a meeting with teachers Aspazija enthusiastically said that the
task of youth is to “follow the example of the Leader, to compete and strive upward,
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just as trees in a newly planted forest push their branches toward the sun™
(0.V. 1939: 10). In spite of her Social Democrat past, Aspazija managed to get support
from the authoritarian regime. In 1939 she received the Prize of Fatherland (Tévzemes
balva). Established in 1937, this prize was awarded by a Council headed by Ulmanis.
When asked what she would have said during the laureate ceremony if she had been
given the floor, Aspazija replied that she would have thanked the Leader (Plaudis
1939: 5). She was also among those who donated money to the national guards
(aizsargi) organization less than a month after the coup (Aizsargu prieksnieka pateiciba
1934: 291). Later, she expressed willingness to donate her golden bracelet and
golden francs from the time of Louis XIV for the construction of Victory Square
(Uzvaras laukums) in the capital Riga. Even Ulmanis thought it was too much, and in a
letter to the poet he asked her not to give away these precious things: “[T]his is not
the [right] time to make such sacrifices” (Ulmanis 1936). A campaign “Dosim labako
Raina un Aspazijas muzejam Kastanjola!" (Let's give our best to the Museum of Rainis
and Aspazija in Castagnola!) was launched in order to collect memorabilia for the
planned Rainis and Aspazija Museum (at that time it could not be implemented due
to World War ll) in Castagnola, the Swiss village where the two poets lived from 1906
to 1920 in exile after the 1905 revolution. The campaign was funded by the Press
Saciety, and this happened despite the fact that supporting the memory of Rainis as
a Social Democrat was not a priority of Ulmanis’s authoritarian government (Grinuma
2009: 61-63). Later, after World War Il, the memory of Rainis and Aspazija found
itself at the crossroads of the differing interests of Soviet ideologists and the Latvian
diaspora in the West during the Cold War ideological battles, in which both authors
were a valuable resource for symbolic communication.

Aspazija, who by 1934 had long become a well-known public intellectual figure,
closely associated with her deceased husband Rainis (a Social Democrat and a
glorified Latvian intellectual), during the authoritarian period of Latvian statehood
published various literary works where she mainly revived and reworked her poetic
forms and themes shaped by the symbolism patterns which were important to her
already decades before the coup. Let us look more closely at the context of her
poetry dedicated to Ulmanis. What was the political and personal frame for creating
"Himna vadonim" (Hymn to the Leader, 1936; henceforth “The Hymn") to be analyzed
below? We must point out that a large part of the facts forming the context will
remain fragmented due to lack of archive materials and due to the controversial
reception of Aspazija during the analyzed period.

1 The quotations here and henceforth are translated by Valdis Téraudkalns, unless otherwise
noted.
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Various opinions have been expressed about the reasons why Aspazija decided
to praise the authoritarian regime. One version was that of her long-lasting conflict
with the leadership of the Sacial Democratic Party?, the poet's views no longer fitting
into the framework of the politically leftist ideology of a class society (Labsvirs
1977a: 3). Janis Labsvirs, who in the late 1930s worked in the Ministry of Public
Affairs which was directly responsible for the formation of authoritarian ideology in
the public sphere, later wrote in exile that his institution did not try to influence
Aspazija's attitude towards the 1934 regime — instead, ithad been her own conscious
decision. Meanwhile, there were other writers — for example, Karlis Skalbe — who
held a critical attitude towards the new ideology and never received any public
gratitude or commissions (Labsvirs 1977b: 3). The question remains: is this version
based on reliable sources of the period? One of Aspazija's letters from that time
contains a phrase: “The president himself wrote to me and is expecting from me..."
(Aspazijas vestulu pirmpublicéjumi 1966: 35), the rest of the sentence being unreadable.
Did it refer to some action, a text, or a public statement? We have to acknowledge
that these unfinished words and emotional metaphoric language still hide their
secrets from the researchers today. Thus, any attempt to revisit, restore and reread
the past will be partly a fiction, because a large amount of sources are lost or
disfigured into myths.

Karlis Ulmanis actively worked on establishing his personal cult, using various
state and municipal institutions to create an intense performative space for the
rituals of glorification. The Ministry of Education was one of the first to start working
on this by arganizing public open air patriotic performances in Riga as early as in July
of 1934, when the show "Atdzimsanas dziesma" (Song of Rebirth) was staged in
Esplanade square in order to retell the history of Latvian statehood in terms of
Ulmanis's theses of the “rescued” Latvian culture and state. This and other
performances and festivals by various social and professional groups across the
country were later managed by the Ministry of Public Affairs, established as a state
propaganda institution to deal with theideological frame of the authoritarian regime.
The new palitical culture marginalized various political ideologies and parties, such
as Social Democrats on the left side and the dievturi(Latvian neo-pagan movement)
on the right side of political spectrum. One of the most widely used genres of
glorifying literature was an ode or a festive hymn to Ulmanis, where he was usually
addressed as the Leader (Vadonis) or Landlord/Master (saimnieks) and styled as the

2 Thisargument has been raised by Saulcerite Viese in her study on Aspazija (Viese 2004: 416).
Unfortunately, the book does not provide references to the sources used by the author. The
information was probably taken from Janis Karklins's own memories (Karklins 1967: 58) and those of
his contemporaries which claim that Ulmanis made sure that Aspazija did not have to pay debts.
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protector of the Latvians (who, according to the new ideological frame, had been
facing political chaos and peril shortly before the coup of May 15).

The fact that Aspazija's financial situation improved after the coup and her
significant debts were suspended (Viese 2004: 436) probably also played arole in her
choice to praise Ulmanis. The whole topic of Aspazija's relationships with various
political regimes in 1930s and early 1940s has not yet been sufficiently researched.
There are some short studies like the one by Herberts Balodis (Balodis 1993: 30-37),
and some (if any at all) paragraphs in biographies of and collective monographs on
Aspazija. The present article is an attempt to add a source-based reading of the
Latvian authoritarian culture through interpretation of poetic texts addressed to the
new leader.

Theoretical frame and questions

of the case study: Neo-baroque rulers

of the interwar Europe? Approaching

authoritarian performative practices One of the key theoretical
novelties produced by the linguistic turn in Western philosophical thought in the
beginning of the 1970s, articulated by Clifford Geertz in his study “The Interpretation
of Cultures”, was the concept of culture understood as an "acted document, thus [..]
public” (Geertz 1973:10). Culture, according to this concept, was created and
circulated in an immense variety of sign. Performance is thus defined as a social
drama, acted in rituals and ceremonies which aim to produce social relations of
power through public demonstration of accepted cultural meanings. Performative
turn, evolved out of the linguistic turn and supported by performative arts and
theatre studies, offered a wide contextual frame for understanding culture as a
public interaction that creates, cancels or re-establishes socially acceptable
interpretations of meanings.

In this article we examine the authoritarian ideological tools of the Ulmanis
regime within the cultural frame of other non-democratic European interwar
ideologies — which, as we will show later, made intense use of Baroque public
performative culture. We denote these ideas, concepts, texts and performative
actions by the term “non-democratic Neo-Baroque politics”. These tools, linked to
the traditions of the monarchical miracle and the divine origin of power, included an
array of cultural texts articulating the new, post-democratic concept of society
through a radically different image of the political leader and the origin and nature of
power. European interwar non-democratic elites revived, applied and developed the
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Baroque category of the political spectacular in order to establish (through the
regularity of mass performative culture) the new paradigm of an existential conflict
against a democratic "enemy"” won by the supernatural capacities of the new ruler,
who became a new quasi-religious pantocrator (the almighty one).

The public nature of performative actions led Richard S. Wortman to coin the
term scenarios of power. It was helpful for his analysis of Russian imperial culture
when reading the political messages of the monarchy in various fields, including geo-
political issues and priorities, the image of a ruler, and the vision of origins of power.
According to this researcher, power is "an elite institution with its own culture,
expressed in a symbolic system” (Wortman 2006: 1).

The application of the concept of performative turn to the cultural history of
non-democratic European countries in the interwar period (beginning with the early
1920s and Mussolini's rule and ending with the early 1930s in Nazi Germany and
Eastern, Central and South European authoritarian regimes, including the Baltic
states) highlights various aspects, important for this study. Firstly, the culture
produced within the ideological constraints of non-democratic politics imposed on
the heterogenic social fabric of post-democratic societies an idea of unity which was
defined as a tool and a guarantee protecting from social instability and insecurity
experienced during the previous political regime (which was “successfully eliminated”
in the name of stability). Stability was presented in the vocabulary of a golden age as
an ancient literary topos, rediscovered and employed by the new regimes. The
previous researchers of the regime of Ulmanis have already presented a variety of
case studies and archive materials to prove this theory by applying a conceptual
frame of the performative turn. The concept of the end of history, a twin topos of a
golden age in Latvian authoritarian ideology, was intensively distributed in various
media available to the authoritarianideology — such as ministries, schoals, museums,
arts, performative events staged in the capital of Latvia (e.g. the already mentioned
show “Song of Rebirth” in July 1934), and various regional festivals. The “end of
history” was defined as the result of the coup d'état, whereby the Latvian history
found its revelation and symbolic “peace” in and through Ulmanis's new palitical
culture. The most widely used topos in the media of the regime was that of the
conclusion of political development — with no more political diversity, which was
presented as having beenasource of chaos and a threat to the Latvian ethnic cultural
dominance in the state. Political interests of separate groups of society were also
seen as cancelled by the new government of unity. These theses and the concept of
a unified society at rest were identifiable in mass festivals, among which the second
Harvest Festival in Latgale is an example which illustrates the authoritarian patterns
of the new regime particularly well.
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Thus, at the micro level of cultural analysis within the methodology of
performative turn, this article will deal with the case of the above-mentioned festival
which took place in the city of Rézekne (the regional centre of Latgale) on September
13, 1936. In this study we have defined authoritarianism as a set of symbolically
articulated concepts of the Latvian society. The contemporaneity of the Latvian
society was to be shaped by the grand narrative of the regime — describing the
supposed rescue of Latvia through the coup d état on May 15, 1934. The future of
Latvia, according to this narrative, had been endangered by a universal catastrophy
allegedly caused by the "weak" and inefficient political pluralism of the parliamentary
culture before the coup. Each scenario of power, as Wortman points out, is based on
political mythology (Wortman 2006: 1). The Latvian version of the non-democratic
mythology of the “close shave” and "happy escape” will be the ideological frame for
analyzing the poetic texts written by Aspazija for the new regime.

Secondly, myth as such, according to Ernst Cassirer, is shaped by dramatic
features — not in the sense of a peculiar agitation of emotions, but as a performed
action created by a clash between natural forces or actors (Kasirers 1997: 82).
Political mythology had inherited from the ancient religious mythology the story of
creationism: a quick and non-logical process which rejects development and prefers
a marvelous creation ex nihilo, and a conflict shaping the logics of the history of the
society which accepts the mythological dynamics of societal development. The myth
of chaos versus harmaony must be performed in order to be told and accepted. The
performativity is the very essence of the myth as a collective story of belonging to
and holding together a group. Thus the mythological language of the non-democratic
narrative was destined to be staged at public events, such as the Rézekne festival
and many others.

Thirdly, the clash of ideas, parties, power groups or nature's forces in the
mythological logics of a final combat is another important feature we discovered
when analyzing the Ulmanis regime in a wider European context of that time. The
ideological clash, as the coup was defined, implies an existential conflict, a mortal
combat which can only have two outcomes — a victory or a downfall. No situation or
condition in between is possible or acceptable according to the narrative rules of the
non-democratic heroism which produced a new hero — a leader. These dynamics of
categorical choice are linked to the physical dimension of the society existing as a
body collective, as an allegorical supra-human being which includes each and every
member of the community. All become one, submitted to the victory story of the
new leader.

The history of Latvia until May 15, 1934, as already said, was defined by the
new regime as a mythopoetical history of a basic conflict between allegorically
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shaped figures of the parliamentary culture and its antipode, the rule of Ulmanis.
Both, according to the logic of political aesthetics of the Baroque chiaroscuro, were
depicted in the already mentioned show “Song of Rebirth” (performed on a stage in
the centre of Riga) in visual terms of light versus darkness, in sonoric terms of
harmony versus cacophony (the latter being created by the political propaganda of
the numerous parties), and in spatial terms as the antithesis of the German medieval
city of Riga versus Latvian rural harmony or the industrial development associated
with Latvians in the metropolis (Hanovs 2010: 116-118).

Intense propagandaactivities of the new regime tried to establish the legitimacy
of the May 15 transformations. The regime relied on a combination of various media,
plots and forms of publicly distributed narration. Ulmanis's ideological institutions
activated a variety of tools which were shaped and enacted in terms close to the
aesthetics of politics in the Baroque period of European culture, as already mentioned
before. In the 17th century (in Eastern Europe until the mid-18th century), Baroque
was a pan-European paradigm of artistic, musical, public and political representation
of absolutism power. Later, the revival of interestin Baroque — from Heinrich W6lflinn
and Erwin Panofsky to Walter Benjamin and Gilles Deleuze — produced many new
readings of the age that was traditionally associated with the decline of the Late
Renaissance and had long been depraved of a value eo jpsoin the history of European
arts. Other authors, such as Peter Burke (Burke 1992), Doris Kolesch (Kolesch 2006),
Anna Korndorf (Korndorf 2011) and Kirill Ospovat (Ospovat, 2016 & 2024), as well as
the authors of this article (Hanovs 2013 and 2022; Hanovs, Téraudkalns 2022), have
applied the notion of social control to the various genres of political Baroque, thus
adding the category of political discourse to the traditional categories of artistic
language and intense allegorical narration. The occasionally pejorative perception of
Baroque just as a set of vulgar escapades of the aristocratic Southern Europe, papal
Rome, or Russian empress Elizabeth with her masked balls in the Winter palace
shows alack of interestin the more serious aspects of Baroque — e.g. its language of
control and submission of various groups of European societies after the global
military conflict over confessional dominance in post-Reformation Europe.

The interwar period of European political culture since the early 1920s is defined
here as another period of political control which used propaganda tools borrowed
from the gallery of Baroque. Public massive festivities with elaborate effects
produced by electricity-driven machinery, exuberant Art Deco aesthetics with the
dominance of glitter and gold, collective appreciation of Oriental ornaments in mass
media, cultivation of media stars from American cinema and European cabaret — all
these and many other visual and mechanical means of political spectacle affected
the creation of new urban spaces where Neo-baroque aesthetics of non-democratic
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cultures could exhibit the efficiency of their ideology. This long list would be
insufficient and would lack a teleological element if we ignored the very essence of
the opulence of these cultures with their intense schedule of massive outdoor
events. The massive acceptance of the marvelous in the politics of the post-
democracy age was the major societal, communicative and aesthetic shift all across
Europe — with few exceptions such as France and Great Britain. A political miracle
was made possible in the atmosphere of radical political metamorphosis in many
continental European post-imperial societies with a very short and fragile period of
democracy. The rapid decline and disappearance of the spectacular monarchical
culture across Europe after the end of World War | in the economic and political
turmoil of republicanism was the setting that welcomed the return of the political
wonder and the mythological logics of rapid emotions and rapid actions. The long,
slow, consensus- and talks-based culture of democratic compromise was attacked
by non-democratic parties and regimes all over Europe. Performative elements of
the "return of the golden age” were staged in various cities of the former democratic
regimes — the new social drama, to use the term coined decades ago by Victor Turner,
was aimed at cancelling the "boring” and uncertain democracy. Instead, the dynamic
and highly emotional event- and miracle-oriented drama was to be staged with its
main dramatis personae — the authoritarian and totalitarian leaders and parties.
Non-democratic Neo-Baroque mass politics of the interwar period was also
developed and enacted in the artistic sphere, where various genres of mimetic arts
were engaged to articulate the new ideological dominance in both urban and rural
spaces. The new narrative was supposed to be established and circulated by
implementing the semiotics of wonder combined with artistic density and with the
presence of the Leader in everyday politicized space, where alternatives (democracy,
communism, Social-Democratic symbolism of proletarian engagement) were
banned. The case of Nazi Germany, where German Romanticism in arts and literature
was rediscovered by the totalitarian cultural policy as soon as in early February of
1933, shows that arts were redefined as eternal and static, thus subjugated to the
leader of the new oppressive regime. German Chancellor Adolf Hitler was regarded
as the ultimate judge of artistic eternity, rather than as one of many viewers of a
fluid artistic modernity in its pluralism of forms and endless interpretations (Groys
2013: 137). An important element of the new public culture of non-democratic
regimes was poetry which addressed the radical political changes in a glorifying
manner, using the poetic and dramatic tradition of the European Baroque court in
order to shape a divine image of the ruler. Festive odes or hymns addressed to a
party or a leader in our opinion can be regarded as 20th-century analogues of the
courtode foraBaroque sovereign. In the Latvian case this genre also had its feminine
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voice — Aspazija, the renowned poet and playwright who had represented the leftist
discourse on feminism in the early years of the Latvian Republic. As already
mentioned above, she articulated her persistent and emotional support for the coup
of May 15 and its leader in a series of poems, one of which we will interpret further
in this article, framed by similar works in this genre.

As regards the already mentioned frame of interpretation — the concept of the
Baroque ruler as a political and mythological actor — we decided to turn to the works
of Walter Benjamin. His most well-known research is the study of German tragic
drama (Ursprung des deutschen Trauerspiels, first published in Berlin 1928), but he has
also outlined the major functions and imagery of a Baroque ruler — such as internal
conflict and tragic elements. According to Benjamin, a Baroque ruler is both a symbol
and an author of history, and he enacts his rule over history in his public actions. We
believe that this conception is also applicable to the interwar aesthetics of paolitics.

The above-mentioned image might seem to contradict the idea of the
democratic critique of the power seizures that cancelled democratic plurality in the
interwar political landscape of Europe. However, the notion of controversy is exactly
what interests us in the ambiguity of a ruler's image in a Baroque play and in the
performative culture of authoritarian Latvia. The concept of an exceptional state of
affairs becomes a political legitimization of Baroque tyranny:

[TIhe Baroque concept develops on the basis of a discussion of the state of exception, and
makes it the most important function of the prince to avert this state. Whoever rules is

from the beginning destined to be possessor of dictatorial powers if war, revolt, or other
catastrophes should bring about a state of exception. (Benjamin 2019: 49)

Perception of universal power as a heavy duty is identifiable both in the poetic
plots in Aspazija's volume Kaisitas rozes (The Scattered Roses, 1936) and in her poem
written for the festival in Rézekne. As we will see further, the image of Vadonis
(Leader) had been transformed into an all-encompassing natural power whose
energy and immensity possesses a potency to change, to govern and to secure the
natural equilibrium. The natural and the societal were combined in the Baroque
aesthetics of power — the solar concept of the ruler, reflected upon by Benjamin, was
present in the Baroque tragedy as a sign of singularity, close to tragic solitude
(Benjamin 2019: 52). The ambiguity of the solar imagery — which combines fostering
of life and its destruction as a symbolic punishment — was one of the basic topoi of
European absolutism. The French king Louis XIV, who revitalized the solar symbolism
of Valois imagery after the civil war of Fronde for the Bourbon dynasty, was described
in the following way by his latent critic duke de Saint-Simon in his account of the
sickness and death of the playwright Jean Racine in 1699. The dramatist, being a
court historian, had “gained [..] some degree of intimacy with the King” (Saint-Simon
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1959: 40). As the result of being too close to the sun (due to Racine's absent-
mindedness and some critical remarks about the family of the King's favorite and
unofficial wife de Maintenon), the author of classicism tragedies fell in disgrace, was
forbidden to bein the presence of the sovereign, fellilland died soon afterwards. The
duke, even without having read the study by Benjamin, provided an indirect proof of
the tragedy of solar sovereignty and of its ability to sustain and to destroy as the
very essence of royal imagery: "After that neither the King nor Mme de Maintenon
spoke to Racine or took any notice of him. He was so distressed that he fell into a
decline and died two years later.” (Saint-Simon 1959: 41)

Another feature of a Baroque ruler reflected upon in the study of Benjamin was
indecisiveness in exceptional conditions — he acts, but after a long period of reflexion
on moral and emotional issues. Such are the figures of the Roman emperor Titus
or Persian prince Artaxerxes, for example, in libretti by Pietro Metastasio — both
characters undergo deep changes in the process of understanding their role as
rulers, and then act to save their kingdoms from peril. No such long reflexions or
pauses were present in the deeds of the 20th century non-democratic European
leaders On the contrary, their excessive decision-making capacities aimed to prove
the supernatural powers of a mortal political — see e.g. the story of Mussolini who,
with his media-broadcasted vitality and risky sports activities, acquired features
of a superhero and was even regarded as a divinity to pray to for rain after a long
drought(Simonetta Falasca-Zamponi2007:91). Inthe Latvian version of supernatural
features of the leader, Ulmanis (according to Aspazija) was granted extremely strong
political will and needed no pauses. He had adopted some ideas and performative
practices of the Italian fascism,? so it is natural that he assigned such a significant
role to the transformation and revival of ancient myths and the creation of new
ones. As Emilio Gentile, a researcher of political ideology, describes Italian fascism:
“[The] ways of visualizing and dramatizing myths, symbols, and rituals were
necessary to make the mythology of the “Fascist religion” accessible to the masses
and to convert them to the new faith” (Gentile 1996: 84).

The link between Baroque representation of an absolutist ruler and Neo-Baroque
culture of interwar mass festivals can be shown within the frame of performative
turn: both ideological concepts created social drama of an endangered political
universe rescued by a royal or new leader. Both periods made use of urban space as
a stage for open-air mass events in order to demonstrate the legitimacy of the head

3 It should be noted that there were differences between Italian fascism and authoritarianism
in Latvia. In Mussolini's case it was the state that was elevated to the level of sacredness, in
Latvia — the nation (Pourchier-Plasseraud 2015: 443).
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of the state. Both cultural formations employed a multi-levelled combination of
ancient and Christian mythology, creating a sacred memory space of the political
crisis and the events of salvation. From the Medici's court in Florence with their
intermedii and early Orpheus story to the Latvian coup of May 15, 1934, the history
of a ruling family or of a new leader was turned into hagiography with the help of
multimedia tools. This transformation of history from the combination of political
processes into a sacred history of an event (founding; restoration of palitical order)
also transformed the political community of a former democratic society. In the
rhetorics of non-democratic regimes, society as a spectrum of politically diverse
groups of interest must turn into a unified community, a parish consolidated under
aquasi-religious leadership. Private, particularinterests that cause tension and conflicts
had to be avoided and deleted from the public imagery of the post-democratic
society, where "We" had become an abstract but widely used substitution for societal
heterogeneity. Aspazija's poetry, as we will see below, reflected these elements of
the transfigured Latvian society by means of religious symbolism, by biblical but also
pantheistic vocabulary of nature driven by the will of a superhero Ulmanis.

Though the temporal distance of three centuries between the Baroque culture
of power and the 20th century dictatorships may cause skepticism regarding
the issues of aesthetic inheritance, the culture of deification of a modern ruler,
his metaphysical transition from a politician (often with career in democratic
administrative institutions or parliaments) into a natural force or a deity can build a
bridge between two cultural formations — Baroque and modernity. Culture of public
allegoric festivities with a deity or a ruler at their centre, inherited from the Baroque
artistic practices of the ancien regime, never actually disappeared for long — the
French nation, which succeeded the feudal performativity of les rois thaumaturges
(the miracle-working kings), established new forms of festive performances which
presented the nation and constitutional culture as sacred. The pan-European
nationalism culture in its countless variations across the continent in the 19th
century had created new altars and new lay priests. Thus there was no long-lasting
interruption in the semiotic sacrality of a leader or a political victim-hero and hero
triumphant in European political culture. In the state of the interwar political and
economic turbulences, many European societies (including the Baltics) supported
the fall of democratic pluralism and reestablished old hierarchies in new images of
leaders created according to the semiotic practices of the miraculous.

As we proceed to the interpretation of Aspazija's texts, we pose the following
guestions: what semiotic elements of the Baroque ruler (interaction with natural
elements, scenarios of action, attributes, situations or preconditions, conflicts) from
the array of artistic tools of the 17th century political culture of absolutism were
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applied by Aspazija when composing the festive ode for the Latvian dictator Ulmanis?
How did the poet intend to explain the legitimacy of the new leader in her poetics?
These issues will be discussed in the next chapter of this study, where we look at the
Latvian version of the transfiguration of a former politician and prime minister into
the driving force of an authoritarian culture or rather universe (taking into account
the cosmogonic tune of the above-mentioned poem).

It’s all about him... Imagery of Karlis Ulmanis

in Aspazija's poem “Hymn to the Leader” Following the tradition
of Baroque ceremonial public events which were explained to the participants and
posterity in commemorative brochures, the second Harvest Festival in Rézekne,
celebrated on September 13, 1936, was also described in great detail to its audience
(and to those who did not attend in person) in a small brochure. It consisted of the
schedule of the festive event and was supplemented by various dramatic and poetic
texts which were to be presented during the ceremony.

The festival began early in the morning with large bonfires which were supposed
to introduce the festive mood, as the early trains brought in the first participants.
At 12:30, Ulmanis and representatives of the government were expected to arrive in
Rézekne. Then the glorification part was to begin, introduced with the song with the
first line "Més suminam Tevi, tautas Vienotgj!" (We Hail You, Unificator of the Nation).
Its lyrics were written by the Latvian poet Vilis Pltdonis. The song, performed by a
mixed choir and orchestra, was followed by a festive declamation whereby the
Leader was greeted at the gates of honor by the welcoming committee. These
performances were followed by a song “Himna Vadonim” (Hymn to the Leader)
composed by Jazeps Medins with the lyrics by Aspazija. The address of Ulmanis to
the participants was planned for 13:40. In his speech, he referred to the myth of the
ancient Latvian king Visvaldis, and also quoted unnamed residents of Latgale who
had allegedly stated that they do not need old castles and ruins, "because Rézekne
is full of new castles” (Sis gads ir lielu un dizu sasniegumu gads 1936: 2). Thus, a break
in history was symbolically created, rejecting the Baltic German cultural heritage and
its visual traces in the Latvian landscape. The entire event was planned as a
performance, during which various groups of residents declared their loyalty to the
Leader. Forexample, afarmer representative recited an oath, after which he presented
Ulmanis with a gift — a decorated oak chair (Lielie plaujas svétki Rézekné 1936: 8).

The text by Aspazija was published in the festive brochure together with two
poems by Pludonis: "Dziesma tautas Vienotajam” (The Song for the Unificator of the
Nation) and “Tev muZam dzivot, Latvija” (You Must Live Forever, Latvia), and a piece

Letonica 60 2025 85



by Alberts Spridzs — “Laiks gadu straumém plast" (Time Flows in Yearly Streams).
Aspazija's text is a short twelve-line poem, divided in four three-line verses. Our
prosaic translation of the text is as follows:

There is no peril on the way of heroism,

Because the blue rays of soul overcome flames

And wings carry you beyond the starry firmament.

Each hero is a part of the eternal power

From which the world's edifice is built,

And he carries centuries on his shoulders.

You, bornin flesh, eternally being reborn,

You, reposing and eternally flying,

You, a rebel (lit.: non-peaceful) who brings peace to the others,

Go forward, teach [us] how to follow (lit.: chase) you,

Go through storms, you need not fear the storms

Because you know you are a lord over the storms.

(2. Latvju zemnieku Plaujas svétki Rézekné 1936: 11)*

The construction model of this poem is antithetic. It is built according to the
structure of Baroque poetics of conflict and binary opposition, which is aimed at a
gradual rise of emotions. The binary structureimplies the co-existence of oppositions,
thus negative phenomena are also shown — such as peril, pressure, or storms. These
phenomena never endanger or question the status of the hero — the Leader. Danger
does not stop the hero, and his immense physical and emotional strength enables
him to articulate his supernatural strengthin action. We have identified three sources
of glorification contentin the poetry: Old and New Testament, pantheistic symbolism,
and Baroque allegorical terms related to the imagery of Naturschauspiel (nature
show). During the 17-18th century, a ruler's political potence was often depicted
in terms of interaction between natural forces and their presence in human world,
such as the conflict of darkness and light in absolutism iconography (Levit 2011: 17).

One of the main elements in the heroic profile of Ulmanis is indicated by his
intense energy: the hera's body and its physical strength consist solely of objects
and elements that are in motion. Verbs denoting action are dominant in the piece:
born and reborn; build and carry; go forward and teach (i.e. bring new knowledge),
repose and bring peace. \arious nouns are associated with further actions of the
leader. For instance, shoulders evoke the mythological image of Atlas who carried
the earth on his shoulders and secured the stability of the world lest it falls. Besides

4 The original Latvian text: "Uz varonibas cela nava briesmu, / o zilie dvés'les stari parvar liesmu / Un
sparni augstak nes par zvaigzndju. / Ik varon’s daja ir no miza spéka, / No kura radita top pasaul’s éka, / Un
gadu simtenus tas plecos nes. / Tu miesa dzimis, miZam atdzimstosais,/ Tu dusosais un mazam lidojosais, /
Tu nemiernieks, mums citiem mieru nes. / Ej talak, maci mus tev pakal dzities, / Ej vétram cauri, nav tev
vetru bities, / Jo zini, pats par vetram kungs tu esi" (2. Latvju zemnieku Plaujas svétki Rézekné 1936:11)
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that, an Apollonic element of the new leader is stressed by the knowledge that he
would transmit to the people. Unlike Prometeus, he would accomplish this without
suffering, and provide the people with knowledge of how to pursue the deified leader
(the employed verb denotes a continuous, non-completed process). This implies that
at the current situation the poetic we, i.e. the ethnic Latvians, are not yet able to
reach the leader’s superiority as they lack the knowledge and are in a state of a non-
activated, not fully alive community.

The task of activating the people, ascribed to the head of the state, must be
ensured with a special material his the body is made of — Aspazija describes various
body parts of Ulmanis as made of the eternal power. We would suggest to read these
descriptions as a variation of Ovid's "Metamorphoses”. In his mythopoetical history of
the world, the exiled Roman author anticipated the return of the golden age which,
according to him, was made possible by the Roman senator and dictator Caesar and
by his adopted son Augustus. In the first chapter of the poem, when explaining the
creation of the material world, Ovid depicts the peril and decline of the civilization
and mores when Astrea, the virgin symbolizing the eternal peace and prosperity,
leaves the blood-soaked earth of conflicts and wars. Visual dominance, the allegoric
tool employed by Ovid, was also used by Aspazija in the 1930s to depict a plot of
creationism and the patterns of the birth and appearance of the new savior: thus
Ulmanis has got a special blue soul light, and its rays can fight flames. If we presume
that the flames represent perilous fire (fire as natural or political catastrophe and a
widespread topos of turbulence in poetry, propaganda posters and even operatic
libretti), then the ancient mythological significance of fire as a divine element might
be ascribed to the rays which come from within the soul of the new leader and
destroy the fire which is a chaotic element.

In the Old Testament and in Christian mythology and iconography, an inner light
seen by witnesses is the image of aninternal sacred nature or miraculous experience,
the special divine stigma that elevates the bearer of this light above others. Moses
and Christ in their transfiguration were depicted as framed by sacred light coming
from within their bodies, connecting them to the divine and testifying to their own
sacred status. Another interpretation could be the neoplatonic reading of the blue
rays as a concept of the return of all mortal beings to the God, as they are agitated
through the light of divine love. In Marsilio Ficino's interpretation of Plato’s conception
of love, light is the visual element of hierarchic harmony of the world, created by a
God who does not move. In comparison to the Renaissance idea of static divinity, the
divine subject of Aspazija is extremely active — even peace is not a passive and given
condition, but must be delivered by the supernatural hero to the community which
then returns to the hero. Peace being delivered also means that there has been a
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turbulence previously, which as a negative phenomenon may be linked to the idea of
flames in their negative connotation — as destruction and lack of peace. In this
combination, the internal rays of the new human divinity overcome the external,
political flames of disorder, and bring peace to the community of Latvians.

As we know from the descriptions of various festive performances in the 1930s
(including the "Song of Rebirth” in 1934 in Riga and the Rézekne festival in 1936), one
of the most often employed metaphors of the democratic republic was an image of
a political chaos, conflicts and turbulences. After May 15, 1934, peace had been
delivered and the community, too, was delivered from the danger of turmoil. The
narrative of the peace and prosperity achieved by Ulmanis was also present in other
texts of the 1936 brochure. A patriotic play “Svéta zeme" (Sacred Land), written by
Alberts Spridzs and performed on September 13, 1936, consisted of various scenes
of Latgale history, starting with the old times when Latgalians suffered from hard
labour. Antons, the protagonist of the play, goes to study in St. Petersburg and
returns with visions of national revival for his region and his people. This idea takes
political shape during the Liberation war in the early 1920s when the Rézekne
Congress decides that the Latgale region has to become a part of the independent
Latvia. After a scene that shows the war liberating the Latvian territory, the period
of the democratic republic is not represented. The authors of the play skip the
political diversity in favor of the “end of history” — when the unified people under the
auspice of the leader Ulmanis complete the story of their political development.
Antons, now a Latgalian deputy, sings a song of praise to the leader and declares
that life has improved after the “Owner of the Land” (Zemes Saimnieks) took the
power in his hands. As the result, the country has become more beautiful and also
more Latvian (Sprudzs 1936: 28), thus supporting the idea of Latvianizing the
Latgalian culture by the new regime after the coup. The play ends with a ballet and
an oath to Ulmanis: the unified Latvian people promise to guard and preserve Latvia
forever (Spridzs 1936: 29).

Besides the combination of Ancient Greek and Christian mythologies, typical of
the Baroque iconography of European rulers, there is another layer which is difficult
to define or name. We shall use the term Naturschauspiel coined by Benjamin,
invoking the Baroque vocabulary of the theatricality of nature in the absolutism
narrative of an all-encompassing adoration of the ruler. We can hear this narrative in
the most popular image of a ruler — the one where he is compared to Orpheus, the
poet and favourite of Gods, who transgressed the borders of physical world. In the
early Baroque opera “La morte d'Orfeo” (The Death of Orpheus) by Italian composer
Stefano Landi, the nature itself in all its physical forms (rivers, mountains, forests
etc.) is moved by Orfeo’s divine gift of music and succumbs to it. Another dimension
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of the interaction between natural forces and humans is, according to late philosophy
historian Valery Podoroga, the human anxiety which signifies the guilt and sins in
front of God (Podoroga 2022: 47). Thus, natural catastrophes were experienced as
divine punishment. (However, in the twelve lines of Aspazija's poem one cannot
observe any indication of Ulmanis as a figure of punishment, rather than a leader of
transformation of the society.)

The elements of Naturschauspiel bring Ulmanis outside the circle of human
beings or divinities incarnated as human beings. Instead, he is placed within the
realm of natural forces, such as air, wind, and their extreme form i.e. storms, which
have to be overcome by the eternal movement of the “lord of storms”. These air
elements are expressed by verbs such as /idot (to fly) and the noun nemiernieks (rebel;
lit: the non-peaceful one). The eternity of the new leader, his exception from the
community of mortals was, according to Aspazija's text, granted to Ulmanis by his
ability to be constantly reborn. This ability is underlined by the statement that he,
even though bornin flesh (i.e. as a mortal), has been transformed and has overcome
the bodily, physical temporality of existence. The final line, urging the leader not to
fear the storms, is his apotheosis. He is rewarded with the title of a lord who reigns
over storms, as he subjugates political storms and flames to his will. The end of the
poem is structured in terms of the end of history — the renewal of nature in a
transfigured, leader of the "natural forces” is the end of the temporal category, as
he is here to stay for eternity, capable to be reborn and to stop history which is a
source of trouble and uncertainty.

In order to view “The Hymn" in the poetic context of other Aspazija's texts
dedicated to Ulmanis, we suggest to look at her poetry collection Kaisitas rozes (The
Scattered Roses). Different opinions have been expressed about the texts in this
collection. The linguist Rasma Sinate has pointed out that at least some of the texts
have been composed before Ulmanis's ruleand already publishedin Social Democratic
collections, and thus were not referring to the authoritarian period (Sinate 1968:
92-93). We, however, find that the following opinion of Bruno Kalnins, the leader of
Social Democrats, is more convincing: “[I]t is quite characteristic that Aspazija
included epigrams from this democratic erain The Scattered Roses[..] which, according
to their content, could also be attributed to the Ulmanis dictatorship” (Kalnins 1968:
94). It is interesting that Kalnins himself had thought earlier that the texts in The
Scattered Roses contained a hidden critique of the regime, but later renounced that
view (Kalnins 1968: 93-94). We need to keep in mind that he and other diaspora
Latvian authors did not have access to many sources. In Soviet Latvia it was the
opposite — authors sometimes had access to various classified sources, but were
not free to publish their findings and to make use of Western theoretical novelties.
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The title The Scattered Roses may be interpreted within the European tradition of
glorification and apotheosis in various mythological, poetical and political
performative practices. Roses, scattered from above over someone or under their
feet, were used in the glorification ceremonies of various European sovereigns. In
the medieval literature, rose was also a symbol of mystical religious experience. The
triumphal element of the rose symbolism was used during the Ulmanis regime when
welcoming the new leader on his visits to various regions of Latvia. The newspaper
Jaunakas Zipas (The Most Recent News) regularly published photos of these visits,
where girls were scattering flowers in front of the leader. For example, a report titled
"Expecting the Leader” (Vadona jausma) by writer and journalist Adolfs Erss depicts a
visit of Ulmanis to the town of Plavinas in June 1936. A photo shows two teenage
girls, dressed in white, walking before Ulmanis and throwing around petals of white
flowers from baskets that they are holding (Erss 1937: 17). The motto of The Scattered
Roses volume clearly invokes the tradition of rose as a sign of triumph and a
ceremonial gift: “A small rose for this one, a small rose for that one, a whole armful
[of roses] for the Leader"® (Aspazija 1936: no page indicated). The title of the first
subchapter of this poetry collection is "Génija aicingjums"” (The Calling of the Genius)
which, as well as its dedication "Tautas vadonim Dr. K. Ulmanim" (To the leader of the
people, Dr. K. UImanis), augments the pathos. The first poem in the collection holds a
title “Vadonim Dr. K. Uimanim" (almost identical to the subchapter title), and its content
is almost identical to that of "The Hymn", with a new three-line verse added (placed
mentioned instead of the stars (zvaigzngjs). The following text of the newly added
verse shows a less festive and more doubtful mood:

Maybe the great dream of your life will not be fulfilled,
But nonetheless souls warm themselves by it,
As the sea gets warm after the sunset (Aspazija 1936: 7)°

This implies that the Latvians will remember the Leader even after he is no
longer physically present and after darkness comes (following the sunset), which can
also be interpreted as an allegory of death. The Leader like the sun still provides
warmth — even when his aim, the prosperity of the people, is not achieved despite all
the physical and intellectual capacities of the superhero. Various heroes of European
mythological landscapes, such as King Arthur in England or Lacplésis in the Latvian

5  Theoriginal text in Latvian: "Sim rozite, tam rozite, Vadonim pilnu klepi" (Aspazija 1936: no page
indicated).

6  The original text in Latvian: "Varbat tev maza lielais sapnis nepiepildas, / Bet tomeér dveéseles pie
vina sildas, / Ka jdra silta top péc saules rieta" (Aspazija 1936: 7).
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national movement, did not win or achieve their goal. They temporarily passed away
or moved to a faraway place from where they can still exert their influence and also
promise to return or to keep fighting against the enemies of their people. Ulmanis's
physical life ended in a Soviet camp, and his bady was never found and identified. In
a way, this fact has added a vital element to his mythological biography, to this day
symbolically providing the immortality described repeatedly by Aspazija. In her
poetic imagination the image of the Leader has religious features; just like in
Christianity, it is associated with resurrection. See, for instance, the poem “Lieldienu
zvani" (Easter Bells) with its lines: "We are the new casting of the ancient bells, / We
are the Easter message in the tomb vault” (Aspazija 1936: 12)”. An exalted portrayal
of the Leader as the embodiment of goodness was also expressed in her personal
correspondence: “Only the kind heart of our dear president keeps me going. Oh, how
good he is!” (Aspazija 1938).

Conclusions. The ruler and

his solitude — a non-democratic

scenario of the poetics of power This article presents the analysis
of selected poetic works by Aspazija, in which she addresses Karlis Ulmanis — the
new, self-imposed leader of the authoritarian regime in Latvia after the coup of May
15, 1934. The lyrical genre of these works and especially of the poem “The Hymn to
the Leader” (1936) allows to define them as festive odes written in the tradition of
the 17th century European Baroque literature. Across Europe, various non-
democratic regimes in the 20th century used and updated the genre of the court ode
in public communication, applying the allegorical topoi of the absolutism period to
the new authoritarian leaders. Glorification as a multimedial ideological process
often took the shape of open-air festivals in both of these ideological paradigms and
historical epochs — the Baroque and the 20th century interwar period. Their common
element was the performative action used to stage the miraculous deeds of a new
leader whose actions had revised the history of his society by turning it into a new,
socially and politically unified and homogeneous group, loyal to the leader and free
from diversity of interests. Conflicts were allegedly overcome and were never to
return, thanks to the supernatural abilities and knowledge of the new leader. These
features provided him with a special place within the cosmogony of the new regime —
at the very top of the political universe, unreached and currently unreachable by the

7 The original Latvian text: "Més seno zvanu jaunais parléjums, / Més kapu velve Lieldienvéstijums"
(Aspazija 1936: 12).
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community of observers, into which the post-democratic society of actors was to be
transfigured. This kind of hierarchy produced the key element of the sacred status of
Ulmanis — his supernatural solitude and an emotional Baroque-shaped weight on
his shoulders as a price paid for being the demiurge of the new political reality.

While the hymn was the dominant literary genre in which Aspazija celebrated
Ulmanis and his regime, she also expressed similarideas in other instances of public
communication, presenting the new leader as a symbolic power or a natural force
abletoradically change the situation. Aspazija's poetic vocabularyis that of symbolism
combined with elements of archaic mythology — for instance, the themes of
creationism whereby the category of time is at the same time compressed into the
frame of amiraculous rapidity of willand expanded into an endless realm of repetitive
eternity of the rebirth of the leader. Christian motives, together with Old Testament
plots and imagery, added even more sacred features to the image of Ulmanis.

At the same time, Aspazija's participation in the glorification campaign of
Ulmanis is a part of a sad story about trying to survive under the rule of various
political regimes that rapidly succeed each other and also bring violence and
persecution to artists. It sends a message about those intellectuals (both today and
in the past) who take over the voices of others and, by indulging in self-censorship,
silence their own critical voices. During the short period of the first Soviet occupation,
Aspazija also tried to be useful to the new regime. The regime, however, used her for
its own purposes. Writer and Soviet activist Jalijs Lacis wrote to Zanis Spure (after
the Soviet occupation in 1940 he was the Secretary of the Central Committee of the
Communist Party of Latvia, previously having been an employee of the USSR secret
services) about a poem sent to him by Aspazija: "It seems to me that its printing
depends on the extent to which it would provide an opportunity to split the bourgeois
circles” (Eversone 2023: 49). The compilers of Aspazija's poetry collections later, during
the second period of Soviet occupation, used an unpublished manuscript where she
congratulated the Red Army onits arrival in Latvia as an excuse to publish her works
at all (Labrence 1965: 6). There is also unpublished poem that she dedicated “to the
creative genius, the bearer of the sun, the great comrade Stalin” (Aspazija 1940: 1).

However, the zenith of Aspazija's fame was already behind — symbolically, the
attitude of the new authorities was shown in September 1940 by changing the name
of Aspazija Street in the town of Saldus to Leons Paegle Street (Jauni nosaukumi
1940: 7). An underground communist writer was much more acceptable to the Soviet
system than a “"bourgeois” writer. Janis Niedre, one of the founders of the Latvian
Soviet Writers' Union, described her as "a typical bourgeois romantic whose
revolutionarism is expressed in romantic fantasy” (Niedre 1941: 693).
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Kopsavilkums Aspazijas maja Jirmala, Dubultos, viena otrai blakus
apltkojamas Voldemara Zeltina un Vilhelma Purvisa gleznotas ainavas. Lai izsekotu
Aspazijas un Raina saiknem ar abiem maksliniekiem, raksta aptverti dazadi aspekti:
ut pictura poesis principa izpausmes vardos un attélos; glezniecibas, gramatu
makslas un preses grafikas jautajumi; makslinieku un literatu socialais tiklojums u. c.
Nosaukuma ietverta atsauce uz Raina dzejas krajumu “Talas noskanas zila va-

=n

kara" (1903), secinot, ka Sis ieprieks reta varda “noskana” literarais lietojums ietek-
méja leksiku, ar kuras palidzibu latvieSu valoda ierasts raksturot 19. gadsimta beigu
un 20. gadsimta sakuma makslu.

1905. gada Zeltins darinaja dekoraciju metus Raina lugai “Uguns un nakts” un
ilustracijas dzejnieka iecerétam zurnalam "Virpulis”, pirms $os planus izjauca cariska
rezima reakcija un dzejnieka bégsana no Krievijas impérijas. Zeltina pasnaviba
1909. gada parvilka svitru turpinajuma iespéjai.

Rainis un Purvitis galvenokart sadarbojas 20. gadsimta 20. gados, kad Purvitis
radija vaku zimejumus Raina dzejas krajumiem un abi vadija Latvijas makslas
izstades sarikoSanu Stokholma. Péc Raina naves Aspazija, kuras aizrautiba ar
Purvisa makslu sakas 19. gadsimta 90. gadu beigas un atbalsojas vinas 20. gadsimta
20. gadu dzeja, lidz muza beigam goda vieta sava majokli glabaja kadu vina ainavu.

Summar\/ Among works of art in the Aspazija House in Dubulti, Jarmala,
there are two landscape paintings by Voldemars Zeltins and Vilhelms Purvitis. The
article explores the connections of Aspazija and Rainis with these artists, embrac-
ing various aspects: the principle ut pictura poesis in words and images; painting,
book art and press graphics; the social network of art and literary figures, etc. The
title of this article refers to Rainis's poetry collection Talas noskanas zila vakara
(Distant Moods in a Blue Evening, 1903), suggesting that this literary use of the
previously rare word noskana (mood) inspired the vocabulary in which the art of
the late 19th and early 20th centuries is described in Latvian.

In 1905, Zeltins started working on the scenic design for Rainis's play Uguns un
nakts(Fire and Night) and illustrations for the magazine Virpulis (Whirlwind) conceived
by Rainis, until these plans were destroyed by the Tsarist reaction and the poet's
flight from the Russian Empire. The suicide of Zeltins in 1909 put an end to any sequel.

Rainis and Purvitis cooperated in the 1920s when Purvitis made cover drawings
for collections of Rainis's poetry, and they organized an exhibition of Latvian art in
Stockholm. After Rainis's death Aspazija, whose fascination with the art of Purvitis
originated in the late 1890s and was reflected in her poetry of the 1920s, treasured
a landscape by him until the end of her life.
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levads “[.] es tdlin iedomajos zilganu novakari bez saules, kad debess
izskatas seviski plasa un tala, un caur So taJumu manas ausis, klusi Sipodamas, nak
ilgu pilna melodija. Ta sace| mana dvéeselé gaidas, kuras ar neapturamu spéku velk
mani kaut kur tajuma...” Latvijas 19. un 20. gadsimta mijas vizualas makslas pazingji
So rindu pirmavotu vispirms censtos rast atsauksmes par Vilhelma Purvisa (1872-1945)
glezniecibu, turpretTliteratdras vesturniekiem uzreiz butu skaidrs, ka tas ir fragments
no Karla Skalbes (1879-1945) recenzijas par Raina (1865-1929) dzejas krajumu "Talas
noskanas zila vakara” (Rainis 1903; Skalbe 1903: 516). Ta nosaukums pauz redzes un
dzirdes télu kopspeéli, kas tolaik Latvija dazadas izpausmeés nodarbinaja ievérojama-
kos jaunos gleznotajus un saista ari vinu makslas muasdienu péetniekus.

Vienu no raksta témas ierosmém deva divas viena otrai lidzas skatamas un ap-
méram vienlaikus raditas gleznas Aspazijas (1865-1943) majas salona Dubultos.
Voldemara Zeltina (1879-1909) ainava "Bérzi" (ap 1900) savulaik piedergja Rainim
un ir deponéta no Latvijas Nacionala rakstniecibas un muazikas muzeja (turpmak —
LNRMM). Turpreti Purvisa ainava “Ziedosas abeles” (1900) no Jarmalas muzeja sim-
boliski parstav slavena meistara nezinamu dabasskatu, ko dzejniece paturéja sava
tuvuma lidz mdza beigam. Ko par abiem dzejniekiem un abiem maksliniekiem var
pavestit So darbu klatbatne? Raksta autores monografiskajos petijumos par Zeltinu
un Purviti mazliet ieziméta vinu sadarbiba ar Raini (Abele 2021: 63, 128-130, 135,
199; Abele 2022: 501-503), dalu atbilstoso faktu atstajot arpus izklasta varbutejai
papildu izpétisanai. 2024. gada Aspazijas maja norisinajas izstade "Krasu dzejnieks.
Vilhelms Purvitis — Aspazijas kaimins Dubultos”, kuras vestijuma muzeja specialis-
tes Dace Kaukule un Signe Cirule kopa ar makslas vesturnieci Baibu Gusti apvienoja
divas pamattémas, paradot gan Purviti ka Jirmalas iemitnieku un gleznotaju 20. gad-
simta 20.-30. gadu vasaras, gan Aspazijas iepriek5&jo saskari ar vina makslu un per-
sonibu kops 19. gadsimta 90. gadu beigam (Aspazijas maja 2024). Izstade rosinaja
sekot taja savitajiem pavedieniem, Sketinat tos, parbaudit un papildinat ar citos
avotos atrastam zinam.

20. gadsimta gaita Purvisa un Raina vardi kopa ir minéti biezi, dazadiem auto-
riem vispargji iezimgjot nacionalas kulttras kanona siluetu. “Ne velti Purvitim latvieSu
télotaja maksla piedéve tadu pasu nozimi ka Rainim literatra,” raksta makslas zinat-
nieks Péteris Savickis (1925-2015). (Savickis 1971: 180) Tomér bez tuvinajuma kon-
krétibai sadu apgalvojumu variacijas viegli k|ist par tautologiskam klisejam. Abu
virsotnu piesauksana ir kalpojusi art tik klajam nacionalam pascildinajumam ka vérie-
nigu kultdrvesturisku apceru autora Hugo Vitola (1900-1976) atzinums: “Latvietim
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tikai tas darbs ir makslas darbs, kas rosina un izglito. Talab Rainis bija Latvijas izgli-
tibas ministrs un Purvitis Latvijas Makslas akadémijas rektors.” (Vitols 1975: 182)
Augsta iedzilinasanas pakapé Purvisa glezniecibas paraléles ar Raina jaunradi no-
darbinaja makslas zinatnieci Tatjanu Kacalovu (1915-2010), kas disertacijas noslé-
guma secina: “Purvitis ieverojams ar to, ka novedis ainavas "muzikalitati” gandriz
[i[dz seno meistaru monumentalas un dekorativas glezniecibas limenim. Tas ipasi
spilgtiizpauzas tur, kur vina ainavu glezniecibas idejiskais saturs sabalsojas ar Raina
dailradi [.]." (Kacalova 1966: 506) ArT plasam lasitaju lokam paredzétaja biografiskaja
monografija vina cité dzejnieka domas par Purvisa veikumu un glezniecibas analizé
izmanto salidzinajumu ar Raina dzeju (Kacalova 1971: 92, 136, 143). Literatdrzinat-
niece Saulcerite Viese (1932-2004), pétot “plaso kultdras materialu,” ar ko saska-
rusies Aspazija, pievérs uzmanibu Purvisa makslas iespaidu atbalsojumiem vinas
publicistika un dzeja (Viese 2000).

Sekojot personibu saskares epizodém un savienojot tas ar noteiktam linijam vai
varbatibas punktiru, 5aja raksta paredzéts pievérst uzmanibu dazada rakstura pa-
radibam — kops antikas senatnes pazistamas saiknes ut pictura poesis (latinu val.
"dzeja ka glezna") iedzivinajumiem vardos un attéelos, glezniecibai, gramatu un pre-
ses grafikai, makslas un literattras darbinieku socialo saisu tiklojumam, valstiski un
starptautiski nozimigiem kulturpolitiskiem centieniem, makslas darbu piederibas
vésturei. Kopainas liniju spilgtumu dazviet pastiprinas saskaniga vai polemiska
krustosanas ar aspektiem, ko izzinajusi citi autori — gan Raina un Aspazijas literara
mantojuma specialisti, gan makslas un gramatniecibas vesturnieki.

Izklasta nodalu kartojums bus pretéjs makslas vesture ierastajai secibai, kas
liktu sakt ar Purviti un turpinat ar Zeltinu. Saja gadijuma svarigi, ka dzejnieku sadar-
biba ar Zeltinu norisinajas 1904.—1905. gada, turpreti galvenie notikumi vinu attie-
cibas ar Purviti aptver Latvijas brivvalsts pirmo desmitgadi, lai gan to priekSvesture
saknojas gadsimtu mija.

No berzaja gaisméenu raksta

lidz liesmu virpulim. Voldemars Zeltins Rainim piedergjusaja
ainava "Berzi” VVoldemars Zeltins attélojis gaisi plankumainus stumbrus pavasara
saulé pret gaismu, kas auzas cauri lapotnu pirmajam zaJumam, prieksplanu nosedzis
ar ieslipi kritosu eénu vedekli un talakaja plana gan turpinajis énu rakstu, gan ieglez-
nojis gaisigas ziedosu koku un krimu kupenas. Pirms daziem gadiem LNRMM
krajuma tas vel bija aprakstits un ari Aspazijas muzejam deponéts ka nezinama
gleznotaja darinajums, tacu jau 1994. gada versija par Zeltinu ka iespéjamo autoru
piesaistija Latvijas Makslas akadémijas Makslas zinatnes nodalas diplomandes
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Gunas Pigitas uzmanibu. Bakalaura darba par o makslinieku vina konstateja, ka,
“tapat ka vélak gleznotajos darbos, art Seit caur lapotni kritosa saules gaisma zemi it
ka sadala joslas” un “vertikalais ritms radits ar koku stumbriem” (Pigita 1994: 36),
veidojot ritmisku “ratojumu”, ko izcéla ka vienu no galvenajam Zeltina kompoziciju
uzblves pazimem (Pigita 1994: 33).

Parliecibu par Zeltina autoribu nostiprina ne tikai dazi radniecigi vina darbi citas
kolekcijas, betariap 1900. gadu uznemta fotografija ar jauno makslinieku gleznojam
briva daba (LNRMM, inv. Nr. RTMM 419938). Audekla uz vina etizu trijkaja saskatama
cita, bet |oti lidziga kompozicija ar énu plankumiem prieksplana un kokiem talak.
Ainava "Bérzi" palidz iztéloties jauna makslinieka draugam vélakajam restauratoram
Karlim Jurjanam (1884-1951) atmina palikusu "impresionistisku gaismas efektu
gleznu,” kura Zeltin$ attélojis "saules drebosas gaismas ausanos cauri rita miglai”
(Silins 1980: 246). Darbs drosi vien gleznots ap 1900. gadu, kad vins pameta macibas
\Venjamina Bluma (Wenjamin Bluhm, 1861-1920) zimésanas un gleznosanas skola
Riga, lai patstavigi stradatu plenéra, sekodams Vilhelma Purvida un Izaka Levitana
(Isaac Levitan, 1860-1900) ainavas saskatitajam ierosméem, bet vél nebidams
sasniedzis savai glezniecibai pecak raksturigo ekspresivo izteiksmi. Tapat ka citam
zinamajam Zeltina ellas gleznam, Sim dabasskata attelojumam nav paraksta.

1903. gada vasaru Zeltins un Jurjans pavadija dazadas vietas Bauska un tas
apkaimé, kur vinu biedri bohemiska vasarnieku braliba bija gan Peterburgas Keiza-
riskas makslas akadémijas glezniecibas studenti Aleksandrs Romans (1878-1911)
un Janis Roberts Tillbergs (1880-1972), gan Rigas Politehniska institlta inZenier-
zinatnu students Alfreds Razums (1880-1929). (Silins 1980: 243, 244; Abele 2021;
116, 117) Razums ne tikai "arvien veda kroniku jeb dienas gramatu, kura bibeliskos
vardos un tonos aprakstija visu, kas noticis ar mdsu draugiem” (Krumesis 1934: 53),
bet ar bija palidzejis izdot Raina pirmo dzejas krajumu “Talas noskanas zila vakara”,

Atskiriba no ieprieksgja gada Zeltins toruden vairs nedevas uz Péterburgu, kur
bija partraucis méginajumu iegtt akadémisku izglitibu gleznieciba, bet kadu laiku
padzivoja pie Edvarda Treimana-Zvargula (1866-1950) Césis, ilustredams toposo
satiriskas dzejas antologiju "Uz karstiem kiegeliem” (Treimanis 1904), kas ir vina pir-
mais darbs gramatu grafika. Gadu vélak, 1904. gada augusta beigas, So apkopojumu
“uz laba papira, liela formata, 18 drukas loksnes biezu, ar modernu vaku un 50 ilus-
tracijam teksta, kuras zimejis makslenieks Vold[emars] Zeltins,” laida klaja pazista-
mais gramattirgotajs un izdevéjs Davids Zeltins (1867-1943) (Zeltins 1904). Viens
no literaro darbu 67 autoriem krajuma bija Rainis ar diviem dzejoliem no “Talam
noskanam zila vakara” — “Labdaris” un "Saimnieciskas pamatmacibas” (Treimanis
1904: 194).
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1. att. Aspazijas majas salons Jirmala, Dubultos, Zigfrida Meierovica prospekta 18-20. Stur — Voldemara Zeltina

glezna "Bérzi” (ap 1900, Latvijas Nacionalais rakstniecibas un mazikas muzejs, RTMM 124664) un Vilhelma
Purvida glezna "Ziedosas abeles” (1900, Jirmalas muzejs, JPM Pmk. 6365). Kristidnas Abeles foto, 2025

Fig. 1. Salon of Aspazija House at 18-20 Zigfrida Meierovica Prospekt in Dubulti, Jirmala. In the corner - painting
Birches by Voldemars Zeltins (ca. 1900, Latvian National Museum of Literature and Music, RTMM 124664)

and painting Blossoming Apple-Trees by Vilhelms Purvitis (1900, Jirmala Museum, JPM Pmk. 6365).

Photo: Kristiana Abele, 2025

Ziméjumu originalus, kas nav saglabajusies, nezinams gravieris iespieduma
vajadzibam atkartoja kokgrebuma tehnika, tadgjadi saasinadams daudzu motivu
lauzito linearismu, kas tomeér labi atbilda satiriskajam literarajam saturam. Kritika
ilustracijas uznéma atturigi. Ligotnu Jékabs (1874-1942) recenzija par antologiju at-
zimé: "Zimé&jumi teksta man nepatik; vinjetes labakas.” (Ligotnu Jekabs 1904: 1517)
Bideru Juris (Juris Bebris, 1859-1951) izlikas paraustam plecus: “Karikattras grama-
ta — ka jau nu karikatdras. Vinam maz nozimes.” (Bideru Juris 1904) Plasak izteicas
Augusts Saulietis (1869-1933), bet vina vért&jums nebija atzinigs: “Ziméjumi (no
V[oldemara] Z[eltinal) gan nu diezin ka gramatu nerota. Vini grib piederét pie tadu
darbu skiras, kas lai ar nedaudz linijam priekSmetu vai iejusmu pilnigi raksturotu. Bet
tadas linijas spéj vilkt tikai gatavi makslinieki; VV[oldemars] Z[eltins] vél ne tuvu ne.”
(Saulietis 1905: 144)

Letonica 60 2025 101



2. att. Voldemars Zeltins. Vaka ziméjums
zurnalam “Virpulis” ("Virpuls”). 1905.
Latvijas Nacionalais rakstniecibas un
mizikas muzejs, RTMM 25032

Fig. 2. Voldemars Zeltins. Cover drawing
for the magazine Virpulis (Whirlwind)
1905. Latvian National Museum of
Literature and Music, RTMM 25032

Daudz labakas domas par Zeltina liniju izteiksmibu, lakonisko télveidi un as-
pratibu, ar kadu vins bija attelojis dazadus nelaimes putnus un iedomu pupézus, no-
teikti bija Rainis, kaut ari vina dzejas lappusi izdevuma rota vien tirazéti tipografikas
elementi. Péc tam kad 1905. gada 17. (30.) oktobriizsludinatais cara Nikolaja Il mani-
fests atcela gramatu un preses priekscenzaru, Rainis kopa ar Zeltinu ieceréja vei-
dot humoristisku Zurnalu "Virpulis” (Rainis 1925b: 187), kas zinas par gaidamajiem
latviesu preses jaunumiem bija pieteikts ka satirisks nedé|raksts “Virpuli” Raina
vadiba no 1906. gada sakuma (Rigas Avize 1905). Nodoms nepiepildijas, jo dzejnieks
1905. gada decembri pameta Krievijas impériju, kladams par politisku trimdinieku.
20. gados vins atcergjas, ka Zeltins zurnalam uzzimegjis “dazas karikatdras, kuras
1906. gada bija palikusas Riga un pazudusas” (Rainis 1925b: 187).

Tacu ir saglabgjies vaka zimejums (LNRMM, inv. Nr. RTMM 25032), ko Rainis
atskata atzina par “"raksturigu tam laikam un maksliniekam” (Rainis 1925b: 187).
“Virpulis” ir personificéts ka debesis virs pilsétas vai — ticamak — spokainam krasma-
tam no liesmu melem un tumsas apmetna savits dinamisks téls, kura jagendstila liniju
ligani dejojosais rotaligums apvienojas ar draudigu ekspresiju un sejas berniskigais
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meitenigums — ar lidzibu cilvékam norvégu makslinieka Edvarda Munka (Edvard
Munch, 1863—-1944) slavenas kompozicijas “Kliedziens” melnbaltaja litografijas versija.
Sabalso$anos nemazina tas, ka Munka cilvéks saulrieta aizspiez ausis, veltigi megi-
nadams paglabties no dabas kliedziena, jo tas izlauzas no vina pasa mutes. Télveides
un stilistikas sakaribu meklgjumos iespéjams iet soli talak par “parsteidzosas lidzi-
bas” (Abele 2021: 128) iespaida visparigumu. Munks litografiju iespieda 1895. gada
Berling, un 1905. gada sis grafikas darbs ir reproducéts Hermana Esveina (Hermann
EBwein, 1877-1934) monografija, kuru ka septito laidienu sérija “Modernie ilustrato-
ri" Minhené un Leipciga publicéja Reinharda Pipera (Reinhard Piper, 1879-1953) izdev-
nieciba R. Piper & Co (EBwein 1905: 44). Zeltina miza nebija celojumu arpus Krievijas
impérijas robezam, tacu vacu gramatniecibas jaunumu strauja un regulara nonak-
Sana Riga, pieejamiba tirgotavas un specializétos lasamgaldos, ka art minéeta izde-
vuma esamiba tagadéja Latvijas Nacionala makslas muzeja bibliotékas krajuma
padara iespéjamu, ka "Virpula” zimétajs un varbat arf Rainis 5o gramatu zinaja.

Gunas Pigitas komentars, ka, pec vinas domam, “Virpula” vaka ziméuma "atro-
dama netiesa 1905. gada politisko notikumu atblazma"” (Pigita 1994: 45), varétu bt
pastiprinams drosa apgalvojuma par tiesu saikni starp revolucionaro situaciju un
virpula iespaidigo plosisanos, ko péccenzira uz karstam pedam paklautu aizliegu-
miem. Salidzinajuma ar So biedinoso télu Zeltina tolaik zimétais vaks zurnalam "Kavi”
ar mutulojosam nakts debesim virs sniegotas ziemas ainavas atgadina vien krasni
nemierigu sapnojumu. lespiesanai periodiskajos izdevumos paredzétos zimgjumus
atskiriba no gleznam Zeltins lielakoties parakstija, un ar vaku kompozicijas katrs
apaksejais sturis ir “pienaglots” ar vienu no vina vecas ortografijas inicialiem W. S.
Nakamaja rudent jau trimda Rainis acimredzot vélgjas, lai tiesi Voldemars Zeltins
darinatu vaku vina redigétajam "Virpula kalendaram”. Ta izdevéjs — jau minétais
Davids Zeltins — 1906. gada 23. oktobri dzejniekam atbildgja, ka Sai noluka tomer
griezies pie Alfréda Purica (1876-1936) Péeterburga, jo Voldemara Zeltina Riga ne-
esot (Knope 1979: 338).

Zurnalam paredzétaja vaka ziméjuma virpuli skiet veidojam divi speki — uguns
un nakts. Kad Jaunais Rigas latviesu teatris Rigas Latviesu amatnieku palidzibas
biedribas nama 1905. gada gatavojas iestudet Raina nesen pabeigto un “Majas Viesa
Meénesraksta” publicéto dramu “"Uguns un nakts”, Zeltins "bija uznémies gleznot
dekoracijas” (Rainis 1925a: 9). Lugas autors atcergjas: “[..] priekskara skici tiku veél
redzégjis, — bija skaista simfonija sarkana un zala. V. Zeltinam jau toreiz tika izmaksa-
ta saméra liela summa darba iesakumam, kas radija, kadas ceribas tani laika lika
uz So lietu; velakais ir tikai turpingjums sim sakumam. Reakcija izjauca Sos planus.”
(Rainis 1925a: 9) Par pirmuzveduma ieceri un jauna gleznotaja dalibu taja liecina
ari Aspazijas atminas par lugas tapsanu un likteni: “Kad lielais darbs bija pabeigts,
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Bisenieks [domats Bisnieks] piesolija 500 rublus “Uguns un nakts" dekoraciju un
kostimu izgatavosanai. Makslinieks Zeltins izfantazeja lugas skatuvisko ietérpu. Bet
tas notika 1905. gada revoldcijas laika — mums bija jabég. VVélak Mierlauka inscené-
jums paradijas ar Kugas dekoracijam.” (Aspazija 1966: 52, 53) Raina un Aspazijas
atminas neatklaj, cik ciesi Zeltina “"skaistas simfonijas” iecere sekoja luga ietvertajam
vizualo efektu noradem, ko analizéjusi literatGrzinatniece Zane éilima, pétot nakts
témas traktéjumu Raina jaunradé (Silina 2022: 220, 221).

Minétais Janis Kuga (1878-1966) pirms 1908. gada uzsaktas sadarbibas ar Jauno
Rigas teatri (1908-1915) scenografa izglitibu un pieredzi ieguva Stiglica Centralaja
tehniskas zimésanas skola Péterburga (1899-1905) un ar skolas pieskirto arzemju
stipendiju Rietumeiropa (1906-1908). Turpretl Zeltins pirms “skaistas simfonijas
sarkana un zala" bija paguvis uzkrat dazus amatiera piedzivojumus Saja nozaré —
gan izraisijis skandalus 1901. vai 1902. gada Erglos un 1903. gada beigas Laudona
par alegoriskiem kailfigru attélojumiem vietéjo biedribu skatuvém izgatavotos
priekskaros, gan izpelnijies atzinibu par bérzu birzs dekoraciju, ko péc Teodora
Zalkalna (1876-1972) meta 1903. gada pavasari bija uzgleznojis Emila Melngaila
(1874-1954) muzikalajam vakaram Péterburga (Abele 2021: 102, 103, 112, 114, 119, 121).
Zeltins bija pieredzgjis dailkrasotaja macekla gaitas, kas ne tikai izraisija pastavigu
iekSeju protestu pret amatnieciskumu, bet ari sniedza iemanas, kas noderéja, lai pie-
pelnitos ar dekorativas glezniecibas uzdevumiem.

Nav iespejams paredzeét, vai Raina un Zeltina kopdarbs zurnala un teatri citos
apstak|os péc savstarpéji iedvesmojosa sakuma bitu attistijies veiksmigi un kluvis
par enkuru gleznotajam, kura makslai un personibai no paaudzes paaudzé visbiezak
piedévetie emocionalie stavokli ir bijusi trauksme un nemiers. Varbat Aspazijai, kam
Rainis skita “nemitigi purinams, raujams lauka no bezdarbibas,” "génijs, bet ar vajiem
nerviem” (Aspazija 1966: 52, 53), izdotos panakt, ka Zeltins neapstajas puscela un
pat priekslaikus neiztere Latviesu amatnieku palidzibas biedribas krajaizdevu kases
direktora un teatra finansu parzina Pétera Bisnieka (1854—-1911) izsniegto avansu.
Pirms varas iestades teatri 1905. gada decembri slédza, trupaiizklistot, un abi dzej-
nieki patveras Sveicg, Zeltins bija nonacis tik tuvu nacionalas kultaras aktualitasu
epicentram, ka pietrika nedaudz, lai vins raditu pirmo scenografiju vienam no latvie-
Su dramaturgijas stirakmeniem.

1911. gada 26. janvari (8. februari), kad Jauna Rigas teatra publika ieraudzija
"Uguns un nakts” vérienigo pirmuzvedumu Aleksa Mierlauka (1866-1943) rezija ar
Jana Kugas slavenajam dekoracijam, no 1909. gada 31. augusta (13. septembra), ko
apenoja Voldemara Zeltina pasnaviba, skir gandriz septinpadsmit ménesi — skietami
parak ilgs laika posms, lai pielautu kadu saikni starp abiem notikumiem. Tas nav
ne laikabiedru liecibas par Zeltina navi, ne musdienu monografija par vinu. Tomer,
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iespéjams, ir verts pieverst uzmanibu Kugas vecumdienu atminam, ka driz pec Aspa-
zijas "Vaidelotes" iestudéjuma, kura pirmizrade Jaunaja Rigas teatrinotika 1909. gada
20. marta (2. april1), Mierlauks vinu “aicindja grandiozam darbam - "Uguns un nakts”
izrades sagatavosanai”: "Pie 5T uzveduma stradajam 18 ménesus, ta [izrade] prasija
milzigus lidzek|us un piepdli. Ta nesa jaunu simbolu nacionalai dzivei, bet ari labako
inscenéto darbu, kads jebkad bija skatits uz latvieSu skatuvem.” (Akmentins 1966: 62)

Noraditais sagatavosanas periods, mazliet parsniedzot jau minéto laika attalumu
no Zeltina naves lidz lugas pirmizradei, vedina meklét papildu zinas par iestudéjuma
prieksvesturi. Jaunais Rigas teatris dramatiskas cenzdras atlauju izradit "Uguni un
nakti” bija sanémis 1909. gada marta (Latvija 1909), un 18. (31.) augusta Latviesu
skatuves biedribas padome lema par darga, bet publikas |oti gaidita iestudejuma
finansésanas veidu — "uzaicinat makslas draugus uznemties garantiju par visiem
vajadzigiem izdevumiem un varbatéjo iztrakumu"” (P. 1909). Tatad Mierlauks un Kuga
patiesam jau planoja paredzamos darbus, un Zeltins, budams saistits ar Jauno Rigas
teatri mazakos scenografiskos projektos, dzives pedéjas nedelas noteikti zinaja par
kolégu ieceri. Tas varéja noprotamajiem pasnavibas iemesliem — veselibas stavoklim
un nelaimigai milestibai — pievienot ari rezignaciju par pasa izsapnoto "Uguns un
nakts” dekoraciju likteni un savu nespéju saja joma konkurét ar diplométo Kugu, kas
turpingjuma, ka rakstija publicists Osvalds Akmentins (1914-2004), ar So izradi "bla-
kam Rainim [..] iegaja latvieSu kultdras debesis” (Akmentins 1966: 62).

Zeltina béres Jauna Rigas teatra un LatvieSu skatuves biedribas varda no vina
atvadijas draugs Pavils Gruzna (1878-1950), sacidams, ka aizgajéjs vél maz "pada-
rijis skatuves makslas laba, bet ari tas, kas padarits, liecinot par vina karsto un sa-
jusmibas pilno makslinieka dvéseli” (Krdza 1909). Ko Rainis domaja un iztélé skatija,
rakstidams, ka “véelakais ir tikai turpinajums sim sakumam” — 1905. gada lolotajiem
un reakcijas izjauktajiem planiem? Vinam par to vareja atgadinat Zeltina maigie "Beérzi”
un nevaldamais "Virpulis” dzejnieka “mazaja milestibas muzeja,” kas vina dzives vidé
tapa no "biedru un draugu laipnas pieminas” makslinieciskajam ziméem (Rainis 1911),
tacu masdienu interesentiem atbilde uz So jautajumu ir nepieejams noslépums.

Galotnu saskarsanas. Vilhelms Purvitis Kad Rigas Makslas
biedriba (Rigascher Kunstverein) 1898. gada decembri Basteja bulvart atklaja savu
makslas salonu ar Baltijas makslinieku darbu izstadi, kura gandriz puse no pusotra
simta eksponatu bija gadu ieprieks Peterburgas Keizariskas makslas akademijas
diplomdarbu konkursa uzvaru guvusa Vilhelma Purvisa gleznas un studijas, redzétais
izraisija augligu apversumu Voldemara Zeltina un dazu citu Bluma skolas audzeknu
skatijuma uz dabu, vedinot vinus atbrivoties no 19. gadsimta realisma sausas
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detalizacijas un doties svaigu brivdabas iespaidu meklgjumos. Rainis tolaik bija
nometinajuma Pleskava, toties laikraksta "Dienas Lapa” lildzstradniece Aspazija vél
péc izstazu nomainas nevaréja “atraisities no iespaida, kuru uz vinu atstajusas
Purvisa k[un]ga gleznas ar savam teiksmainajam krasu kompozicijam”. Vina rakstija,
ka "visas Sis krasu skanas un skanu krasas modina tas neapzinamas jutas, par
kuram mes nevaram noteikt, vai tas vairak saistas pie aplikota priekSmeta jeb vai
dvésele pati, kada dziva vieta iekustinata, rada talak pati savus télus un, apkartni
aizmirsdama, aizlido talak sapnu pasaulé” (Aspazija 1899).

Rainis, sanemdams no Aspazijas zinas par Rigas kultaras dzivi, apsvera, ka va-
rétu kaut ko rakstit par latvieSu makslu, 10dza sagadat Jana Rozentala (1866-1916)
adresi (Rainis 1899/1900: 164), ka ari ieminéjas, ka Rozentals vai Rihards Zarins
(1869-1939) bltu piemeéroti ilustratori Aspazijas lugai “Vaidelote” (Rainis 1900: 186),
tomer Purvisa vina vestulés mineto personu skaita gadsimtu mija nebija. 1903. un
1904. gada abi dzejnieki noteikti izmantoja iespéjas redzet daudz Purvisa darbu iz-
stadés Riga un Majoros, tacu nav zinams, kad un kada cela Rainis un Aspazija pasi
kluva par vina ainavas ipasniekiem. 1905. gada notikumu laika Baltijas slavenakais
gleznotajs neparakstija Raina sastadito “Latviesu inteligences darbinieku prasibu
péc pilsoniskam tiestbam Latvija" un vérsas pret sabiedriba samilzuso etnisko kon-
frontaciju (Abele 2022: 448, 449). Purvitis izturéjies iecietigi un reizé baZigi pret sava
audzekna Gederta Eliasa (1887-1975) un citu jaunieSu iesaistisanos revolucionaraja
kustiba (Slava, Kaupere 2012: 303), tomér vina batiba bija pretéja skaisti postosajam
Zeltina "Virpulim” — Purvitis Latvijas vésturé nederéja par vecas kartibas graveju,
betizradijas neatsverams, kad vajadzéja bavet jaunu.

Neatkarigi no politisko véju virzieniem un geografiska attaluma starp Baltiju un
Sveici tautie$i saka ietvert Raini un Purviti viena nacionalas kultiras galotnu silueta.
Apcerédams ainavista darbu izstadi, kas 1911.-1912. gada mija notika Rigas pilsétas
makslas muzeja, Viktors Eglitis (1877-1945) sprieda: "[.] ieks ta tacu pastav mak-
slinieka dzives cina — zaudet un par jaunu iegut, ieraugot aizvien jaunus uzdevumus.
Pedeja laika art Rainis no sikiem intimiem dzejoliem un sentencém ar panakumiem
devies Sekspiriskas dramas valsti. Par ko lai Purvitim to liedzam?” (Eglitis 1912: 399)

Dzejnieka un gleznotaja sadarbibas galvenas pieturzimes attiecas uz desmit-
gadi, kad vini abi ka nacionalas kultdras pilari péc Purvisa parbrauksanas no Norve-
gijas, kurp vinam bija izdevies aizcelot 1917. gada rudeni no revolucionaras Petrogradas,
un Raina atgriesanas no Sveices trimdas stradaja jaunas Latvijas valsts laba. 1920. gada
Purvitis daringja vaku zimejumus Ansa Gulbja (1873-1936) izdotajiem Raina dzejas
krajumiem “Addio bella”, “Cisku vardi” un “Uz majam’, ka ari to kops&jumam “Treji
loki” (Rainis 1920a, 1920b, 1920c, 1920d). 1920. gada 18. decembri dzejnieks dienas-
gramata ierakstija, ka sanemis “Uz majam" un “Csku vardus": “Nemu izlasiju. Patik
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3. att. Raina dzejas krajums "Addio bella".
Riga: A. Gulbis, 1920. Vaku ziméjis
Vilhelms Purvitis

Fig. 3. Rainis’ poetry collection Addio bella.
Riga: A. Gulbis, 1920. Cover drawing by
Vilhelms Purvitis

E22 | QrS

*“"v °4

ne lasit, bet atgriezt; daudzums drukas k|udu atstaj nepatikamu iespaidu. llgi priecajos
par vaka zimé&jumu.” (Rainis 1920e) 5T piezime vedina domat, ka iespiedumam izman-
totos originalus, no kuriem viens tagad atrodas Latvijas Nacionalaja makslas muzeja,
Rainis ieprieks nebija redzgjis. Intas Pujates (1957-2025) raksta “Vilhelms Purvitis
un jugendstils” anglu un krievu tulkojumos savstarpéji nedaudz atskiriga — apgalvo-
juma un pielavuma - forma lasams par Raini ka sadarbibas rosinataju (Pujate 2000:
171, 173). Lai gan latviesu originalteksta stinformacija, acimredzot neatrodot nepie-
cieSamo papildu apstiprinajumu, ir atmesta (salidzinat Pujate 2000: 167), DZeimss
Hovards Freizers (James Howard Fraser, 1934—-2013) parnéma to un vél paspilgtinaja,
nosaukdams Purviti par Raina draugu (Fraser 2014: 66). Tomér nav zinams, kuram —
dzejniekam vai izdevéjam — pirmajam radas nodoms vaku zimésanu uzticét Purvitim,
vai makslinieks stradaja saskana ar kadiem noradijumiem un bija pilniba iepazis-
tinats ar manuskriptu saturu.

Vaki patika ne tikai Rainim, bet ar literaro jaundarbu recenzentiem Adolfam
Ersam (1885-1945) un Karlim Dzillejam (1891-1963), lai gan abi ievéroja, ka Purvisa
“skaistas gleznainas dabas ilustracijas” (Erss 1921: 26) ir sameéra neatkarigas no
poétiska véstijuma. Erss kopséjuma apskata konstatéja, ka tas "vairak dod pasas
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4. att. Raina dzejas krajums “Cisku vardi".
Riga: A. Gulbis, 1920. Vaku ziméjis
Vilhelms Purvitis

Fig. 4. Rainis' poetry collection Casku vdrdi
(Serpent Incantion). Riga: A. Gulbis, 1920.
Cover drawing by Vilhelms Purvitis

neka atspogulo gramatas saturu” (Erss 1921: 26), bet Dzilleja, pirmo krajumu vérte-
dams, atzina, ka "Purvisaimpresioniskais, kolorita bagatais vaks labi saderas ar gra-
matas pamattoniem, bet — tair ilgas skatita Latvju zeme, ne ta svesa skaista zeme,
kurai Dagda atvadoties sauc “"Addio bella"" (Dzilleja 1920).

Kritiskus viedok|us pauda Purvisa jaunradi kopuma atzinigi vértejusie Rigas
makslinieku grupas modernisti. Pec Ugas Skulmes (1895-1963) domam, "tiem, kas
ciena Purviti, vina tagadejie vaki ir jaaizmirst™: “Ja Purvitis ir labs gleznotajs, tad vina
vaki neliecina ari, ka vins ir labs grafikis, un ariimpresionisms, kuram sintetiska radi-
Sanas metode svesa, nav tas virziens maksla, kas veicinatu grafikas uzplauksanu.”
(Skulme 1921: 155) Romanu Sutu (1896-1944) tracinagja jugendstila iezimes formu
stilizacija: "Akadémika V. Purvisa Raina gramatu vaki pierada, ka vina grafiskas spgjas
ir diezgan problematiskas, tamdé| vinam jakeras pie maksligas ne stila [.] manieres,
un stmaniere mums daudz ko atgadina diemzél atkal no vacu “Jugenda” un Leistikova
stilizatoriskam manierem. Vina vaki ir nesaprasta grafika, un vienigi bagatais, lai ar
rupjais koloréjums vél kaut ka tos glabj no banalitates.” (Suta 1921) Suta izraudzito
formveidi saistija ar vinaizpratné anahronisku gadsimtu mijas vacu vizualas kultaras
paraugu inerci, kas saknojas Minhenes zurnala Jugend grafiskas valodas un Berlines
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5. att. Raina dzejas krajums "Uz majam”.
Riga: A. Gulbis, 1920. Vaku ziméjis
Vilhelms Purvitis

Fig. 5. Rainis' poetry collection Uz majam
(Going Home). Riga: A. Gulbis, 1920.
Cover drawing by Vilhelms Purvitis

gleznotaja Valtera Leistikova (Walter Leistikow, 1865—-1908) ainavisko kompoziciju
dekorativaja stilizacija. Suta parmeta, ka Ansis Gulbis (1873-1936) "nopietni grib"
sabiedriba vairot gramatas cienu, bet, “pats nesaprazdams statiskas makslas, badams,
ka tasir ar lielako daju no mlsu inteligences, uzaudzinats vacu paraugos, apzinigi jeb
neapzinigi paliek joprojam Sis kultdras atmosféra” (Suta 1921). Gramatu makslas un
lietiskas grafikas lietpratéjam Visvaldim Pengerotam (1897-1938) 20. gadu vidd,
skiet, nebija tadu iebildumu pret stilistiku, tacu vins “Purvisa vakus Raina dzejam”
vértéja ka Sim gramatniecibas uzdevumam "ne visai pienemamus,” jo tie ir “pilnigi
patstavigi zimejumi (pat bez virsraksta) un tos ar tadu pat tiesibu var izlietot kurai
katrai citai gramatai” (Pengerots 1925a: 139; 1925b: 36).

Lidziba ar Purvisa vaku ziméjumiem, kas 1904. gada rotaja izdevniecibas “Zalktis”
izdoto Augusta Sauliesa (1869-1933) rakstu burtnicas, makslas vésturnieci Guntu
Rudziti (1933-2022) 20. gadsimta 70. gados noveda pie Skulmes un Sutas viedok-
liem piebalsojosa secinajuma, ka “tas, kas reiz bija sasniegums, tagad ir novecojies
un skiet skérslis” (Rudzite 1974: 182). Tuvojoties musdienam un mainoties pétnieku
attieksmei pret 19. un 20. gadsimta mijas vizualas kultiras mantojumu, jugendstila
tradiciju klatbutne vairs neskita problematiska. Valdis Villeruss Sis vaku ilustracijas
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raksturoja ka "dekorativas ainavas ar jugendstila un simbolisma iezimém” — tadas,
kuras Purvitis vai nu “strukturéja briva ritma atbilstoSi sava gleznieciba aprobétajiem
kompozicijas principiem,” vai ari bivéja “simetriski, pieskirot tam scénisku raksturu”
(Villeruss 2016: 409). Pieversdama uzmanibu Latvijas dabas motivu un klasiskas
kulttras elementu, jugendstila reminiscencu, simbolistiska véstijuma un varbutéju
konstruktivisma iezimju sakausejumam, Inta Pujate Sajos risinagjumos saskatija merk-
tiecibu un nozimi, kas var atspéekot laikabiedru izteikto kritiku par attélojuma neat-
bilstibu gramatu saturam. Visvairak vinu piesaistija vaka zimejums krajumam
“Cusku vardi” — simetriska kompozicija (originals Latvijas Nacionalaja makslas
muzeja) ar geometriski skaidru mauzoleju centra ka "skirtni starp o pasauli, ko sim-
bolize bérzu gaisie stumbri” abas malas, un "aizsauli, ko ievada melna josla darba
prieksplana” (Pujate 2000: 168). Pétniece to izce| ka "klasiskas un modernas makslas
sintézes kvintesenci” (turpat), un sava zina to varétu uzskatit par Purvisa makslas
neoklasicisma un simbolisma aluziju koncentrétu kopsavilkumu, kas sabalsojas ar
dazadam telpiskam iecerém sava laika memorialaja kultara, tapat ka no putna lido-
juma skatitais simetriski svinigais, Latvijas koku godasardzes ietvertais procesiju
cels uz templi vaka zimgjuma krajumam “Uz majam”.

1921. gada 6. februari, pavisam driz péc apltukoto dzejas krajumu iznaksanas,
Rigas pilsétas makslas muzeja notika Purvisa godinasana 25 gadu darba jubileja,
par atskaites punktu nemot vina pirmo piedalisanos izstade Latvija — 1896. gada Lat-
viesu etnografiskas izstades Dailes nodala (Abele 2022: 495). Lidz ar klatienes apsvei-
kumiem jubilars sanéma ap 70 rakstveida sveicienu “no visam Latvijas malam,” un pie to
pazistamakajiem autoriem reportaza atziméti Rainis un Aspazija (Jaunsudrabins 1921).
Apliecinadams, ka Purviti vina goda diena “sveicina visa latviesu tauta un atskatas ar
lepnumu uz nacionalas glezniecibas nodibinataju un lielako darbinieku,” Rainis uzsvéra:
"Bet Tu, muzam augosais, neatskaties, Tu ej vienmer uz prieksu.” Vins sutija velgjumu
vispirms ka tuvaka mérka piepildijumu “"dot mums makslas akademiju blakus makslas
muzejam,” bet vienlaikus likt “savus talakos merkus uz mazibu”. Sekojosajos noslegu-
ma vardos reizé ar veltijumu jausas pasiedvesmas uzruna rakstitaja spogulattélam:
“[.Junjaari Tavas miesas luzis, tos nesasniegusas, Tavs gars tos sniegs. Maksla
ir dzive un laime.Nesmums dziviun laimi, Tu — laimigais.” (Rainis 1921)

1921. gada rudeni Purvisa vaditaja Latvijas Makslas akademija studijas saka
pirmie audzekni, tomeér 20. un 30. gados vél nebija piepildijies nodoms Sis augst-
skolas vajadzibam ieglt Birzas komercskolas eku, kur akadémija "blakus makslas
muzejam” majo tagad.

Kad 1928. gada janvari Rainim vajadzéja izvértét savu trispadsmit ménesus
ilguso darbibas laiku izglitibas ministra amata, vins par lielu veiksmi atzina “musu
gleznu izstadi Stokholma, kas izdevas |oti spozi” (-ksi 1928). Sis 1927. gada pasakums

Kristiana Abele. Talas noskanas vardos, krasas un linijas: Rainis, Aspazija un divi latviesu gleznotaji 110



6. att. Raina dzejas krajumu "Addio
bella”, “Casku vardi” un “Uz majam”
kopséjums "Treji loki”.

Riga: A. Gulbis, 1920.

VVaku ziméjis Vilhelms Purvitis

Fig. 6. Treji loki(Three Circles) —

set of Rainis’ poetry collections
Addio bella, Casku vardi(Serpent
Incantation) and Uz mgjam

(Going Home). Riga: A. Gulbis, 1920.
Cover drawing by Vilhelms Purvitis

ievadija Latvijas makslas viesizstazu virkni, kas ar partraukumiem turpinajas lidz
1939. gadam galvenokart Purvisa vadiba un ir atspogulota Daces Lambergas pétiju-
mos (Lamberga 1991: 8, 9; 2000: 153-157). Tie sniedz ieskatu ari sarezgijumos,
kas pavadija Stokholmas izstades prieksdarbus un apdraudéja tas norisi, lidz Purvitis,
uznemdamies galvena rikotaja pienakumus, spéja novest ieceri [idz veiksmigai
istenosanai. Saglabajusies oficiala izskaidrosanas vestule, ko Purvitis 1927. gada
1. oktobri, Tsi pirms organizatoriskas krizes atrisingjuma, Rainim rakstija ka amat-
persona amatpersonai, cienas apliecingjumu adresatam pauzot nevis jubilejas
apsveikuma retorika, bet atruna, ka “atlikusa isa laika de| nebus iespejams izstadi
sarikot ta, ka ta atbildetu tik izsmalcinatas publikas ka Stokholma vismazakam pra-
sibam un ka tas vajadzigs seviski Sini gadijuma, kur izstades prieksgala stav divas tik
eminentas personas ka Zviedrijas princis—makslinieks un Latvijas genialakais cil-
véks—dzejnieks” (Purvitis 1927). Pirmais no minétajiem bija gleznotajs princis Eizens
(Prins Eugen, 1865-1948), Raina vienaudzis, ko Purvitis pazina kop$ gadsimtu mijas
celojumiem un izstadem, tade| ipasi raizédamies, ka Latvijas makslu uznems ziemeu
kara|valsti, un ilgodamies, lai ST uznemsana notiktu godam. Ka atceréjas gleznotajs
Augusts Annuss (1893-1984), Purvitis bija pielavis, ka Rainis, l1dzigi ka vina prieksteci
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izglitibas ministra amata, par izstazu nepieciesamibu arzemes bus tikai rungjis
vien, tomeér izradijies, ka "Rainis ir pavisam cita kalibra". Purvitis Annusam bija stas-
tijis, ka Rainis vinu vélreiz pilnvarojis noorganizet latvju makslas arzemju izstazu
lietu, un ka neticamu paradibu spilgti atainojis lielo dzejnieku sitam ar duri pa galdu
(Annuss 1972: 4).

Tuvojoties izstadei, bija paredzéets, ka Rainis "Stokholma noturés vairakus prieks-
lasijumus par masu makslu un literatdru” (Tr. 1927a), ta¢u nakamie laikrakstu pazi-
nojumi mainijas no dienas diena: “J. Rainis ar prof. V. Purviti uz Stokholmu izbrauks
1.vai 2. novlembri]” (29.10.). — "Uz Stokholmu aizbrauca vakar prof. V. Purvits,
J. Rainis tur dosies 5. nov[embri] un uzturésies nedélu” (3.11.). - "Stokholmas izsta-
des atklasanas gadijuma izglitibas min[istrs] J. Rainis vakar nosttija apsveiksanas
telegram[m]u izstades iniciatoriem” (10.11.). (Tr. 1927b, 1927c, 1927d) lekspolitisku
apstaklu de] Raina brauciens uz Stokholmu izstades laika tomér nenotika. Sarikoju-
mam bija ieverojami panakumi: viesus no Latvijas braligi godinaja gan zviedru maksli-
nieki sava kluba, gan princis Eizens svinigas brokastis, Rigas laikraksti citigi atrefe-
reja zviedru kritiku atsauksmes un Zviedrijas Nacionalais muzejs iegadajas Purvisa
gleznu "Tirgus budas Majoros” (tagad Modernas makslas muzeja krajuma Stokholma).
(Briva Zeme 19273, 1927b; u. c.) Jaunas valsts makslas viesizrades iespaidi vél nebija
pagaisusi, kad Rainis, vairs nebddams ministrs, 1928. gada marta divreiz apmekléja
Stokholmu, dodamies uz Henrika Ibsena (Henrik Ibsen, 1828—-1906) simtgades svini-
bam Norvégija un atcela no tam. Zviedrijas galvaspilséta vinam veltija rado$o vakaru,
kura nosléguma Rainis runaja par latviesu un zviedru sakariem pagatné un tagadneé
(Gudrike 1972: 147). Notika iepaziSanas ar "Stokholmas arhitektaru, makslas muze-
jiem, teatriem, operu,” piedalisanas parlamenta sédgé, Upsalas bibliotékas apmeklé-
jums, pienemsana pie jau minéta princa Eizena un citas pagodinosas sastapsanas
(turpat), kas Raina celabiedram Arturam Bérzinam (1882-1962) radija iespaidu, ka
"pie svesajiem vins atrada daudz vairak laipnibas neka savas majas, kur vina darbu
pazina labak un kur to varéja labak novértét” (Berzins 1933).

Petot Raina biblioteku, Aina Britane (1932-2012) atzimé, ka lidzas citiem izde-
vumiem par makslu vinam piederéja gramatas par “‘musu Rozentalu un Purviti,” kas
dzejniekam bijusi tuvi (Britdne 1982: 98). Sads apgalvojums varéja biit pareizs vien
daléji. Raina dzives laika iznaca pirma monografija par Rozentalu (Sterns 1925) un
vina darbu reprodukciju sakopojums ar septiniem attéliem (Rozentala makslas
salons 1926). Paradijas pirmas gramatas par latviesu makslas vésturi (Suta 1923;
Dombrovskis 1925; Vipers 1927), turpreti neviens atsevisks izdevums par Purviti vél
nebija radits. Plasaku ieskatu vina jaunradé Latvija 20. gados sniedza ar attéliem
bagatigi papildinatas biografiskas apceres ménesrakstos "llustréts Zurnals” (Prande
1925) un Perezvony (Prande, Misheev 1926).
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1929. gada 15. septembri Purvitim bija lemts noliekt galvu, pavadot Raini pedgja
gaita, ka tas redzams Vila Ridzenieka (1884-1962) uznemta béru fotografija
(LNRMM, inv. Nr. RTMM 1085). Taja raugoties, gleznotaju var iedomaties parcilajam
no dzejnieka sanemtos veltijuma vardus par to, kas japaveic garam, ja “miesas luzis,”
nesasniegusas “talakos mérkus uz muzibu”.

Ut pictura poesis noskanu ainava,

literaturas kritika un

Aspazijas “Atstataja svetnica” Lidzas dokumentétajiem biografis-
kajiem saskares faktiem iesp&jams runat par mijiedarbibu gleznotaja un dzejnieka
jaunrade un tas uztveéruma. Raina un Purvisa savstarpéja radosa ietekmésanas
paliek varbutibu miglas talo noskanu aizplivurota, tacu ir skaidri noprotams, ka glez-
notaja darbu iepazisana skoloja dzejnieka lasitajus un otradi. Krajuma "Addio bella”
recenzija Valdemars Dambergs (1886—1960) So dzejas darbu aprakstija ka gleznu
ciklu, kura "krasu mirdzums, tiriba un caurspidigums [..] aiziet Iidz vecmeistariskam
krasu biezumam un tumsajam zaigam"” (Dambergs 1921). Antons Krauja (istaja
uzvarda Balodis, 1880-1942) 1912. gada sprieda, ka, ja Raina dailrades "pamatuvil-
cienus gribétu projecét uz audekla un likt tiem runat uz skatitaju Raina valoduy, [..] tad
ilustracijai, gleznai, dekoracijai butu jaapvieno skatitajs ar tadu telpas bezgalibas
sajutu, ka nemirstigais Raina dzejols “"Kalna kapejs”, tam butu jaizce| galvenam kar-
tam divi momenti: tala, skaidra perspektive un liniju harmoniska noslégtiba” (Krauja
1912: 961, 962). Nosauktie “divi momenti” precizi raksturo Purvisa ziméto vaka
kompoziciju astonus gadus velakajam Raina krajumam “Uz majam”.

Pilniba izkliedét varbutibu miglu un iezimét skaidru apvarsni jautajuma par
PurviSa un Raina radoso saskari drosi vien butu pa spekam tikai Aspazijai, kas jauna
ainavista makslaijau minétaja 1898.—1899. gada mijas izstadé atsaucas ar “Faustam
[idzigu ilgoSanos: "Tai l1dzi, vienmér [idzi doties."” (Aspazija 1899) Tajos gados Rainis
vinai pauda, ka “par makslu varétu rakstit vienigi Tu, Inin,” — pretstata Teodoram
(domats Teodors Zeiferts, 1865-1929), kas neesot “redzéjis nevienu bildi, atskaitot
gaili abecé un kungu spélu kartis” (Rainis 1900).

1923. gada zurnala “Lira" un péc tam liriskas autobiografijas tresaja dala "Raganu
nakts” Aspazija lasitajiem nodeva dzejoli “Atstata svétnica” (Aspazija 1923a, 1923b:

113, 114), kas péc pirmas izskanas un partraukuma noslédzas ar pécjautajumu:
Kas Sai atstatai svéetnicai
Bijis gan nama daris?
Beklina “Naves sala” ta vai
Purvisa "Pavasaris"?
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Abi minétie makslas darbi ka preteji sava laika vizualas kulttras simboli, ko $ada
salikuma pazina un apjusmoja vienigi Latvija, pamesto Kipridas — Afrodites — templi,
kur reiz "troksnojis bakhantu tracis,” noenkuro gadsimtu mijas atminu telpa. Atklajo-
ties Siem rosinatajiem, "Atstata svétnica”, iespéjams, vairs nav lasama tikai Pétera

"

Birkerta (1881-1956) trakt&juma — ka dziedajums "par izbeigtu milu," “skaista noskan-
glezna par bijuso Itksmi un baudu” pretstata “tagadéjai atstatuma, vientulibas un
skumiju gleznai,” kura "nav milas, nav dzivibas” (Birkerts 1935: 11). Pécjautajums
Skiet aicinam ne tikai Jauties nostalgiskai gratsirdibai, bet arf pamesto dailes majokli
atslégt, izpetit un doties projam nevis ar naves, bet pavasara atmodas vardu uz lipam.

Dzejoli nodévéta par "Naves salu”, Sveiciesu simbolista Arnolda Beklina
(Arnold Bocklin, 1827-1901) glezna “Miruso sala” (Die Toteninsel) dazadu variantu
(I-V, 1880-1886) attélos 19. gadsimta beigas un 20. gadsimta sakuma bija Latvijas
literatu un makslinieku izteli visvairak iedvesmojusais arzemju makslas darbs, it
seviski laika, kad to publicgja, komentéja un ar latviesu autoru literarajam ekfrazem
papildindja “Majas Viesa Ménesraksts” (Abele 2025). Ari Aspazijai piederéjusi "liela
Sis gleznas reprodukcija” (Viese 1986: 671), bet 1936. gada reportaza par viesosanos
pie vinas Dubultos atzimeéta liela citas Beklina gleznas — "Pils pie jaras” — fotorepro-
dukcija, kas bijusi “darga pieminas balva dzejniecei no “Sidraba skidrauta” pirmizra-
des” (Mednieks 1936), tatad — no 1905. gada. Bet ka ar Purvisa "Pavasari"? Lai gan
Saulcerite Viese dzejola komentara raksta, ka tas ir “viens no latviesu glezniecibas
vecmeistara izcilakajiem darbiem” (Viese 1986: 672), atbilstosak bltu runat par vie-
nu no vina galvenajam temam, kas risinata daudzas gleznas, aptverot dabas norises
un noskanas no pedéja sniega lidz ziedonim. Tadéjadi "Atstatas svétnicas” “Pava-
saris” varéja but gan atseviska vai sintezeta atmintélu glezna, gan no reprodukcijas

=n

pazistama ainava vai “mazaja milestibas muzeja” klatesoss originaldarbs.

Desmit gadus pec dzejola pirmpublikacijas, 1933. gada, Aspazija pardeva Rigas
maju un iegadajas naminu Dubultos, Goncarova iela (vélak un tagad Zigfrida Meiero-
vica prospekts) 20, kurp vasara péc remonta parcélas uz pastavigu dzivi, cinidamas
ar Raina atstato paradu izraisitajam gratibam. Kadu laiku 51 eka bija preses reportie-
ru iecienits novérosanas objekts. \Viens no Si aroda darboniem septembri netalu no
Dubultu stacijas pamanija cilveku "bieza meételi un lielu 3alli ap kaklu” seézam liela
molberta priek$a un citigi triepjam krasas uz audekla (-mp 1933). Zurnalists bija vai
izlikas izbrinits, tuvuma parliecinadamies, ka tas ir profesors Purvitis, kas akademi-
jas brivlaiku — patiesiba kartéjo kops 20. gadu sakuma — bija pavadijis ka Dubultu
vasarnieks Tréta majina Goncarova iela 10 (tagad Aspazijas iela 1). Aspazijai, kas
teicas maju atstajam reti (Pedéja Bridi 1935), vajadzéja no saviem logiem un darza
itin biezi redzet Purviti lena gaita ejam uz dzelzcela uzbéruma un upes pusi studijas.
Tagad gleznotaja atcelu var nostaigat, apciemojot télnieces Olgas Silovas skulptiru
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"Aspazija kapas” (2020) un turpinot vérpt vai Sketinat raksta ievada minétas izsta-
des intrigu — vai kaimins Purvitis tolaik parkapa dzejnieces nama slieksni?

Vina glezna — ticamak sendienu piemina neka jaunieguvums — kluva par vienu
no Aspazijas Dubultu majokla rotam. Avizes “Pedeja Bridi” reportieris 1935. gada to
redzeja viesistaba lidzas gleznotam namamates portretam (Pedeja Bridi 1935).
1936. gada zurnala “Zeltene” citu makslas darbu vidu atzimets “kads simpatisks
"Purvitis”” (Miesnieks 1936). 1940. gada 20. augusta, jau driz péc padomju okupa-
cijas varas nodibinasanas, Valsts privato makslas un vésturisko priekSmetu regis-
trésanas komisija lidzas rokoko galdinam un antika sievietes krusutela kopijai par
vertibu atzina Purvisa dabasskatu, dzejniecei apnemoties “Sos prieksmetus turet
sava parzina" (Aspazijas maja 2024). Pat ja izraditos, ka Purvitis savas Jarmalas
vasaras 30. gados nav viesojies Aspazijas nama un kaiminus satuvinajusi muzejiska
interpretacija, dzejniece loloja vina ainavu — iespéjams, kadu no paslaik zinamajiem
originaldarbiem ar neskaidru piederibas vésturi.

Aspazijas salona ekspozicija musdienas “Atstatas svétnicas” pecjautajuma iz-
skanu — “Purvisa “Pavasaris”?" — kapjosa gavilu intonacija skanigi recite Purvisa un
Zeltina gleznu duets. Jau citétas Pétera Birkerta pardomas par so dzejoli rota vardu
savienojums “skaista noskanglezna” (Birkerts 1935: 11), kas ir vienlidz labskanigs ka
zinatajiem viegli atpakal uz vacu valodu partulkojamais jedziens schénes Stimmungs-
bild. Raksta nosléguma Sis “noskanas” un “gleznas” sapludinajuma piemers var dot
ierosmi pardomam, ka Raina dzeja, iedzivinot lidz tam reti lietoto vardu "noskana’,
palidzéja tapt leksikai, kada latviesi jau vairakas paaudzeés doma un raksta par 19. gad-
simta beigu un 20. gadsimta sakuma makslu. Kas Purvitim pasam profesionalaja

"y

zargona lidz muza beigam palika "sStimmunga”, Janim Rozentalam rakstos “sajusma”,

vél dazam autoram “jismiba” un Karlim Stralam (1880-1970) dailliteratdra "skan-
dums”, tas musdienu valodu ir sasniedzis ar apziméjumu “noskana’, izplatoties ari
tados savienojumos un lietojuma kontekstos ka "noskanu maksla” — nu jau Joti
iesaknots vacu Stimmungskunst latviskojums, bez kura Purvisa jaunibas laikmetu

Latvijas gleznieciba butu neiespéjami apjégt un aprakstit.
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Summary Aspazija's historical drama Vaidelote (Pagan Priestess; 1894),
based on Lithuania's early history, was translated into Lithuanian in 1908 and staged
several times by diaspora Lithuanian theatre amateurs in Riga and Mitau (now
Jelgava). This paper aims to determine how the Lithuanian audience perceived it. The
translation and staging of laideloteis a good opportunity to consider the tradition of
Lithuanian dramaturgy in the context of evaluating this Neo-romanticist drama by
Aspazija, and the influence it may have had on the Lithuanian historical drama of the
time. The methodological approaches used here include the notion of the horizon of
expectation, which comes from literary hermeneutics, and the model of theatrical
communication by Susan Bennett, who has adapted the active reader response to
the theatrical situation. These theoretical tools are discussed in the first part of the
paper. The second part presents the situation of early Lithuanian theatre and its
dramaturgy at the end of the 19th century and the beginning of the 20th century.
The third part is devoted to the translation of Aspazija's drama Vaidelote and its
reception by Lithuanian audience. This paper concludes that Aspazija’'s drama
entered the Lithuanian theatre scene after having been simplified and adapted to
the limited possibilities of the amateur theatre of that time. Therefore, its influence
on Lithuanian historical dramaturgy was limited.

Kopsavilkums Aspazijas veésturiska drama “Vaidelote” (1894), kas
balstita Lietuvas senvestures notikumos, tika partulkota lietuviski 1908. gada, un to
vairakkart iestudeja Riga un Jelgava dzivojoSo diasporas lietuviesu amatierteatri.
ST pétijuma meérkis ir izzinat, ka So lugu uztvera lietuviesu auditorija. "Vaidelotes”
tulkojums un iestudéjumi sniedz iespéju izvértet lietuviesu dramaturgijas tradiciju
saistiba ar Aspazijas neoromantisma lugas izpratni, ka ari tas iespéjamo ietekmi uz
talaika lietuvieSu vésturiskas dramas zanra attistibu. Pétijuma izmantota metodo-
logija ietver gaidu horizonta jédzienu, kas aizglts no literaras hermeneitikas, ka
ar1 Stzanas Benetas izstradato teatra komunikacijas modeli, kur skatitaja aktiva
reakcija pielagota teatralajai situacijai. Sis teorétiskas metodes tiek apspriestas
raksta pirmaja dala. Otraja dala aplikots agrina lietuviesu teatra un dramaturgijas
stavoklis 19. gs. beigas un 20. gs. sakuma. Raksta tresa dala ir veltita Aspazijas
dramas "Vaidelote” lietuvieSu tulkojumam un recepcijai. Visbeidzot tiek secinats, ka
ST Aspazijas luga uz lietuvieSu teatra skatuvem nonaca vienkarsota veida, pielagota
talaika amatierteatra iespéjam. Tadé| tas iespaids uz lietuvieSu vesturisko dra-
maturgiju bija neliels.
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Introduction In 1891 Aspazija (Elza Rozenberga-Pliek3ane) wrote a
five-act drama based on Lithuania's early history called Vaidelote (Pagan Priestess).
Staged at the Riga Latvian theatre in 1894, it became a great success, “shining like a
brightlightning boltin the world of Latvian theatre” (Hausmanis 2016: 217)". Vaidelote
was Aspazija's second drama, with which the already famous poetess gained the
title of playwright. It became one of Aspazija's most staged plays in Latvia, and
in 1927 it was also produced as an opera. The Lithuanian themes of laidelote
immediately brought it to the attention of Lithuanian intellectuals: the surviving
correspondence between Janis Rainis and Eduards Volters, alecturerat the University
of Saint Petersburg who worked as a censor of Lithuanian writings, testifies to the
fact that Volters had suggested to the Lithuanians of Saint Petersburg to translate
and stage this drama even before 1899: "I have long encouraged the Lithuanians to
translate Aspazija's drama from the history of Lithuania, they have costumes and
actors: everything is ready, but it is difficult to set our Lithuanians in motion”
(Nastopka 1971: 151). Although the Lithuanian press of the late 19th and early 20th
centuries repeatedly admired the Latvian performances of Vaidelote and rhetorically
asked when the Lithuanian stage would finally see this historical drama, it was a
long time before the artwork was translated and performed by the Lithuanian
amateur theatre society Kank/ésin Riga (1911, 1913) and Jelgava (1913). It should come
as no surprise that the Lithuanian diaspora in Latvian cities had their own theater
societies. At the end of the 19th century, Lithuanian migration to the industrial cities
of the Russian Empire was particularly high, Lithuanians were especially attracted to
the rapidly growing city of Riga. It is estimated that on the eve of World War I, over
37,000 Lithuanians lived in Riga. There were also large Lithuanian communities in
Liepaja and Jelgava (Maciulis, Jekabsons 2018: 8).

Lithuanian reviews of the Latvian performances of Vaidelote also give us the
impression that this historical drama remained on the minds of Lithuanian theatre
lovers well into the early 20th century but, despite their efforts, it never became
popular. The play was translated into Lithuanian in 1908 by the Riga amateur theatre
maker Nepakentuolis (Povilas Zaldokas, c. 1858-1920), and in July of the same year
the censors granted the permission to stage it. This fact was announced in the
Lithuanian press by Lithuanian writer Ona Pleiryte-Puidiené. In an article presenting
Aspazija's Vaidelote and Skirmunda by Laimnieks (Jeékabs Dravnieks), she noted:

1 The quotationsin this article are translated by Aleksandra Fominaite, unless otherwise noted.
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Both “Vaidelote” and “Skirmunda” give extremely fine, strong scenes, both are
adorned with songs and dances of specific festivities. The former and the latter
works are in Lithuanian translations, it would be pleasant to see them one day
on our stage, [for] there are no equally excellent originals in the literature of our
stage. Both translations are still in manuscripts, so if any theatrical societies
and individuals would like to get closer to these works, they can do so through
the "Vilnius News" editorial office which will help them get in touch with the
translators. (Pleiryté-Puidiené 1908: 2)

It is not only Pleiryté-Puidiené’s desire to see a Lithuanian production of Vaidelote
that should be emphasized — it is also important to note that, according to the writer,
original Lithuanian dramatic works were not equal to this play. It is possible that an
attempt to stage Aspazija's artwork on the Lithuanian stage was also made in 1909
when preparing the celebration of the tenth anniversary of the first Lithuanian public
performance. It was planned that Vaidelote might be performed on the second day of
the celebrations, but the organizers opted for a concert instead (Buténas 1940: 58—59).

Why did Vaidelote, despite its attractive themes, not become a popular
production on the Lithuanian stage? In order to understand how this drama
functionedinthe Lithuanian context, we should consider the early stage of Lithuanian
theatre and the audience’s expectations, which can only be determined by grasping
what their amateur theatre was like. In other words, the state of theatrical
communication was important, taking into account that for the Lithuanian audience
of that time, the amateur stage was the only way to experience Aspazija's artwork.
Zaldokas's translation of the play circulated as a manuscript and was never published.
It survived only as a copy sent to the tsarist censors and is now preserved in the
censorship fund of the Saint Petersburg State Theatre Library. Although there are
many translations of Aspazija's poetry into Lithuanian, only two excerpts of the
drama were published in Lithuanian. Its first act was translated into Lithuanian by
Arvydas Valionis (Aspazija 2018: 179-198), while one of the songs from the opera
Vaidelote, the Lithuanian victory anthem, was included in the poetry anthology The
Immortal Land: Lithuania in the Verses of World Poetry (Se$plaukis-Tyruolis 1970: 125)2

At the beginning of the 20th century, Aspazija was known to Lithuanians and
appreciated as an exponent of new tendencies in Latvian literature: "Aspazija
occupies the foremost place in the current of the recent literature, bringing to it a
whole new vitality” (Volteris, Pleiryté-Puidiené 1908: 360), but detailed attention to
her drama was still lacking. Aspazija's Vaidelote was noticed by Lithuanians because
of its Lithuanian themes, which is why its first Latvian production received a short
review in USA Lithuanians’ weekly Vienybé lietuvninky in 1894 (Kiszkis isz Kopusty

2 All of Aspazija's works translated into Lithuanian have been registered by Regina Kvasyte
(Kvasyte 2016: 285-286).
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1894: 104). The Lithuanian topics were also emphasized later as the primary reason
for noticing this drama (Zaibas 1904: 3). We can say that this tendency is still evident
tothis day, and tis precisely because of these themes that Alfonsas Sedplaukis-Tyruolis
included a short discussion of this play in his collection of articles on the image of
Lithuania and Lithuanians in world literature (§e§plaukis—T\/ruo|is 1985: 120-124).
The drama has also been mentioned in the works of Lithuanian theatre scholars
(Maknys 1972: 194), moreover, it has been presented in a study of the links between
Lithuanian and Latvian literature. Kestutis Nastopka briefly discussed Aspazija's
drama in the context of 19th-century Latvian Romanticist literature on Lithuanian
themes and provided a concise, but perhaps the most conceptual analysis of the
work (Nastopka 1971: 77-79). Vaidelote also came to the attention of Vigmantas
Butkus as a transitional work from the Romanticist to the Neo-romanticist paradigm
in Latvian dramaturgy, although the literary scholar excluded it due to his chosen
aspect of analysis — the relationship between the nation and the individual (Butkus
1997: 82-83). In general, Lithuanian works analyzing Baltic literatures more often
discuss Aspazija's poetry (Gaiziinas 1989: 161-165) and prose (Mykalaityté 2004:
50-52; 68-70), rather than dramaturgy. Therefore, it can be stated that the reception
of Aspazija’s Vaidelotein contemporary Lithuanian literary studies is rather superficial,
only partially presenting the meanings that the drama offers. For example, an aspect
that is completely unremarked upon in the Lithuanian context and that is most
emphasized by current Latvian scholars is the feminist stance of this writer and the
creative work that it inspired. This is precisely the aspect highlighted in Aspazija and
Modernity: Gender, Nation, Creativity — one of the most recent collective monographs
devoted to the analysis of her biography and work: “[T]he study was carried out with
a thematic orientation/perspective towards gender identity as the national cultural
identity, the main object of the research and reflection being her literary creativity
and personality” (Cimdina 2016: 439).

This paper aims to see laidelote through the eyes of its Lithuanian contempo-
raries and to understand why it was translated into Lithuanian, what was the most
important factor for the Lithuanians who watched this drama, and why it never
became popular on the Lithuanian stage. The methodological tools for this recon-
struction are provided by looking at the horizon of Lithuanian theatre lovers’
expectation — their perception of the possibilities of Lithuanian theatre at its early
phase. The theoretical part of this paper therefore briefly introduces the concept of
the horizon of expectation, as it is formulated in the works of Hans-Georg Gadamer.
The theoretical conception of Hans Robert Jauss, who took over and developed the
term, is also important. The concept of the horizon of the reader's expectation,
which comes from literary hermeneutics, has been productively applied in theatre
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communication research. This paper uses the model of theatrical communication
proposed by Susan Bennett. The theoretical assumptions of such a framework are
outlined in the first part of the paper. The second part presents the communicative
structure of the Lithuanian Evenings, the early Lithuanian theatre that tried to
assimilate Aspazija's drama, and subsequently relates it to the horizon of expectation
of the Lithuanian audience and the repertoire of the Lithuanian Evenings at that
time. The third part turns to the specific reception of Aspazija's Vaidelote: it considers
its path to the Lithuanian theatre scene (translation, productions discussed in news-
paper reviews), and its popularity in comparison to other Latvian theatrical works
translated into Lithuanian. It also considers those works in Lithuanian historical
dramaturgy which are the closest to Aspazija's play in terms of plot, and considers
to what extent her text may have influenced Lithuanian playwrights.

The Horizon of the Theatre

Audience’s Expectation:

Theoretical Assumptions The importance of the theatre audience
and the difficulties in describing its role are well expressed by two quotes from
English director Peter Brook. On the one hand, as he puts it: “I can take any empty
space and call it a bare stage. A man walks across this empty space whilst someone
elseis watching him, and this is all that is needed for an act of theatre to be engaged”
(Brook 1996: 9). On the other hand, despite the apparent necessity of the spectator,
“[iltis hard to understand the true notion of spectator, there and not there, ignored
and yet needed. The actor’'s work is never for an audience, yet always is for one.
The onlooker is a partner who must be forgotten and still constantly kept in mind”
(Brook 1996: 51).

Traditionally, the audience was considered hyper-passive, performing the most
minimal action imaginable — just passively watching, identifying with the dramatic
action on stage (Ortega y Gasset 1999: 394). In the 19th century, therefore, the
spectator was "disciplined”: the audience was taught to behave in a "decent” manner,
threatened with fines for misbehaviour (chattering, eating, making noise during the
performance), and a curtain was hanged to separate the stage and the auditorium.
The aim was not only to set the audience apart from the performers, but also to
isolate the viewers from one another, so that the behaviour of other people in the
auditorium would notinterfere with one’s inner reactions and one could fully identify
with the spectacle (Erika Fisher-Lichte 2013: 62). In the 20th century, it was realized
that the spectator’s reception of performance is specific. Currently, in Western
dramatheatre the audience is indeed asked to behave passively: to sit and watch the
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dramatic action unfolding in front of their eyes. However, at the same time the
viewers are expected to interpret the spectacle in a very active way.

The changing attitude towards the spectator is also linked to the fact that
schools of literary criticism have shifted their focus to the reader. The relationship
between the work of art and its addressee emerged firstin literary hermeneutics in
the second half of the 20th century. Hermeneutics reminded us about the importance
of the reading audience for literature, and of the social and historical context in which
its meaning is perceived and shaped (Jurgutiené 2006: 34). According to the German
philosopher Hans-Georg Gadamer, the meaning of a work of art is not objective and
finite; it is rather constantly created and changed by its perceptions. Gadamer
described interpretation as the convergence of the perspectives (horizons, contexts)
of the text and the reader: interpretative meaning comes into existence as the result
of the convergence and fusion of two horizons of understanding. Each time a work of
art is perceived, the reader’s horizon of expectation (German: Erwartungshorizont) is
(un)consciously involved in the interpretation, which meets the horizon of meanings
conveyed by the work — the artistically meaningful truth. Reading begins only after a
critical evaluation of one horizon by another and opening a dialogue between them,
and the most important question of reception criticism is: what does the work of art
mean here and now? (Jurgutiene 2006: 37-47).

The notion of the horizon of expectation became central to the work of the
German literary scholar Hans Robert Jauss, who focused on historical evaluations of
readers and the ways they change. In his manifesto article Literary History as
a Challenge to Literary Theory (1967), Jauss emphasizes the dimension of literary
perception anditsimpact. Obviously, awork of art only exists because it is addressed
to someone — being the addressee is seen as the reader's most important role,
because “[a] literary work is not an object which stands by itself and which offers the
same face to each reader in each period. It is not a monument, which reveals its
timeless essence in a monologue. Itis much more like an orchestration, which strikes
ever new chords among its readers and which frees the text from the substance of
the words and makes it meaningful for the time.” (Jauss 1970: 10). It is the perceiver
who realizes the possible meanings offered by the artwork, depending on their
personal experience and the norms of perception offered by the context.

Jauss modified the notion of the horizon of expectation taken from Gadamer by
emphasizing the historical analysis of the perception and reading of the artwork. The
horizon of expectation is a system of preconceptions and evaluations held by the
reader: “[T]his frame of reference for each work develops in the historical moment of
its appearance from a previous understanding of the genre, from the form and
themes of already familiar works, and from the contrast between poeticand practical

Birute Aviziniené. Lithuanian Contexts of Aspazija's Historical Drama Vaidelote 126



language” (Jauss 1970: 11). According to Jauss, a work of literature cannot be a
complete novelty — it is written in a certain context, evokes the memory of works
already read, and is judged according to the rules or norms of the genre. The horizon
of expectation also makes it possible to determine the impact of awork on its readers,
because the distance between the horizon of readers’ expectations and a new work
is aesthetic, and is expressed in the various reactions of the public: spontaneous
success, rejection, limited appreciation, gradual or delayed understanding.

The function of the audience in theatrical communication emerged in the 1960s
as aproblem for specialized theatre studies. The theatre scholars’ gaze was directed
towards the audience as the result of literary theories that emphasized the reader
(this impetus was accelerated by film and television studies) and the theories of
performance that became popular in the USA around this time, as well as the so-
called performative turn whereby the performance aspect of a theatrical production
was increasingly stressed (Satkauskiené 2002: 93). This paper uses the model of
theatrical communication elaborated by theatre scholar Susan Bennett. In the
monograph Theatre Audiences: A Theory of Production and Reception (1990, 1997), she
analyzes the role of the audience. The researcher looks at the structure of theatrical
communication by extending her analysis to the concept of theatre as a social event.
According to Bennett, the sociality of theatre is confirmed by the obvious fact that a
performance is based on the shared presence of the audience, which is necessary for
the artistic practice of a theatrical production to take place at all. Drawing on Bertolt
Brecht's theoretical considerations and theatrical practice, the theory of the reader’s
response, and the ideas of post-structuralism, Bennett proposes a two-layered
model of theatrical communication — consisting of the external and the internal
frame or plane. The external frame of the spectator’s experience is related to theatre
as a cultural and social event; what is important here is how the spectators perceive
the production as a social practice, what cultural attitudes they bring with them
when they come to the theatre, and what social practices they associate with going
to the theatre. The internal dimension of the audience’s experience is related to
theatricality as a specific aesthetic experience: it is the spectator's experience of
observing a fictional world displayed on stage. It is the intersection of these two
frames of the audience’s theatrical experience (the external one of theatre as a
sociocultural experience, and the internal one of the artistic aesthetic perception)
and their interactive nature that form the specific reception of theatre.

The extent to which the audience will engage with the dramatic action on stage
depends on the extent to which it is perceptible to the audience — that is, the extent
to which the audience is capable of grasping the specific artistic language. Bennett's
employment of Jauss's concept of the horizon of expectation becomes importantin
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this respect, as she argues that theatre audiences come to any performance with a
certain horizon of cultural and ideological expectations. This horizon of expectation
is never stable and is always tested by artistic reality (Bennett 1997: 98). Bennett,
like Jauss, believes that a new or altered horizon of expectation can emerge in the
interpretation of an artwork: “Cultural systems, individual horizons of expectations,
and accepted theatrical conventions all activate the decoding process for a specific
production, but, in turn, the direct experience of that production feeds back to revise
a spectator’s expectations, to establish or challenge conventions, and, occasionally,
to reform the boundaries of culture” (Bennett 1997: 207).

This paper applies Bennett's model as a methodological tool in order to under-
stand the communicative structure of the early phase of Lithuanian theatre. Only by
presenting it will we be able to understand how Aspazija's Vaidelote could have been
interpreted by the Lithuanian audience of that time. Moreover, the question is not
only how Lithuanian audiences interpreted Aspazija’s drama, but also whether
(and how) the artwork itself changed the expectations of Lithuanian audiences. Did
itinfluence Lithuanian playwrights of the time as they, starting from around the year
of the translation of Aspazija's play into Lithuanian, also began to employ the plot
of a chaste young maiden sacrificing herself for the sake of her homeland?

Lithuanian Evenings and Their Repertoire The end of the
19th century was particularly unfavourable for the development of Lithuanian
culture. After suppressing the 1863-1864 uprising, the Russian government repressed
Lithuanian culture by banning Lithuanian printing in Latin letters, removing the
Lithuanian language from schools, and forbidding its use in public gatherings.
Therefore, the amateur theatre movement in Lithuania started more than two
decades later thanin Latvia. The number of censored copies of plays preserved in the
Saint Petersburg State Theatre Library clearly illustrates the quantitative difference
between the theatrical processes in Lithuania and Latvia. During the period from
1886 to 1917, only 320 Lithuanian theatrical works were sent to the tsarist censors
for evaluation. Meanwhile, 1700 Latvian plays were sent to the Censorship
Committee between the 1870s and 1917°.

While it is difficult to pinpoint the exact beginnings of Lithuanian amateur
theatre, Riga Latvian theatre (Rigas Latviesu teatris) was established as early as
in 1870 under the leadership of Adolfs Alunans, the “father of Latvian theatre”.

3 The documents related to early Latvian theatre in the Saint Petersburg archives have been
reviewed by Alfons Vilsons (Vilsons 1950: 97-108).
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The problem is that Lithuanian theatre, the so-called Lithuanian Evenings, began as
a secret resistance to tsarist policies. The Lithuanian Evenings were a mass
movement of Lithuanian amateur theatre lovers that began in the 1890s and lasted
for about 30 years, taking place in the ethnographic territory of the occupied
Lithuania and also encompassing the Lithuanian colonies in the major cities of the
Russian Empire, as well as in emigration. The movement reached its peak in the first
and second decades of the 20th century. Initially, Lithuanian Evenings were secret,
but since the lifting of the ban on the press in 1904 they became public, although
restricted by tsarist censorship. The conspiratorial nature of the plays was linked to
a specific feature of these amateur performances: they began in the countryside, in
secret, far from urban civilization, and thus did not experience a direct influence of
professional theatre (Trinkdnaité 2007: 28-29). The local Lithuanian-language
gatherings of singing, reciting, dancing, and having fun together was eventually
expanded to include short performed scenes, which later grew into the evening's
main event —a performance. Another important characteristic of Lithuanian Evenings
is their musical origin. In the first Lithuanian Evenings, the main part of the artistic
program consisted of recitals accompanied by music and songs. The predominance
of the musical element seems logical, given the fact that at that time the type of
theatrical communication where the audience and the performers are strictly separated
was still in its infancy. Singing and dancing allowed everyone to join in the artistic
process, and thus the communicative structure can be seen as a transition between
the unstructured communal fun and the strictly separated audience and performers.

Lithuanian Evenings were usually organized by students who had returned
to the countryside for holidays, as well as by local intellectuals (doctors, priests)
who also involved the more active villagers. The writer Balys Sruoga proposed a
metaphorical assessment of the early amateur theatre activities, which has become
well-established in Lithuanian culture: they are considered to be "a fusion of the
black-earthiness and the university style” (Sruoga 1930: 11). The “black earth”
dimension of theatrical communication refers to the audience’s horizon of expecta-
tion, regarding the effort to bring the theatrical process closer to the recipient’s
understanding. This is the audience horizon of the early Lithuanian theatre, above all
the forms of folk theatre on which the actors focused in their performances: theat-
rical entertainments, calendar ceremonies, and family rituals. The “university style”
or “civilization” element should be linked to the organizational impulses behind the
Lithuanian Evenings — i.e. the self-imposed task of the organizers of this innovative
artistic communication to educate and develop their audience.

Memories of theatre lovers and newspaper correspondence from that period
confirm that at the beginning the theatre communication did not always work
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smoothly — i.e. the audience in the Lithuanian Evenings did not always perceive the
performance as a distinctive type of artistic communication (for instance, the
spectators gave their remarks to the actors and wanted to intervene in the action).
At this phase of Lithuanian theatre, it was necessary to establish the very perception
of theatre as such. Namely, to accustom the audience to theatre as a sociocultural
eventand to teach them the proper behaviour — how to watch the play together with
others, in silence and without disturbing the other audience members and actors.
Even more lacking was the spectators’ ability to adequately perceive the fictional
action being shown. For example, the press of the time often pointed out that the
audience had laughed at the most tragic parts of the performance. Such reactions
are understandable, because the inner dimension of the theatrical experience, the
perception of the fiction shown on stage as a unique artistic process, was still in its
infancy, and at first the audience was interested in the outer dimension of theatrical
communication — theatre as a social and cultural event. Theatre lovers' recollections
of plays from that period confirm that Lithuanian Evenings at that time were primarily
seenasacultural get-together. Lithuanian historian and literature professor Mykolas
Birziska, presenting theatre statistics from the first decade of the 20th century,
notes: "[T]heatre [..] for us is a substitute for clubs. It is, still like in the old days, an
opportunity to get together, to see each other, to talk about things. In that respect, it is
aninstitution that has earned a lot [of respect — B. A]in society” (Nuobodélis 1913: 50).
Because of theimmature state of Lithuanian theatre at that time, theatre scholars
tend to emphasize the political and civic significance of the Lithuanian Evenings, rather
than their artistic form. These performances disseminated the use of the native
language (their name alone is noteworthy), inspired to participate in the national
movement, and fostered national consciousness. In other words, in its first phase
Lithuanian theatre was not a space for aesthetic communication, but an arena for
propagating national ideas (Trinktnaité 2009: 38). In this respect, the memories of
the writer Gabriele Petkevicaité-Bite, who contributed to the preparation of the first
Lithuanian public performance, are telling. In 1899, a performance of Keturakis's
(collective pseudonym of Antanas Vilkutaitis and Juozas Vilkutaitis) comedy Amerika
Pirtyje (America in the Bathhouse), which took place in Palanga, attracted many spec-
tators. Bite describes the powerful feelings that she experienced while watching the
play: "It could not be called a celebration of fine art, because there was hardly any fine
art then. It was a celebration of the nation in the true sense of the word, and of people
who were happy to be alive and who together took a strong stance against the shackles
that constrained them” (Petkevicaité-Bité 1927: 42). In this quote it should be noted
that Bite does not consider the play itself to be true art, but points out the enormous
importance of hearing Lithuanian spoken from a stage in front of a community.
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Lithuanian theatre began to professionalize rapidly when, after 1904, the
emerging cultural societies gradually turned Lithuanian Evenings into regular
performances. The organizers soon became aware of their limitations and began to
worry about the artistry of the performances and how to ensure it. Public discussions
raised questions related to the functions of the performance director, organizational
peculiarities, and theatre criticism. What had suited the common people was no
longer satisfactory for the intellectuals of the time, as the playwright Kazys Puida
pointed out in one of his articles: “Our playing is barely enough for us today because
aesthetic fineness has developed and matured much higher in us than we have the
opportunity to show it to the general public” (K.P. 1906: 1). The discussion in the
Lithuanian press about theatre matters that followed the celebration of the tenth
anniversary of the first Lithuanian performance also marks a threshold from which
Lithuanian Evenings were held to a much higher standard of professionalism®.

Looking at the earliest repertoire of Lithuanian Evenings, it is hard to believe
that such a great emotional impact on the spectator was exerted by the simple,
short, household-based comedies and plays which didactically depicted rural life.
This discrepancy between the exciting, uplifting mood of a simple comedy and the
audience’s experience of watching it can be explained by the gradual development of
theatrical communication. In the earliest period of Lithuanian theatre, the
external dimension of the theatrical experience was created (collective viewing of
aperformancein Lithuanian), while the internal, specifically theatrical communication
was primarily based on those forms of theatricality that corresponded to the horizon
of expectation of the rural audience. They were associated with the theatricality
perceived by the villager: comic scenes on the occasion of calendar feast days and
family events, theatrical elements of rituals and customs, vivid typecasts, and
external comicality. These forms were expressed by the simple play and the didactic
comedy that the professional theatre people of the time called the repertoire of folk
theatre. Therefore, the Latvian playwright Rudolfs Blaumanis's evaluation of the
contemporary original Lithuanian dramaturgy is understandable. When Blaumanis
saw the play Meile Suardyti — Nuodéme Pagimdyti(To Break up Love is to Give Birth
to Sin), written by Lithuanian playwright Marcelinas Sikdnys-Siauleniskis in 1899
and staged by the Lithuanians in Riga in 1900, he eloquently stated in the press: “If
we compare our [Latvian — B.A] dramatic literature to a blooming plant, then our
neighbours’ [Lithuanian — B.A.] drama would have to be compared to a plant that has
just sprouted two soft yellow leaves from the ground” (Nastopka 1971: 96).

According to newspaper data, more than 130 plays had been performed in the

4 More about this see in Laura Blynaité's paper (Blynaité 2005: 46-48).
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Lithuanian Evenings by 1910. They generally circulated as manuscripts, and only a
few have been published. Two-thirds of them (about 80) were translated and adapted
from other languages, mainly Polish (more than 30), but also Russian, Latvian,
German, French, and Ukrainian (Nuobodélis 1913: 50). The predominance of translated
drama shows that original theatrical works were initially in very short supply.
Alongside the realistic type of drama, at the end of the 19th century (around the time
when Aspazija wrote her Vaidelote) historical patriotic plays began to be translated
and subsequently also written in Lithuanian. However, it was not until 1906 that
an original historically-themed Lithuanian drama was turned into a performance,
because the amateur stage of the late 19th century was simply not logistically
capable of producing a more complex historical play which, when put on stage, would
have had to deal with the issues of massed scenes or conditional scenery. Marcelinas
Sikdnys-Siauleniskis's poetic tragedy Pileny Kunigaikstis (The Duke of Pilenai, 1905),
based on a short story by the Polish writer Jozef Ignacy Kraszewski, is the first
original Lithuanian historical drama to be brought to the stage by the Vilnius Kankles
Saciety in 1906. This play became the most frequently staged work of historical
themes of the time. Sikénys's tragedy brought to the stage the plot pattern of castle
defenders refusing to surrender to their enemies and committing collective suicide,
which was also characteristic of other Lithuanian historical dramas of the time, such
as Vincas Nagarnoskis's Pilénieciai (The People of Pilénai, 1908), Juozas Jakstas's
Pilény Jurgutis (Dear Jurgis of Pilénai, 1911), and other plays.

Historical Lithuanian dramaturgy was characterized by a romanticized
conception of history adopted from Polish literature: the artistic imagination ignored
historical authenticity and created a magnificent past of the Lithuanian nation that
was shrouded in legends (Trink@naité 2007: 37). These dramas drew their plots from
Polish-language Lithuanian literature of the first half of the 19th century, and
created idealized Lithuanian characters whose heroic attitudes and exploits were to
serve as an example for the participants of the national movement of the late 19th
century. The Lithuanian playwrights' pen was guided by the ideology of nationalism:
they were creating a narrative of the resilience of an honourable nation, reflecting
the reality of the audience's time. It contained an idealized image of Lithuanians, a
whole gallery of noble heroes ready to meet their death for the sake of the nation.
As TrinkOnaité says, Lithuanian historical plays were characterized by a rather
monochrome, uncomplicated storyline, depriving it of the possibility of a dramatic
conflict: Lithuanian playwrights created a legend of the reckless heroism of its
people, emphasizing the idea that it is pleasant, easy and honourable to die for one's
homeland and its freedom (Trinkdnaité 2007: 49). It is clear from the press reviews
dedicated to the first productions of historical dramas that this legend of heroism
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was relevant to audiences of the time, who saw in it the repressed participants of
the national movement in their own lifetime.

A brief overview of Lithuanian Evenings and their repertoire demonstrates that
the dramaturgy of that time was completely dependent on the stage. Having
emerged primarily as an external dimension of the theatrical communication model
(i.e. as a common cultured viewing of a simple realistic comedy), the Lithuanian
Evenings' stage rapidly developed the dramatic repertoire necessary for the internal
dimension of theatrical communication. In addition to simple plays and realistic
comedies full of external comic elements, there was also a need for historical
dramaturgy, to which Lithuanian playwrights of the time responded in abundance. It
was then that the Lithuanian amateur theatre scene became able to appreciate
Aspazija's historical drama Vaidelote and tried to master it.

The Lithuanian Reception
of Aspazija's Vaidelote and its influence In a letter to Eduards
Volters, Aspazija stated that her only source for her drama Vaidelote was the book on
German history by Otto von Rutenberg (1859-1860) which also covered the history
of Lithuania quite extensively, and that she “obviously had to create a lot out of her
own imagination” (Nastopka 1971: 77). In fact, the play treats the pagan Lithuanian
past quite freely, and specific details, as Nastopka points out, are taken from the
Latvian context (Latvian names of the characters, as well as verses imitating Latvian
folk songs). The author needs the Lithuanian past as a backdrop against which the
audience watches the psychological development of the protagonist Mirdza. The
five-act drama takes the audience back to the pagan times of the 14th-century
Lithuania when it was ruled by King Olgerds. Olgerds wants to give his daughter
Mirdza, who was brought up from a young age in the temple of the fire goddess
Praurima, in marriage to the warrior Laimons who has distinguished himself in the
fight against the Crusaders. However, Laimons loves the temple’s chief priestess
Asja, who has been forcibly turned into a priestess. The news that Laimons has been
given the honour of marrying the ruler's daughter complicates their secret love.
When their relationship is revealed, the lovers are condemned to death, and Mirdza
herself first wants to sacrifice the sinners to the goddess. For this reason, she
becomes a priestess. However, instead of sacrificing them, she commits suicide
herself, thus appeasing the old gods and prioritizing the personal happiness of her
beloved man Laimons, and the one he has chosen — Asja.

Interestingly, the earliest Lithuanian press review of Aspazija's drama performed
in Riga in 1894 views the production among other aspects of the Latvian national
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movement: the author first mentions an archaeological convention which is planned
for Riga in 1896, praises Latvians for actively researching their own past, and
compares their work to that of the inoperative Lithuanians. He then recounts the
plot of Vaidelote, staged in the Riga Latvian theatre, and concludes as follows:

There was a large audience, and among them were our Lithuanians, none of whom
knew that there were kings in Lithuania — kings, dukes, and other powerful men, so
we must all say a hundred thanks to the authoress of the drama, Aspazija, and to all
of our brothers Latvians, for at least taking the trouble to show it to our ignorant
friends. When, oh when will the Lithuanians do it themselves? (Kiszkis isz Kopusty
1894: 104)

The issue of the Lithuanian past is again raised when other Latvian productions
of Vaidelote are mentioned in the press. When the Latvian production in Riga is
covered in 1903, it is naively suggested that the Latvian audience had turned up
in such large numbers to see the play only because they were curious about the
Lithuanian past (Sodietis 1903: 39). A year later in 1904, in a brief discussion of the
performance the author says: “As | watched and listened to Vaideliote, images began
to rush into my mind, one after the other, of our antiquity. How beautiful it is, how
much it contains excellent content for dramatic writing!” (Zaibas 1904: 3). Thus, we
can say that Lithuanian audiences appreciated this drama following their expecta-
tions of the repertoire of the Lithuanian stage at that time — as an opportunity to
present the heroic Lithuanian past in an idealized way, as it was done in Lithuanian
historical dramas being written at that time.

Almost 15 years passed from the first mention of Aspazija's Vaidelote in the
Lithuanian press to translating it, and the manuscript translation that has reached
us today was made in 1908 by the Riga amateur theatre lover Povilas Zaldokas. All
we know about the translator is that he was the chairman of the first Lithuanian
Benefit Saociety in Riga, founded in 1894, and was actively involved in theatre
activities ([Anon.] 1920: 224). His penis also responsible for the Lithuanian translation
of Davids Svenkis's comedy Smalki Jaudis (Fine People) 1894, translated in 1907). The
latter translation met a better fate, as it was published as a separate book in 1920
under the title Inteligentai, arba parinktieji Zzmones (The Intelligentsia, or the Chosen
People). However, the surviving manuscript of the translation of Vaidelote testifies
about Zaldokas as a translator. It shows that his talent was far inferior to Aspazija's,
since the original poetic drama was translated into prose. This is not surprising, as
the Lithuanian language was still getting adjusted to more flexible artistic forms
(the first tragedy written in verse was The Duke of Pilénai by the aforementioned
Sikdnys-Siaulénigkis). The process of developing the standard Lithuanian language is
vividly illustrated by the varying translations of the Latvian word vaidelote (pagan
priestess). Today's standard Lithuanian word for it is vaidiluté; Zaldokas uses
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vaidilaité, but in the press of the time we also see variants such as vaidelote (which
remained the closest to the Latvian original), vaidelioté, and vaidelyté. However, the
translator was hampered not only by the undeveloped standard Lithuanian language
but also by the level of his own writing culture. The Lithuanian language in the
translation remained very close to original, often adopting the syntactic structure of
Latvian and translating literally. It is also noteworthy that Zaldokas was obviously
undecided on how to denote O|gerds: his titles vary from king to duke, and Mirdza
is also called either a lady or a princess. Apparently when translating, Zaldokas
brought the theatrical work closer to Lithuanian history — and, by simplifying
the text, also closer to the possibilities of the amateur stage of Riga Kankl/es society.

It seems that the simplified translation of Aspazija’s drama turned into a
simplified amateur production. In a critical review of the 1911 production by the Riga
Lithuanian amateur theatre, the reviewer points out that the "beauty of the work
has been diminished” because neither the dances nor the songs were performed (to
which the audience in Riga was already accustomed to from the Latvian productions),
and that the performance was also impaired by the poorly distributed roles,
especially the priestesses who resembled female bears (Jonas 1911: 4). The review
of the production of Vaidelote in Jelgava in 1913 (also staged by Riga theatre
amateurs) is even shorter. Despite the praise for the evening, not a word is said
about the play itself, only criticism about the local Lithuanians who had lost their
moderation:

Mintauja®. The Lithuanian evening held here was a great success, with the
participation of Riga's Kankliai artists who performed Vaidilaité. There were a lot of
people. Only the ending was bad-looking, and the reason for that was intoxicants.
It would be very desirable for the Lithuanians of Mintauja to have a “sobriety”
section. ([Anon.] 1913: 797)

In this publication, the most important thing is the sociocultural event that
surrounded the performance — both its success (a lot of people came) and its failure
(the "bad-looking” ending due to the overconsumption of alcohol). No further
Lithuanian productions of Aspazija’s Vaidelote could be found, and the mention in the
press that the drama had been staged in Vilnius, Siauliai, and other major Lithuanian
cities ([Anon] 1913a: 10) does not correspond to reality. We can guess that the play
did not become popular on the Lithuanian stage because its staging (with dances,
songs and mass scenes) was more complex than Lithuanian theatre lovers were
used to. This would not have been the only example of such anissue on the Lithuanian
stage at that time. The same happened to the historical drama Kova ties Zalgiriais

5  Mintaujais the Lithuanian name for Jelgava, cognate with its German name Mitau.
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(The Battle beside Zalgiriai, 1906) by Lithuanian playwright Vincas Pietaris. This play,
although it was included in the list of censored and government-authorized works,
was never staged. Trinkdnaité speculates that this was due to the impossibly
complex set design and the theatrical limitations of the time. In Pietaris's drama,
huge crowds of infantrymen and horsemen would gather on stage, and VVytautas the
Great would ride in on horseback — something that the amateur Lithuanian theatre
of the time did not have the means to show (Trinkinaite 2007: 57).

The popularity of Aspazija's Vaidelote on the Lithuanian stage is far inferior to
that of other Latvian theatrical works — mostly realistic plays and comedies. The
already mentioned comedy Smalki Jaudis by Davids Svenkis, with the Lithuanian title
Inteligentai (The Intelligentsia), was staged at least 5 times between 1908 and 1911
in the major Lithuanian cities and in Riga. Ridolfs Blaumanis's Zag/i (Thieves; first
performed in 1890) enjoyed the same popularity and was staged at least 5 times
between 1909 and 1914 under the Lithuanian title Vagys (Thieves), translated in 1907
by Juozas Pleirys. In 1913, Lithuanian theatre amateurs in Kaunas, Siauliai and Saint
Petersburg eagerly staged the play by Adolfs Alunans Kas tie tadi, kas dziedaja (Who
Are Those Singing; 1888), translated as Liudna dainelé (Little Sad Song) by Ona
Pleiryte-Puidiene in 1909. It should also be noted that these theatrical works were
often not so much translated as adapted for the Lithuanian stage. For example, Juozas
Pleirys transformed Blaumanis's realistic two-act comedy into a four-act play, and
his translation was published in 1909 as Pleirys's original artwork, with no reference
to the Latvian author. Although Pleirys was criticized for plagiarism (L-nis 1912: 4),
his style of adaptation was a relatively common practice of the time. This once again
confirms the mutual dependence of dramaturgy and the stage — the most popular
Latvian works were those pertaining to the genre that the Lithuanian audience
was already accustomed to, and those which were easier to set and play on the
amateur stage.

So, what were the possibilities for Aspazija's Vaidelote to influence the horizon
of expectation of Lithuanian theatre lovers? Aspazija's name was essential to
Lithuanian intellectuals of the time, as evidenced not only by the very positive
assessment of her in the discussion about Latvian literature (Volters, Pleiryté-
Puidiené 1908: 360), the translations of her poetry in the press (Kvasyté 2016:
285-286), and the invitation to readers to commemorate her jubilee ([Anon] 1913a: 10),
but also by the influence she had on the contemporary Lithuanian dramatists. It is
telling that Pleiryte-Puidiené, a Lithuanian writer and active participant in the
Lithuanian Evenings, chose the pseudonym Vaidilute after seeing a production of
Aspazija's play in her hometown of Jelgava (Kubilius 2003: 31). Perhaps the influence
of Aspazija’s creative work could also explain the title of Kazys Puida’'s 1907 drama
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Mirga (published in 1912) and his choice to make a young woman the protagonist
out, historical dramas written in the second decade of the 20th century often depict
the fate of a priestess who has pledged herself to the gods. Whether a nobleman’s
daughter or a simple maid, the young woman becomes the main character,
consciously sacrificing her life for the sake of her homeland. The researcher associates
the origins of the theme with Adam Mickiewicz's Romanticist works Zywila and
Grazyna, which glorified the national consciousness of women in defence of values
important to the nation (Martisitté 2006: 126). Indeed, historical dramas with a
female protagonist whose fate is somehow connected to the fate of the nation
abound in the Lithuanian drama of the time. In the aforementioned Puida’s drama
Mirga, Duke Vytautas is rescued from prison by a maid called Mirga who swaps
clothes with him, and a similar plot is recreated in Sofija Kymantaite-Ciurlioniené's
Kalinys (The Prisoner, 1911), as well as in many other plays of the same theme.
Could Aspazija's drama have pushed Lithuanian playwrights to take up,
alongside the stories glorifying castle defenders' collective self-sacrifice, writing
dramas that put a self-sacrificing priestess at the centre? Although the answer to
this question is ambiguous, it should be assumed that the influence of Latvian drama
was limited here as well, since this character was first created in the original
Lithuanian dramain the second half of the 19th century already. Indeed, Aleksandras
Fromas-Guzutis's drama Vaidilute, arba Zemaiciy krikstas (The Priestess, or the
Christening of Samogitians) started a new plot pattern in Lithuanian historical
dramaturgy — with a young girl at the centre of the story, just like in the drama by
Aspazija. Fromas-Guzutis's work has a double plotline: the story of the baptism of
Samogitia and the love affair between the pagan girl Ritelé and the Christian man
Jonas Doliva. The protagonist Ratelé has been caught between two forces in history:
the old pagan faith which its high priests want to preserve, and the Christianity
spread by King Jogaila and Duke Vytautas. Which path should Ratele, who wants to
marry the Christian Jonas Doliva, choose? The playwright does not offer any inner
psychologism to resolve this question: the female character expresses her feelings
in declamatory monologues and makes her decision quickly, without any hesitation.

2006: 125). This collectivity, appearing as the joint action of a group of characters or
anindividual's decision for the sake of the community, is also evident in other dramas
with the plot of a self-sacrificing young woman. It is also significant that all the
virgins in these dramas share the motives formulated by the protagonist in
Puida’'s drama Mirga:
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MIRGA. Oh, yes... yes — | will die, because | would rather die than live... What is my
life worth against the future of the whole nation? — a shadow that no one will
notice... — After all, everybody piles the most precious sacrifices on the altar of the
homeland, so why can'tl, a simple Lithuanian girl, give my most precious treasures
to the homeland: my future happiness and life? (Puida 1912: 66)

In other words, a young woman voluntarily gives up her life herself for the sake
of the community — i.e. for the same values for which the defenders of the castle
killed themselves in the already established plot pattern of historical drama. Another
drama that exalts the native culture is Pleiryte-Puidiené's Skirmunda®. The drama
depicts the war between the Lithuanians and the Teutonic Knights in the 15th
century. The protagonist Skirmunda, the daughter of the Duke of Eiriogala, becomes
a priestessin order to escape from her wedding to the unloved Boleslovas. However,
she is kidnapped by the Crusaders and held in their castle; there she is raped by the
German Count Braunschweig and has a child. Her father comes to rescue her from
captivity, but when he sees “this little dog”, the Crusader’s child, he throws him out
of the window. After years of captivity waiting for her father, Skirmunda encounters
in him a terrible judge. She protests his inhumanity by burning herself at the stake,
and here again, in her last monologue, the exaltation of Lithuanian culture rings out
in the highest tones: Skirmunda claims that her shame can only be lifted by Gabija,
the Lithuanian goddess of fire. According to the logic of the drama, it is better to
commit an honourable suicide than to bring up an enemy'’s child in dishonour.

Thus, the conscious sacrifices of the aforementioned protagonists coincide
with Aspazija's female character’s choice of suicide, but this is where the similarity
ends. Undoubtedly, there was an aesthetic distance between the horizon of the
Lithuanian audience’s expectation and Aspazija's treatment of the plot of Vaidelote.
This play does not glorify the heroic sacrifice of the ancient Lithuanians, as the
audience of Lithuanian productions of historical drama was used to. In Vaidelote the
conflictis not between collective pagan and Christian characters, but rather between
the two contrasting female characters, Asja and Mirdza, and the psychological
development of the latter is demonstrated.

Aspazija's historical drama Vaidelote was viewed according to the concept of
early Lithuanian historical drama, which was also related to the limitations of

6  Thereisaconfusion about the authorship of this drama. The uncertainty arose because there
were two dramas with the same title. The first was written by Jékabs Dravnieks and translated
from Latvian by Juozas Pleirys as early as 1906 (Nastopka 1971: 203-204). This translation was
mentioned in the press a couple of times by the translator’s sister Ona Pleiryté-Puidieneé (Pleiryte-
Puidiené 1908: 2; PI. 1906: 1). Unfortunately, the Lithuanian translation has not survived. Pleiryte-
Puidiene on her part wrote a historical drama with the same title in 1912, based on her translation
of the Russian writer's Gavriil Khrushchev-Sokolnikov's novel Griunval'dskij boj, ili Slavjane i nemcy
(The Battle of Grunwald, or Slavs and Germans; 1889, Lithuanian publication in 1922).
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amateur theatre at that time. Thus, as the reviews published in the press make clear,
the audience of this drama was not interested in the development of the inner
dramatism, but in the background against which it developed — the heroic, majestic
Lithuanian past. In other words, Aspazija’'s Vaidelote may have seemed too modern
to the Lithuanian audience both in its theatrical language, which required a more
professional performance than Lithuanian theatre artists of the time were capable
of, and in its Neo-romanticist nature which put the main focus on the character's
inner dramatism. This inner dramatism, which makes up the core of Aspazija's play,
would later come to Lithuanian dramaturgy with works that no longer had direct
links with the Lithuanian theatre scene of the time, and that were intended to be
read rather than acted. These were the creative works of Vincas Kréve-Mickevicius,
Vincas Mykolaitis-Putinas or Liudas Gira, which were moving into a new stage of
drama — Neo-romanticism.

Conclusions Although Lithuanian theatre amateurs perceived Aspazija's
historical drama Vaidelote as topically relevant, and encouraged its translation and
staging, the play never became popular. Plans to translate and stage this work
emerged as early as the end of the 19th century. However, the first and only
translation of the play was completed in 1908 by Povilas Zaldokas. Thanks to the
efforts of Riga theatre enthusiasts, Vaidelote was performed a few times in Riga
(1911, 1913) and in Jelgava (1913). The drama’s complicated path to the Lithuanian
stage, as well as the scarcity of its productions by Lithuanian theatre amateurs in
Latvian cities, can be explained by the state of Lithuanian theatre at that time. It was
still in its amateur period, lagging behind the development of Latvian theatre by a
couple of decades. The Lithuanian Evenings movement, which emerged at the end of
the 19th century, began by establishing external theatrical communication. It
introduced its audience to theatre as a cultural and useful collective activity and then
formalized the internal theatrical experience on the basis of those forms of
theatricality that were understandable to the audience of that time. This is reflected
in the Lithuanian Evenings’ repertoire, which primarily offered short, simple plays
and comedies. Thus, when it came to the Lithuanian stage, Aspazija's drama was
also simplified — it was translated into prose without reproducing all the stylistic
registers of the author's language.

Nevertheless, the name and works of Aspazija were important to Lithuanian
writers of the time. This is evident in Pleiryté-Puidiené’s pseudonym Vaidilute, as
well as in the similar historical themes of original Lithuanian plays. However,
Lithuanian playwrights had to adapt their work to the amateur theatre stage, so
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they presented the plot of a young woman committing suicide in a way that met the
expectations of the Lithuanian audience. The Lithuanian public was notinterestedin
internal conflict set against the backdrop of history, but rather in this decorative
scenery itself — the noble, romanticized Lithuanian past, as in the early stages of
Lithuanian historical drama this backdrop was supposed to create the legend of an
ever-living, majestic state. While Aspazija exalted individual freedom and discussed
personal dignity, Lithuanian historical dramas did not problematize the conscious
sacrifice of the individual through internal conflict; rather, it was completely
subordinated to the logic of collective sacrifice. Similarly, the artistic quality at the
Lithuanian Evenings was sacrificed to draw an audience, and Aspazija's Vaidelote
was too complex for the Lithuanian public at that time. However, when it was finally
ready for the individual conflicts presented on stage, which were disconnected from
the concerns of the national community, Lithuanian authors could offer original
works analyzing this theme. This is why Aspazija's work had limited influence on
Lithuanian drama at the time. Nevertheless, her play functioned as a source of
inspiration for Lithuanian playwrights, providing a direction for the further
development that ultimately led to the transition of Lithuanian dramaturgy into the
Neo-romanticist paradigm.
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Summary The Young Estonia (Noor-Eesti) movement can without reserv-
ations be called the most significant cultural phenomenon of early 20th-century
Estonia, comprising a number of eminent authors, among whom the most outstand-
ing were the poet Gustav Suits and the fiction author and essayist Friedebert Tuglas.
The five anthological albums (1905-1915) of Noor-Eestiwitnessed the development of
Estonian literature from earlier realist tendencies towards symbolism and modernistic
emphases. Their artistic transformations were accompanied by new evaluations of
Estonian landscapes in literary representation. From the perspective of ecocriticism,
this article seeks to explore the bog and fen landscapes of the Young Estonia texts,
noting their significance for what is currently considered a national landscape,
particularly in the popular image of Estonia as "a country of pristine nature”. The
pragmatic views of mires held by 19th-century country-dwelling peasants in literary
realism were gradually replaced by other modes of depiction.Mythologizing views of
bogs and fens as mystical or supernatural sites have contributed to contemporary
fascination with folk horror; the mire has also been used symbolically in ideologically
loaded discourse to denote social ills, yet approached with curiosity and aesthetic
sensitivity by authors attentive to the actual landscape (its plants, birds, animals),
thus producing nature writing. In the Noor-Eesti albums, literary treatment of the
mire shifts from the realist-anthropocentric toward the fantastic-ecocentric.

Kopsavilkums Kustibu “Jauna lgaunija” (Noor-Eesti) var neSauboties
nosaukt par visnozimigako paradibu 20. gs. sakuma Igaunijas kultdrvidé. ST kustiba
ietvera vairakus ievérojamus autorus, kuru vidu izcilakie bija dzejnieks Gustavs Suitss
un prozaikis un esejists Frideberts Tuglass. "Jaunas Igaunijas” pieci antologiskie
albumi (1905-1915) liecina par Igaunijas literattras attistibu no agrinajam realisma
tendencém lidz simbolisma un modernisma izpausmém. Stila un maksliniecisko
panémienu transformacijas sajos albumos pavadija art parmainas Igaunijas ainavu
uztveré un literaraja attélojuma. ST raksta mérkis ir no ekokritiskas perspektivas
aplukot “Jaunas Igaunijas” tekstos aprakstitos purvus, uzsverot to nozimi Sodien ta
sauktaja nacionalaja ainava, it ipasi popularaja prieksstata par Igauniju ka “neskar-
tas dabas zemi”. 19. gs. literatura lasamos zemnieku pragmatiskos viedok|us par
purvainu zemi vélak papildindja un pamazam nomainija citi skatpunkti. No mitologis-
kajiem priekSstatiem par purvu ka mistika un pardabiska majvietu irizaugusi laikme-
tiga aizrausanas ar etnoSausmu zanru; ideologiska satura literatdra purva téls ir ticis
lietots ka socialu problému simbols, savukart tie autori, kas iedzilingjusies realaja
purva ainava (ieskaitot tam raksturigos augus, putnus un dzivniekus), tai veltijusi zinat-
kares un estétisma pilnu dabas rakstibu. Purva attélojumos “Jaunas Igaunijas” albumos
uzsvars parvirzas no realistiski antropocentriska uz fantastiski ekocentrisko.
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Introduction Literary scholarship today is emerging from a social and
intellectual context more urgently aware of environmental topics than any preceding
period. The late 20th century veered away from an earlier focus on pure textuality in
the humanities, meeting new challenges prompted by the so-called spatial and
material turns. The period also witnessed the emergence and institutionalization
of the branch of literary study most often referred to as ecocriticism. A widely
accepted working definition of the field has been provided by Cheryll Glotfelty who
saw ecocriticism broadly as "the study of the relationship between literature and
the physical environment” (Glotfelty 1996: xviii), and early ecocriticism was indeed
predominantly concerned with the study of works in which representation of
natural environments was noticeably foregrounded. More recently, engaging with
acute environmental issues such as the global climate crisis has surpassed the
emphasis on aesthetic or affective appreciation of nature in ecocritical studies. Still,
the presence and function of particular environments in literary works, either as
landscapes open to sensory perception or ecosystems accommodating multiple
species, remain an important node of enquiry. Landscapes are considered as being
continuously re-created and negotiated in an interplay of nature and culture. The
materiality and agency of more-than-human (Abram 1997) nature is duly recognized,
yet there is also an awareness that the idea, myth or vision of landscape, once
established, will become as if its constituent part and provide a lens through which
the landscape is generally perceived (Schama 1995: 61).

Not so long ago a couple of Estonian literary scholars were tasked with
compiling a comprehensive survey of the state of the art of ecocriticism in the Baltic
countries for the special issue on European ecocritical traditions of the online journal
Ecozon@. The attempt to chart the still somewhat fledgling developments of the
field in Estonia, Latvia and Lithuania aimed to trace the individual research interests
of scholars active in these three countries, as well as to detect the overlapping foci
and common topics in the publications by Baltic authors of studies with an ecocritical
slant (see Tulr, Soovik 2019). What tentatively stood out among the variety
of publications and activities considered was an emphasis on landscapes, in
particular the forest — a rather unsurprising observation whose obviousness is best
encapsulated in the oft-quoted remark by the landscape scholar Denis Cosgrove
that "the forest has been crucial in framing national identities in most countries
north of the Alps” (Cosgrove 2003: 16). However, the woods were seconded by the
salience of another type of ecosystem whose presence may not seem similarly
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predictable — wetlands. These first and foremost emerged in the range of academic
interests in the case of Estonian and Lithuanian ecocritics — a comprehensive
contribution from the latter (Ragaisiené et al. 2007) even bears a suggestive title
that in translation reads as Ecocritical Bog Pools.

Lithuanian ecocriticism has, for instance, touched upon the internationally
explored topic of wetlands' parallels with femininity (Ragaiiené 2007);" and since
the conducting of the survey, more critical attention has been paid to the role of swamps
in selected Lithuanian fiction of the 20th and 21th centuries (Mazeikis 2019). As
regards spatial arts, Gediminas and Nomeda Urbonas curated the Lithuanian pavilion
at the Venice Biennale of Architecture in 2018, using the concept of the swamp as a
curatorial strategy — a move inspired by the swamp's potential for futurity as
suggested by Henry David Thoreau (Bailey-Charteris 2024: 91). As concerns Latvia's
landscapes, it seems that both literary and art historical studies — which appear to
draw more on the resources of ecocriticism's sister discipline of geocriticism
(e.g. Daija, Kalnacs 2019; Kalnaés 2023) -, as well as geographers (cf. e.g. Skultans
2007; Bunkse 2012), have paid closer attention to pastoral rural scenery as central
to the national identity than to the country's bogscapes. Still, the Ainavu dargumi
(Landscape Treasures) selected by public vote to celebrate the Republic of Latvia's
centenary also include large natural bogs (Printsmann et al. 2019: 202).

In Estonia, the country richest in wetlands among the three, mire is currently
being promoted to the status of something of an iconic national landscape,
particularly as it can easily be used as a metonymic token of unspoiled and pristine
nature with significant ecological value (see Pungas-Kohv et al. 2015). Indeed, in this
capacity wetlands may be seen to serve as the closest this part of the world has to
offer to approximate the elusive construct of “wilderness”. Both the low-lying fens
as well as the more visually striking bogs are currently approaching the role of a
flagship landscape in Estonia’s national self-image, and function as a trope for the
country’s inhabitants alleged “inherent closeness” ta nature (the sentiment of being
a "nature nation” is also embraced in the neighbouring countries, of course - cf. e.g.
Printsmann et al. 2019). This is also evident in symbolic practices: for instance, a
writers’ outing to a fen was made a focal point at an international literary festival
dedicated to wilderness (see Ling 2016), and Estonia even hosted a meeting of the
Baltic prime ministers in its Riisa bog, complete with ceremanial fine dining on the
boardwalk (Collier 2023). A new national park in the wetlands region of Alutaguse
was founded among the nation’s centenary celebrations (Printsmann 2019: 196).

1 For other work from the region around the Baltic Sea adopting this perspective cf. e.g.
Parente-Capkova 2020, Bailey-Charteris 2024.
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The question of the status of wetlands is topical not only in the Baltics. Studies
of the position of wetlands in art and literature appear in numerous other cultures of
countries where such types of landscape are prominent. A comparison could certainly
be made with the even more wetland-rich Finland, where mires have historically been
covering more than a third of the land surface — the respective proportion has been up
toathird of thelandin case of Estonia (llomets et al. 2007: 3), although the estimation
for live mires today covers no more than 9 per cent of the latter country’s territory.
Despite the omnipresence and consequent familiarity of this landscape in Finland, a
noticeable lack of interest in fenlands has been noted as concerns the history of
Finnish arts. “The so-called Golden Age of Finnish art around the turn of the 20th century
which served the nationalist ethos, regarded fens as too closed and miserable to be
considered as a subject of art” and “[iln the Finnish National Romantic imagery,
fens were almost ignored and may have appeared as something of lesser value”,
Tiina Pusa et al. (2023: 57, 61) claim. Speaking of literature, Viola Parente-Capkova
(2020: 145-146) confirms the marginality and anomality of bogs and marshes in
Finnish traditional literary ethnoscapes around the turn of the 20th century.

There are literary and cultural studies that touch on more generally Nordic
wetlands with an emphasis on Danish bog bodies (see Sanders 2015), Irish bogs
(Fairhall 2014, Gladwin 2019), swamps in the American South (Wilson 2016), and
international comparative discussions of wetlands / peatlands (Giblett 2021, 2024,
Proulx 2022). These generally pointat wetlands as having historically been considered
spaces of dubious value, zones of decay and despair, and realms of the liminal and
the supernatural, at least as concerns the cultural mainstream. Interdisciplinary
research combining geography and literary history has also been following the
treatment and status of mires in Estonian national imaginary and their current role
both in nature conservation as well as in the internationally marketed image of the
country that targets the tourist industry (Pungas-Kohv, Soovik 2019). The pattern is
familiar: in the 19th century, during the time of the formation of the nation as an
imagined community, the (then even more widespread) mires of Estonia similarly
received but scarce artistic or literary attention, even less so in terms of praise or
admiration (Pungas-Kohv 2016). Yet the situation is clearly different today.

Thus, proceeding from the vantage point of ecocritical environmental human-
ities?, the present article attempts to enquire into how mires began to transform
on the Estonian literary scene, considering that even more than other arts, it is liter-
ature thatis particularly capable of contributing to the ongoing invention of what can
be considered a national landscape (see Larsen 1997, 2005).

2 For a survey of the environmental humanities as a field from a specifically Latvian vantage
point, see Zarina et al. 2022.
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On some contexts and concepts Indeed, Estonian literary mires
initially appeared to be either passively useless or actively unpleasant places — a
persisting evaluation that required countering in society as lately as in 1970 when
the ecologist Viktor Masing had to enquire: "Are bogs really so awful?”3 in the very
title of his groundbreaking appeal dedicated to wetland protection (Masing 1970:
386). It is mostly in the wake of the environmental movement of the 1970s that
wetlands have gained their present currency in Estonia (Pungas-Kohv et al. 2015;
Pungas-Kohv, Soovik 2019; see also Annus 2025). Yet, in order to find an initial
turning point in Estonian literary mire representations, we need to look further into
the past. A shift in the Estonian attitudes to wetlands in literature seems to have
been launched, if not fully completed, in the rush for modernization during the first
decades of the 20th century.

Piret Pungas-Kohv (2016: 2120) duly recalls the literary historian Tiit Hennoste's
observation that the Estonian neoromantic literarure of the early 20th century
invents and employs several “self-symbols”, one of which is that of the mire
(Hennoste 2016: 155). Hennoste provides no definition of his term, yet it can be
contextually interpreted along the lines of “a newly emerged symbol specifically
typical of, or salient in, Estonian literature of the period”. An uncontested source of
programmatic literary and culturalinnovation at the time, which was also responsible
for a great deal of "domesticated” symbolism in Estonia, was the Noor-Eesti
(Young Estonia) movement — a cultural upheaval that explicitly claimed: "Our slogan is:
More culture! More European culture! Let us remain Estonians, but let us become
Europeans too.” (NE I: 17, quoted from Mathews 1950: 118). This exhortation came
from the movement's ideologist Gustav Suits, the leading poet of his generation
whaose status in Estonian poetry has been compared to that of Rainis in Latvia by
several scholars (see Eglaja-Kristsone 2009; Pilv 2009; Mihkelev 2019).

The extensive contributions that Noor-Eesti made to Estonian culture have
received due critical attention, manifested in edited collections dedicated either to
the movement as a whole (Lindsalu 2006) or to particular works by its members
(Hinrikus 2006; Hinrikus, Undusk 2022), in special issues of journals (Laak, Olesk
2008), as well as in monographs (Sisask 2018). All these have analyzed a wide range
of aspects in the movement's texts and activities. It is now time to approach the

3 Translations from Estonian are by the author of this article, unless indicated otherwise.

A Benedikts Kalnacs (2006: 40-41) points out, however, that the most apt Latvian parallel to
the Young Estonia movement would rather be the so-called Dzelme group (1904-1910), since the
first modern period when Latvian literature (with Aspazija and Rainis as its most prominent figures)
was consciously engaging with contemporary European culture had occurred already in the 1890s.
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Young Estonians from the perspective of the environment — particularly taking into
account the authors’ own awareness of the innovative potential of their approach to
nature and landscape. Looking back at Noor-Eestiin 1929, Suits listed among their
achievenments that they

[.] proclaimed the emergence of a more impassioned way of living, taught

refinement to young country-people in their progress towards self-education

and urbanization, discovered new points of vantage for the appreciation of local

landscape,® and initiated linguistic reforms to meet the demand for a more flexible

and europeanized mode of expression. (Suits 1929: 6, quoted from Matthews

1950: 119; my emphasis).
With this in mind, my article turns to the the evolving treatment of the mire in the
texts published throughout the Noor-Eesti movement's albums — five anthological
publications that appeared during the period 1905-1915. In addition to presenting a
well-defined textual corpus, the albums also serve as a representative sample of
the aesthetic development of the period's Estonian literature — from the stronger
vestiges of realism included in the earlier volumes towards more pronounced
symbolist takes, onto which the wetland representations can be mapped. Also, the
intense events of the period are significant as such — to point at a Latvian parallel,
the period's significance in "the transformation of the aesthetic and thematic scope
of Latvian literature” (Daija, Kalnacs 2019: 68) was a decisive impetus for Pauls Daija
and Benedikts Kalnacs's geocritical study of Latvians’ mobility and the broadening
spatial reach in Latvian novels written between 1900-1914.

Eventually, however, abrief detour should be made into the realm of terminology,
as the terms in wetland vocabulary may seem virtually synonymous, yet can denote
considerably different landscapes in English and even more so when there is
translation involved.® In landscape scholarship, the umbrella term used for the type
of wetland to be met in Estonia and thus serving as a material referent for most
literary depictions would be mire — according to one definition, it denotes peatland
that is still capable of forming new peat (this happens predominantly due to the
growth of sphagnum moss), while the existent peat layer should be at least 30 cm
thick. The two main stages in the life of such a landscape are the fen(soo or madalsoo
in Estonian), whichisalow-lying mire that obtains most of its water from groundwater
or soil, and the bog (raba or korgsooin Estonian), whose peat layer has grown so thick
that it rises higher than the surrounding land, which means it is a raised landscape

5 In the original, Suits specifically mentions “the charms of landscapes and waterscapes”
("maastikkude ja veestikkude veetlusi").

6 A Latvian case in point regarding the term purvs is discussed by Linda Ozola-Ozolina and
Silga Svike (2023).
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receiving its water from precipitation.” Admittedly, the literary authors discussed in
the present article did not necessarily differentiate between the two and may have
used the words interchangeably, while in English-language literary scholarship
dedicated to Baltic texts the terms swamp and marsh may be used. The translations
of the text samples cited in this article generally employ fenand bogfor sooand raba,
respectively, and may occasionally resort to the umbrella term of mire, particulary
when the specific type of the landscape remains indeterminate in the quoted text.

It is to charting these particular literary mires that the article now turns,
specifically focusing on the discovery of “new points of vantage” for viewing fens and
bogs among the landscapes brought forward by Suits. In broad outlines, the mires in
the Noor-Eesti albums can be divided into four categories: (1) the mire as a socially
significant landscape; (2) the mire as a liminal space or a landscape of the mystical
Other; (3) the mire as a symbolic image; (4) the mire as a natural landscape,
an ecosystem.

Destitution and poverty by bogs and fens The above-quoted
Finnish studies claimed that the mainstream artistic depiction of Finnish fens was
scarce or dismissive as these were considered “of lesser value” and “too closed and
miserable”. The question of value, i.e. perceived usefulness in rural economy, is
obvious also in pre-Young-Estonia literary treatments of wetlands — bogs and fens
appear as a poor, useless landscape whose inhabitants by contiguity are also poor
and deemed worthless. Marshy land does not allow for good crops, make fine
pastures nor grow valuable timber; those inhabiting the edges of such poor lands are
beggarly, wretched or downright outcasts from society. A characteristic mire
description of this type is offered when setting the scene for the novella Vari
(The Shadow, 1894) by Juhan Liiv:

The peasant will not want it, even less the poor peasant from Nurmekdila, and the
manor does not really know what to do with it either. There is one thing, though, for
which it suits well enough. This is attested by various bones of horses, cattle, cats
and dogs, lying bleached on the ground. If any of such animals perishes, be it either
through illness, ennui or an arrow, it is considered befitting to cast their bodies
there. This is done by the peasants living in the vicinity. (Liiv 1966: 3).

It is by this mire, in the poverty-stricken conglomeration of hovels called Kukulinn
that the protagonist has his home. Beside being a social marker of poverty, the fenis
also a place of the abject, fit only for those not accepted by respectable society.

7 A concise and reader-friendly survey of the concepts can be found online: https://peatlands.org/
peatlands/types-of-peatlands/.
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Characterized by "mucky water” and "peat as brittle as porridge”, the fen “into which
the cadavers and other unnecessary leftovers are cast” deserves the condemning
judgement: "Here, nature has provided nothing, neither beauty nor fertility, but only
sand and the bog" (Liiv 1966: 4).

The first Noor-Eesti albums are not devoid of attitudes towards mires that
reflect evaluations of the landscape’'s meagre usefulness and perceived lack of
aesthetic qualities either; such attitudes may be expressed both on the part of the
authorial voice and of the characters. In Friedebert Mihkelson's (later he was to
become known as Friedebert Tuglas) short story Néiutud ringis (In the Enchanted
Circle), the mire is seen as a suitable place of disposal not only for animal carcasses
but presumably also corpses of paupers and vagrants:

We are both lost and fallen men, we tread like demons in the dirt and mud of this
world. There is no more hope for anything good in us. Our lives are lost, everything
is lost! What remains is just the damned flesh that is good for nothing, the bone
and skin that is barely fit for filling material for a boggy mire across which a road is
being built... (NE 1905: 150).8

Such dehumanizing hopelessness, reminiscent of the protagonist's desolation in
Liiv's stary, is not surprising in a tale whose plot starts unfolding “in a hovel standing
at the edge of the Rebase-raba Bog" (NE 1905: 134). Evaluation of the bog as an
ultimately negative, marginal and even evil place, bearing the features of a realm of
annihilation, is particularly evident in the folkloric curse integrated into a published
extract from August Kitzberg's play Laseb kéele suud anda (Allows to Kiss the Hand)
that is set in the 17th century: “Let you, let you, | am cursing — let you die into the
mire, let you rot..." (NE 1905: 110).°

A'less florid and more pragmatic evaluation of marshy and low-value poverty-
stricken farm plots comes from the Finnish-Estonian author Aino Kallas who
describes the landscape on the island of Saaremaa:

The heartis in such a curious pain when you think of your fields here. As small thin

ribbons they curl somewhere beside a fen, with poorly dug ditches, and poorly

fertilized. Even the crops are different from those on the fields of the manor, the

straws are spread thin, grow short, the ears of corn are empty (NE 1905: 43).
Kivisaare Toomas (Toomas of Kivisaare) by M. J. Wunk explicitly links sacial injustice
and inequality with miry plots allotted to peasants by the manor owners: "[T]he
manor compensated for the land it had taken with meadows ‘in the fen’ and ‘across

8 In-text references to Noor-Eestialbums are to NE.

9  Theformulahas been registered in the Estonian Folklore Archives [Rapla ERA I 293, 374 (42).
1941] and occurs also in the Estonian national epic Kalevipoeg; the ending reads: "upon a tussock”.
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the bog', these being such plots that did not grow timber, and thus no profit
whatsoever could be made from them"” (NE 1907: 183). In Reinhold Kamsen's story
Murede maa (The Land of Sorrows) a character is swearing: “[T]his damn place, it
sent the man to an early grave. To pay the manor two hundred roubles in rent for
such waste, for pity's sake! What could he have been thinking, taking on such a hole
in the fen” (NE 1907: 81).

On the other hand, some texts point at a certain hypothetical potential of such
boggy places, which prefigures Anton Hansen Tammsaare's (who briefly contributed
to the third album) characters’ famous struggle with the mire in Tode ja digus
(Truth and Justice), his magnum opus that has been sending curious readers to visit
the author’s birhplace onafarminjarva County andto exploreits boggy surroundings
ever since the publication of its first volume in 1926 (Pungas-Kohv, Soovik 2019:
299). The Young Estonia albums, however, contain but a dream of a mireless farm:
"Wouldn't it be beautiful if this high and dry hill were not there, nor that low muddy
fen by theriver either! If there was flat dry land full of lush grass and low alder bushes
that throw no shadows...” (NE 1907: 138), finally reaching a conclusion: “Think of this
muddy fen — there is much fruitful soil there” (NE 1907: 142). However, no actual
mire melioration works (unlike logging and subjugating wild nature to cultivation in
general) are depicted in the albums. In this respect, Noor-Eestiappears to have served
as but a half-way stop on the road towards Tammsaare's influential work that has
been jocularly labelled a "five-volume mire draining handbook” (Printsmann et al.
2019: 197). Incidentally, in 2025 the annual exhibition of the Tammsaare Museum
established at the author’s birthplace — a location that served as inspiration for the
novel's setting of the fictional Vargamde —, bears the title A Hundred Years of Draining
Fens at Vargamde.

As concerns the traditional outlook expressed in a broader corpus of contem-
poraneous realist literature, Pungas-Kohv sums it up as follows:

It seems it was not possible in the context of the time to look at the mire through
rose-tinted glasses for in no way could it be transformed into the desired field or
woodland, no matter how industriously it was drained. In Estonian literature the
mire emerges as the embodiment of poverty and hardship. An environment that is
wet and squishy, muddy and with non-existent roads helps to emphasize the
weight of people’s worries. (Pungas-Kohv 2016: 2118)

Nevertheless, one practical way to utilize a bog still emerges in the Noor-Eesti
texts and that involves taking refuge in the inaccessible landscape. The fen may
function asasanctuary — a trope familiar from place lore and earlier historical fiction,
e.g. Andres Saal's Vambola (1889), that is increasingly revisited to this day in both
literary and extra-literary contexts. Thus Lilli Luuk’s critically acclaimed recent novel
Odema (Night Mother, 2024) employs a detailed and authentically depicted mire
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setting that also serves as a hiding place, while an official from the Ministry of
Climate greeted the Republic of Estonia’s anniversary with a programmatic opinion
piece "Wetlands Are Security”, recalling the historical role of wetlands as refuge and
specifically mentioning the large Alutaguse boglands close to Estonia's North-
Eastern border (Zingel 2025).

As regards the Noor-Eestialbums, in the above-mentioned Kitzberg's play it is
suggested that young serfs who have to flee from the manor lest they be sold to
Latvia go into hiding. Father teaches the young couple: “Then, children, run to the
Sussi Fen, this lies towards Riga. They say there are still old refuge huts standing
upon a hillside. I know the way.” (NE 1905: 119) It is onto a fen that the eponymous
mentally anguished “dark child of man” disappears in Jaan Oks's story (NE 1912: 214),
and itis in a bog that sheep thieves hide from their pursuers in Tuglas's Vabadus ja
surm (Freedom and Death, NE 1915: 160). In this sense, the Noor-Eesti mires are
certainly not places without any use, but as hideaways they can (and are even likely to)
shelter those whose activities do not conform to social rules and who are suspicious
or downright illegal, thus possibly undermining the social edifice in its entirety.

The liminal and the mystical mires The capacity of the mire to
harbour dark secrets leads us to the second subdivision of the proposed typology.
Here, the mire serves as a liminal zone, a mystical Other. This is an internationally
widespread notion: for instance, when speaking of the Irish bogs, Derek Gladwin
claims that “when they are included in Irish literature and culture bogs often evoke
Gothic associations through the mysterious, mesmerising and macabre” (Gladwin
2016: 2), and Karin Sanders (2017: 641-650) dedicates her discussion of liminality in
Nordic literature to Danish bog fiction. In the Estonian case, this category is dominated
by one outstanding sample — the novella Jumala Saar. Torgla soo muinasjutt (The
Island of God. A Fairy Tale of the Torgla Fen) by Tuglas, essayist and author of prose
fiction and the other outstanding ideologist of Noor-Eestibeside Suits. The mire here
again functions as a refuge, in this case meaning a place where something ancient,
supernatural and possibly evil may be preserved. It is an alternative space in which
the rules of the dimension of ancient paganism are seeping through everyday reality:

The forest soughed and in this eternal moaning mires and bog pools burst into
being, and, as centuries passed, grey cranes would stand on the banks of the water
and sing their songs in a choir, resounding like trumpets.

And hawks came, perched on the black stumps reaching out of the water, and
vainly admired themselves in the dark liquid mirror.

Torgla lived a great and profound life, as mysterious and obscure as itself. And
there is an eternal struggle, birth and death in it.
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Alone, divorced from the mainland, the Island of God stands among the old
forest and quagmire. The blue of the tops of its oaks is visible from the bank but
there is no road to guide one there. Only black posts stand in the deepest fen
among the stunted pines, and it is along these that the path to the Island of God
leads. But there is no one who would know the path. They rest in the ground. The
white of the skulls of some is visible by Torgla's bogpools, and wolves have
scattered their bones. (NE 1907: 12-13)

The horror of the mire is caused not only by the objective dangers it may pose
(losing one's way, drowning, predatory animals), but also by the interpenetration of
the everyday environment with the supernatural. The mire serves as a possible
gateway to a temporally dislocated spacetime, or as a liminal borderland between
different orders of reality that Gladwin (2016: 1-2) has observed when writing
about Ireland’s literary bogs that he for that reason considers as inherently
Gothic spaces.

Retrospectively commenting on the genesis of his work, Tuglas (1966: 181-182)
recalled that during the Christmas break of 1904/1905 he was reading Vladimir
Korolenko's story Les shumit(The Forest is Soughing), which took over hisimagination
at the time, although the eventual extent of obvious borrowing was confined to the
first sentence: "The forest was soughing.” Also, as Korolenka's text contained a
woodland spirit, it must have served as inspiration for the spirit of the fen in The Island
of God. Tuglas feverishly waorked on the novella for a month and a half, visualizing the
ancient landscape — partly drawing on the nature from around his childhood home at
Ahja in Southern Estonia, partly recalling his father’s tales about grandfather who
had been a forester. He also points out that subconsciously he must have been
interpreting the romantic-revolutionary atmosphere of the era: "Everything around
me was on fire and | was on fire myself” (Tuglas 1966: 182), and that it was at this
moment that he abandoned his earlier realism in favour of a romantic approach. The
symbalic quality of the bog and particularly its dramatic going up in flames seem
relevantin the year of the 1905 revolution and the burning of manors. Tuglas himself
was involved in the revolutionary events that led to his arrest and subsequent exile
where he finished his manuscript. Thus, the conflagration of the mire also appears as
a symbol of an old world order that is disappearing.

What is particularly significant in the context of the present article, however, is
Tuglas' explicit admission that, without realizing this at the time, he turned out to be
the first author to subconsciously employ the motif of the mire in Estonian literature,
while other authors such as Suits and also Oskar Luts and Richard Roht would later
use it consciously (Tuglas 1965: 182). The historical turmoil would pass, yet the
dimension of the uncanny dread remained to haunt later literature. Mire depictions
of a similar hue appear in works by the above-mentioned authors whose plotlines
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otherwise do not dwell on the supernatural, and also vividly emerge in explicitly
fantastic writing. Thus, August Gailit begins his short story Libahunt (Werewolf,
1926) as follows:

Behind thick forests and bogs, in the midst of the moaning Urgvee Bog lies my
father’s poor and wretched hut. It stands on the unstable ground like the others in
that vast fen, covered with moss, boughs and stones, a little window opening on
the fen like a narrowed eye. Cold grey mists rise from the fen as if from a steaming
kettle and swirl above the people and their cabins.

The people living in Urgvee are known to be sorcerers and werewolves; it is a
call to become a wolf in the fen that the protagonist submits to in Aino Kallas'
Finnish-language Estonia-set Sudenmorsja (The Wolf's Bride, 1928). The horror- and
fantasy-prone Gailit's work leads towards the gradually emerging genre of Estonian
ethno-horror, suggested by today's author Indrek Hargla to be a truly Estonian
phenomenon in the realm of fantasy and sci-fi (Helme 2018: 51). Pungas-Kohv
(2016: 2132-2133) has discussed a few representatives of the genre who have a
propensity for using more detailed bogland settings, including works by Hargla as
well as ethno-horror's earlier, ground-breaking representative Herta Laipaik. The
most sustained recent example of such use of the mire setting is played out in the
Estonian region of Soomaa (“Fenland” in translation) in Mehis Heinsaar’'s 2022 novel
Kadunud héim (The Lost Tribe). The critic Jaan Sudak’s review of Heinsaar's novel for
international audiences is a telling example of currently established mire tropes. It
contextualizes the novel, embracing the notions of liminality and the supernatural,
recalls the role of mire as a space of refuge, and, above all, frames it as an
aestheticized, inherently Estonian space:

Bogs are, to Estonians, a mysterious and threatening borderland; a breathtakingly
beautiful wilderness full of unbridled forces. Will-o'-the-wisps bewitch wanderers,

causing them to stray from their chosen path. For millennia, Estonians have sought
sanctuary in bogs from great plagues and wars. (Sudak 2023: 46)

Thus Tuglas was certainly not mistaken to have acknowledged in the 1960s that he
had introduced something new into Estonian fiction half a century earlier, although
he had no way of predicting its persistence still half a century later.

Mystical and liminal bog scenes possibly involving supernatural elements
did not remain confined to prose, but also emerged in poetry, where they were likely
to display an eroticized atmosphere blending the forces of Eros and Thanatos.
A remarkable example was the suggestive and ballad-like poem of warning and
invitation Soolaul (The Swamp Song, 1928) by Estonia’s leading woman poet
Marie Under, followed by the love- and drowning-themed poems with fen and bog
settings by the members of the 1930s group Arbujad (The Soothsayers). It was
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Gustav Suits, though, who had impressively introduced the trope of mires into
Estonian poetry, and in his case the main emphasis was rather on scathing
social symbolism.

Symbols and society Suits has been rightfully seen as the country's
foremost symboalist poet, with his second collection Tuulemaa (Land of Wind, 1913)
marking the style’s definitive arrival on the Estonian literary scene. And, as Tuglas
duly pointed out in his memoir, among other things Suits excels as someone who
refined Tuglas's ownintuitive application of the mire motif. His fen poem " Soolaugastel”
(Pools in the Swamp, [1908] NE 1909: 213-214), that had been published in a Young
Estonia album, was included in that groundbreaking book of poetry as was another
remarkable fen poem “Laul Eestist" (The Song of Estonia, Suits 1913: 15-16). The
mire in Suits's poetry from the Noor-Eestiperiod is a social symbol. The former poem
has been translated into English by W. K. Matthews:

Pools in the Swamp

The surface of the swamps holds pools unnumbered.
Canit be rusty water that lies tongueless and still
Or mindless pain that stares with mute eyes that numb the will?

The surface of the swamps holds pools unnumbered.

Slow, silver bubbles globe upon the water.
O yearnings, secret wishes that hide in the swamp's night!
0 dreams that blot out suddenly, failing in mid-flight!

Slow, silver bubbles globe upon the water.

Clowed to the earth, the stunted birches cower.
The treacherous virid floor of the swamp hollows and quakes
To straying feet, and the turbid glass of the water breaks.

Clawed to the earth, the stunted birches cover.

The live swamp teems with myriads of midges.
They fill the eyes and nostrils, and suck blood from the vein,
And choke desire, and creep into the heart, and daze the pain.

The live swamp teems with myriads of midges. (Suits 1953: 41)
A state of mind is conveyed that intermingles the predominantly personal with
the suggested social, resulting in a “despairing symbolism” (Matthews 1950: 122).

On the one hand, the landscape is depicted with an aestheticizing detachment of an
external observer whose gaze encompasses the whole scene of multiple poals as if
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from a higher vantage point™. On the other hand, the bodily presence encasing the
centralconsciousnessisunderscored by thedeeply experiential realisticincorporation
of the hordes of midges that must have physically pestered any of Suits's readers
who happened to have spent time outdoors in a natural environment — as Estonian
countrypeople were likely to. Still, instead of just allowing the insects serve as yet
another embodied hardship on the list of plagues that harsh surroundings will heap
on humans, even the midges become symbolic, appearing as a powerful metaphor
for an embodied suffocation that pierces the whole body. The thwarted human
condition as such was rendered in marshland imagery already in Johannes Aavik's
translation from the Finnish author Juhani Aho, registering it as a bitter fate to be
born as a stunted birch between two tussocks in a liquid fen (NE 1905: 183). In Suits'’
"A Song of Estonia", however, it is social criticism at its sharpest that becomes
foregrounded: "History as horrible as an execretion, / a downtrampled, powerless
breed, / crooked and hunched stunted birchs, / with roots and rootless in the muddy
quagmire.” (Suits 1913: 15). To use the assessment of Suits' translator Matthews, in
this poem “his despair sounds its bitterest depths” (Matthews 1950: 120).

The dimension of social suffering and hopelessness enscribed in a marshy
landscape can also be found in Jaan Oks's Vaevade maa (Land of Woes, NE 1915: 95):
“Land of woes — land of poverty — land of hungers. The clouds are brooding on the
tired fields with their sick pastures; forests decay into quagmires where the blubber
of grass warms the roots of willows until even shoots of mosses die in the tarry
water.” In the same album that saw Oks's text in print, Aino Kallas points out in her
article Gustav Suits liiiirikuna (Gustav Suits as a Lyricist) that it is especially in poems
such as the above that “Estonian landscape, Estonian soul begin to adopt an ever
clearer outline side by side with a growing patriotic pessimism” (NE 1915: 175).
| believe that what Kallas has detected here is the ultimate arrival in poetry of what
Hennoste labelled “self-symbols” of Estonian literature.

Such takes on fens and bogs actually conveyed the reality of local scenery more
accurately than the fairly standard or bland 19th-century tropes of loci amoeni. At
the same time, they were harnessed in an internationally established tradition of
employing fen-related metaphors in social criticism. The literary historian Herbert
Salu, writing in exile in post-WWII Sweden, points out that the metaphor of a mire
standing for bourgeois society was familiar from Romain Rolland’s works Vie de
Beethoven (Life of Beethoven, 1903) and Jean-Christophe (1904—1912) (Salu 1984: 143).

10 Acomparable point of view overlooking a stretched-out bogscape covered with pools would
later be occupied in Konrad Magi's famous painting Norwegian Landscape with a Pine from the period
1908-1911.
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The condemnation of the bourgeois society as a bog would be repeated after the
cessation of the Noor-Eestimovement, in the Tarapita manifesto of 1921 signed by
ten writers who also included Suits and Tuglas. In this text Salu (1984: 142) detects
similarities with the lexicon of the Clarté movement in France (1919-1921), including
the bog trope. And the scathingly critical manifestoes written by the poet Henrik
Visnapuu in 1919 in which he states: "The life river of our people finds itself
unavoidably in a mire. — What stood in front of us was an eternally gurgling fen with
its rotting depths” (quoted in Salu 1984: 147) were, in Salu's estimation, directly
drawing on Suits's images. As concerns other material published in the Noor-Eesti
albums, Eduard Vilde (NE 1909: 107) uses an extended metaphor of the bog seething
with imaginary gross invertebrates to convey disgust with the depraved debauchery
of the bourgeoisie.

The power and potency of Suits's poetic mires as tools of social criticism is
maybe most tellingly indicated by the incorporation of his line “The surface of the
swamps holds pools unnumbered” in the poem "Soolaulikud" (Swamp Bards) by the
Soviet Estonian poet Juhan Schmuul (Smuul) published in 1950 in the newspaper Sirp
ja Vasar (Sickle and Hammer). It appeared on a special page topped by the current
party-line slogan: “Writers and artists, fight for the implementation of the Stalinist
plan for the tranformation of nature!”. The line from Suits appears as a refrain in the
poem “Swamp Bards" whose first part comments on the oppressed life in pre-war
independent Estonia, where “[s]lwamp dispirits, swamp reigns, swamp destroys” — a
state of things which, as the second part promises, would of course be effectively
abolished by the implementation of the said plan, which in Estonia predominantly
meant draining of mires."” Nevertheless, this denouncement paradoxically meant a
repeated and explicit, although anonymous, reference to the banned and discredited
"bourgeois” author Suits (who at the time lived in exile in Sweden) — and obviously
expected the Soviet readership to recognize and to resonate with the line.

Bogs, fens and nature writing The albums included not only original
texts by Estonian writers, but also translations among which the French fin-de-siécle
was characteristically prominent. Kaia Sisask (2019: 63) has found that the selected
texts illustrate the main keywords of symbolism, aiming to evoke dark, vague and
musical sensations, but also surmises that the texts’ suitability into the framework

11 Forinstance, mire-drainingis the central Soviet featin Hans Leberecht's Stalin-prize-winning
novel Valgus Koordis (Light at Koordi, 1948), the Estonian Stalinist literary work par excellence that
was also adapted into a film in 1951.
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of Estonian nature poetry may have been a factor supporting the selection. As a side
note it may be pointed out here that Suits explicitly introduced a bog pool into his
translation of Paul Verlaine's poem “La lune blanche" (The White Moon) — a move
which certainly resonates with his own imagery: "Létang reflete, / Profond miroir" is
translated as "Kui siigav peegel / soosilm tdis vett" [As a deep mirror, / a fen pool full
of water] (NE 1909: 2).

Thus, nature as the Young Estonians knew it need not have been far from them
even at their most cultured, refined and European-trending. So its presence appears
in Bernard Linde's story Hallid juuksed (Grey Hair) in which a character is experiencing
boredom at another's monotonous speech which for him resembles the expanse

of a wetland:
Just like an uneven low-lying land where only high marsh grasses, branches of bog
bilberriesin scattered bushes of crooked birch, and stakes of spruce and pine grow,
behind which long-legged and long-necked swamp birds scarcely can hide — thus
flowed Jirgenson's speech. [.] John listened. Initially his thought, just like a gaze
upon a fen landscape, could not rest on anything — everything was uniformly flat.
(NE 1909: 250).

The extended metaphor indicates the character's, and by extension the author's,
deep familiarity with this type of landscape and testifies to his ability to draw on a
remembered experience that obviously has been lived through and stored at the
back of his mind, which materializes in a fragment of credible nature writing.

A similar knowledge of nature is manifested in the details of the texts by Tuglas.
For instance, his story Asuja (The Settler) opens with a scene depicting a primordial

“wilderness™
Before, only ancient forest had been soughing here whose heart was but rarely
touched by the feet of a living man, where only wild animals roamed and caught
their prey. Across dozens of miles stretched a long wild domain with its dark thickets,
sturdy pines, bent juniper bushes and squishy mossy fens inaccessible to larger
animals, where only birds of prey lived as did long-legged storks who caught frogs
while splashing around in the deep waters from spring to autumn and built their
nests on top of the trees growing on the scattered fen islands. All manner of snipes,
curlews, wild geese and ducks appeared here in great numbers and in the autumn
they flew back towards the south in long lines under the grey sky. (NE 1905: 21).

What is particularly attention-worthy here is the fact that, although the author
does not name a particular species, it is clear that he is aware of the habits of the
“symbol of Estonian wilderness”, the rare black stork who indeed builds its nest on
top of preferably old trees close to swamps and bodies of water in large forests,
keeping away from human habitation — unlike white storks who prefer cultivated
lands, or cranes whose nests are on the ground.

Even though such passages may be meant to serve as scenes evoking a
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hypothetical virgin wood before the arrival of humans, they do not seem to be purely
relying on imagination. Tuglas's work can be read as approaching nature writing by
someone familiar with Estonian countryside and its non-human inhabitants,
especially when considering the ecocritic Lawrence Buell's claim that in nature
writing “[the] nonhuman environment is present not merely as a framing device but
as a presence that begins to suggest that human history is implicated in natural
history” (Buell 1995: 7). This can be suggested even despite the fact that Tuglas's
sustained literary efforts in constructing natural scenery were later criticized for
their continuity errors by Juhan Luiga, a doctor and man of letters. Luiga himself also
contributed to the Estonian literary mire discourse in an interesting way. In 1908, the
year following the publication of Tuglas's The Island of God, Luiga published an essay
entitled "Soo hing" (The Soul of the Fen) that approaches mires from a virtually
scientific perspective. Contrary to contemporary dreams of melioration, Luiga
([1908] 1995: 552) deems mires too much of a hassle to be cultivated, which is
precisely the reason why they are worth visiting. For him, they are basically
interconnected ecosystems that grow their own flowers, their own plants “that the
mire has re-fashioned according to its own character” (Luiga [1908] 1995: 553), and
thus have agency as well as constitute a realm deserving closer study.

The following decades of the 1920s and 1930s would produce a wave of non-
fictional nature writing that to a great degree involved detailed observations of
plantsandbirds (see Maran, Tliir 2016: 287). Several passages from Young Estonians
would not seem out of place in the works by Kustas Pdldmaa, whose Kodumets
(Home Forest) appeared in 1937 and contained a chapter on children’s risky trip
across a fen, or Johannes Piiper whose classic Pilte ja hddli kodumaa loodusest
(Pictures and Sounds from the Nature of Homeland) came out in 1935. Both of
these authors, whose above-mentioned works were incidentally given out by the
Noor-EestiPublishers, are noted for their aestheticizing approach to nature and were
instrumental in consolidating the genre of nature writing in Estonian literature.
The works of the Young Estonians published a couple of decades earlier had most
certainly been available to them, likely providing the vantage points for the
appreciation of nature's charms that Suits had listed among the movement's
contributions to Estonian literature and culture.

Conclusion Inthe 21st century it may seem that the presence of the mire,
comprising both fens and bogs, is an established feature in the Estonian cultural
self-imaginary. However, if we look further into the past, it appears that its status as
an "officially recognized” landscape supporting the image of Estonians as a "nature
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people” does not seem to reach back particularly far — the connotations of mires in
people's minds have for along time mostly been negative, and bogs and fens used to
be assigned the role of an antagonist in texts that juxtapose humans with nature or
seek to establish human mastery over it. Nevertheless, it may be suggested that the
seeds for various variations of today's image of the mire in different literary genres
were sown already in the early 20th century by the Young Estonia movement. It also
appears that the group’s main ideologists Gustav Suits and Friedebert Tuglas were
actually aware of the movement's novel approach to Estonian land- and waterscapes
in general and to mires in particular.

Since then, in addition to the pragmatic takes on the mire from the perspective
of country-dwelling peasants that appear in 19th-century literary realism, mytholo-
gizing views on bogs and fens seen as liminal places of mysticism and the super-
natural have led towards the contemporary fascinaton with folk horror. The mire has
been symbolically used in ideologically loaded discourse to denote social ills and
shortcomings, amounting to a literary “self-symbol”, yet also approached with
curiosity and a keen sense of aestheticism by authors who have been focusing on
features of the actual landscape, comprising nature writing. Among this rich legacy,
itis particularly the strains of the fantastic and the ecological that seem to flourish a
hundred years later, as the pragmatic agricultural evaluations and evocative imagery
of ideological criticism (that was clearly also related to denigrating value judgements
passed on mires) appear to have become (at least to a certain extent) passé. Today's
pragmatic take would rather be an ecological one, valuing mires as carbon sinks and
sources of biodiversity, or a monetized one deriving from the tourist industry and
seeking out the most marketable features of mires (Pungas-Kohv et al. 2015).
Mire landscapes deserve attention as providers of ecosystem services and are
valued from an environmental perspective as complex systems of biodiversity in
their own right.

Writing on non-human spatiality in fiction, Michael Karlsson Pedersen has
proposed “a clear-cut division between literature oriented toward the human and
literature oriented toward the nonhuman” (Pedersen 2022: 52). To use the
terminology that Pedersen draws from the sci-fi author Ursula LeGuin, the literary
mire discourse initiated by the Young Estonia currently seems to be faring better in
the category of the fantastic-ecocentric than in the realm of realistic-anthropocentric.
LeGuin has pointed out that interest in the non-human leads literature away from
realism, which means uniting genres such as sci-fi, fantasy and horror on the one
hand, and regional or nature-oriented writing that values landscape as humankind's
Other on the other hand (ibid.). A development of mires from an objectified backdrop
over which the human narrative may preside towards their greater autonomy
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and even agency accompanies the departure from literary realism through the
successive Noor-Eestialbums.

To return to the cross-Baltic survey mentioned at the beginning of this article, it
might also be worth the while observing comparatively the roles that the arising of
literary modernisms and the tumultuous history of the 20th century have played in
fashioning national landscape imaginaries in the respective literatures of the Baltic
countries, specifically as concerns wetlands whose importance in the climate crisis is
ever increasing. As Karin Sanders has put it: “[Blogs, swamps, and wetlands
have served as eco-libraries full of stories to be dug out and read” (Sanders 2017: 643).
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Summary Minni Kurs-0Olesk (1879-1940) was one of the founders of the
Estonian women's movement, as well as of social democracy and social welfare. She
played a part in the politics of the newly formed Republic of Estonia, having been
elected as a representative of the Estonian Social Democratic Labour Party to both
the Constituent Assembly and the commission responsible for drafting the Estonian
constitution. In 1905 the young Minni Kurs returned from London, where she had
seized the opportunity tostudy atinstitutions such as the London School of Economics
and Political Science (LSE). As a social democrat, she became actively involved in the
revolutionary events unfolding in the Baltic provinces of imperial Russia. This article
examines materials from a police dossier about her which are now held in the Latvian
State Historical Archives. The archived correspondence between the offices of the
Prime Minister of the Russian Empire and the Provisional Governor-General of
the Baltic Governorates contains a note from the renowned London journalist,
William Thomas Stead. (Upon hearing from mutual acquaintances in London that
Minni Kurs-Olesk had been arrested and sentenced to corporal punishment, Stead
wrote to protest her treatment.) Examples from the memaoirs and correspondence of
her contemporaries illustrate the restrictions that prevented women from fulfilling
their dreams in the Russian Empire.

Kopsavilkums Minni Kursa-Oleska (1879-1940) Igaunija bija gan viena
no sievieSu kustibas dibinatajam, gan ari socialdemoakratijas un socialas labklajibas
sistémas aizsaceja. Kursai-Oleskai bija liela loma jaundibinatas Igaunijas Republikas
politika, jo vinaka Igaunijas Socialdemokratiskas Darba partijas parstave bijaieveléta
gan Satversmes sapulcé, gan arikomisija, kas bija atbildiga par Igaunijas konstitucijas
izstradasanu. 1905. gada Kursa-0leska atgriezas no Londonas, kur bija izmantojusi
iespéju studet tadas macibu iestades ka Londonas Ekonomikas un politikas zinatnu
augstskola. Ka socialdemokrate vina aktivi iesaistijas revolucionarajos notikumos,
kas risinajas cariskas Krievijas Baltijas provincés. Saja raksta analizéti materiali no
policijas dosjée par Kursu-0lesku, kuri Sobrid glabajas Latvijas Valsts véstures arhiva.
Tur atrodama sarakste starp Krievijas impérijas premjerministru un Baltijas gubernu
pagaidu generalgubernatoru citstarp ietver slavena Londonas Zurnalista Viljama
Tomasa Steda rakstitu véestuli. (Dzirdejis no kopigiem Londonas pazinam, ka
Kursa-Oleska esotapcietinata un vinai piespriests miesassods, vins izteica protestu
pret sadu ricibu.) Savukart Kursas-0Oleskas memuari un korespondence liecina par
ierobezojumiem, ar kadiem saskaras sieviesu centieni Krievijas impérija.
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In 1888, amidst the debates on women's rights that had been ongoing through-
out that decade, the editor Lilli Suburg' published an essay entitled “"Emancipirt!"
(‘Emancipated!’)?in her magazine Linda. In the essay, she explains the meaning of the
word in its title, emphasizing the aspects of belonging to someone without free will
and being “freed from slavery” (Suburg 1888). From there she moves on to men's
power over women: this power, as she stresses, is based on women'’s lack of educa-
tion which keeps them in the dark. Therefore, Suburg encourages Estonian women
to take every opportunity to learn and to sharpen their minds, as men and women
are equal in their intellectual abilities. Her essay takes a programme-like approach to
the concept of a new type of woman that emerged at the end of the 19th century
(Undla-Paldmae 1981: 286; Annuk 2012: 73-76). In the magazine Linda, Suburg also
discusses the legal status of (peasant) women (Suburg 1889: 224-226), and opposes
the argument that women who write publicly (we can elaborate: who engage in
intellectual debate) allegedly lose their femininity (Suburg 1887: 2). In her essay on
emancipation, Suburg highlights the advantages that Finnish women then had over
their Estonian contemporaries, citing their proficiency in foreign languages and their
extensive network of contacts which even reach as far as America (Suburg 1888).

Lilli Suburg is regarded as the first Estonian feminist (Annuk 2021: 46): the first
Estonian girls' school was founded by her, as was the first women's magazine Linda
(established in 1887 and subsequently edited by her as well). Suburg also expressed
her ideas through fiction, including the short story Liina (1877) which explores
gendered nationalism (Annuk 2021). Fiction about women's rights, however, was not
solely her domain. At the end of the 19th century Eduard Vilde, the founder of
Estonian socio-critical realism, also emerged as a persistent advocate of feministideas
and became one of the most steadfast defenders of women's freedom and dignity
in his works (Lindsalu 2006: 296).2 For example, in his novella Astla vastu (Against the
Sting, 1898), which is considered the first European novel in Estonian literature, Vilde
highlights the inequality faced by women, as well as other issues, in a rural province
of Tsarist Russia (Estlitee 2025). Vilde's interest in women’s emancipation was

1 Lilli Suburg (1841-1923), Estonian writer, journalist and educator.
2 Theauthorinformsthat the German word emancipirt(= emanzipiertin modern German spelling)
is a borrowing from the Latin word emancipare. Throughout the essay, she only uses the term as a

quotation and does not provide an Estonian translation.

3 Eduard Vilde (1865-1933), a classic of Estonian literature.
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awakened during his stay in Berlin during 1890-1892, when he was introduced to
socio-democratic ideology and read August Bebel (Lindsalu 2006: 297).

As regards the term 'New Woman', it originated in France in the 1830s. It was
first introduced by the writer George Sand (Amantine-Lucile-Aurore Dudevant),
gained currency in Russia during the 1850s in the debate over Nikolai
Chernyshevsky's controversial novel Chto delat? (What Is to Be Done?, 1863), and
subsequently was used in 1894 in the public debate between the Irish writer Sarah
Grand (Frances Elizabeth Bellenden Clarke) and the English writer Ouida (Maria
Louise Ramé) to describe feminist, educated, and legally and economically
independent women (see also Kirss 2006: 76-78; Kirss 2015; Ross 2023: 775). As a
“precursor to the modern Western female professional” (Das 2023: 464), this
“woman suddenly appears on the scene of man’s activities, as a sort of new creation,
and demands a share in the struggles, the responsibilities and the honours of the
world, in which, until now, she had been a cipher” (Tusan 1998: 169). As a character
in fiction — such as Nora in Henrik Ibsen’s play £t dukkehjem (A Doll's House, 1879) —
the protagonist reflected not only her own aspirations but also society's reaction to
them. In the real world, the New Women were trying to effect change in society,
particularly with regard to women's rights (see Buzwell 2025).

Drawing on the life of Minni Kurs-0Olesk, | will discuss what it meant to be a New
Woman in the Baltic provinces at the beginning of the 20th century. | will consider
the invisible barriers they had to break through, and how often they encountered “an
impenetrable crystal vault” (une vodte de cristal impenetrable) (Sand 1988: 59-60).*
My article is additionally based on archival research that | published last year, aiming
to clarify Kurs-Qlesk's biographical details and her studies abroad (Talivee 2024).

Minni Kurs-0Olesk and her contemporaries have already been referred to as New
Women in various studies (Hinrikus 1997; Kirss 2004, 2006, 2011). She is a fine
illustration of this phenomenaon, being one of the founders of the Estonian women'’s
rights movement, social democracy, and social welfare. She played a role in the paolitics
of the newly formed Republic of Estonia, having been elected as a representative of
the Estonian Social Democratic Labour Party to the Constituent Assembly and the
commission responsible for drafting the Estonian constitution (Viljamaa; Hillermaa
2020). Kurs-Olesk also promoted vocational training opportunities, alongside
trade union work. She additionally became involved in child protection, organizing
care for orphans, infants and young mothers, as well as for domestic workers, the
blind, the war wounded, etc. (Kurs-0lesk, 1939). Kurs-0lesk participated in women's
organizations both in Estonia and internationally. The first female students in Tartu

4 “I'étais une femme; car tout a coup mes ailes se sont engourdies, I'éther s'est fermé sur ma téte,
comme une volte de cristal impénétrable, et je suis tombé, tombé [.]"(Sand 1988: 59-60).

Letonica 60 2025 171



recalled the moral support they received from Kurs-Olesk and the generous
invitations to the Olesks' home, including the opportunity to use their extensive
library (Mirka-Linnus 1939: 10-13). Kurs-Olesk tried to find practical solutions for
making women's lives easier and improving their working conditions. At the same
time, she wanted to encourage them to strive for the same goals as men, which was
far from self-evident for women at that time — for example, she encouraged them to
enter politics (Kurs-Olesk 1924). She also wrote about these issues in newspapers.

Minni Kurs-0lesk’s contribution to society has been discussed in connection
with her jubilee birthdays (e. g., Jansen 1929; A. T-nn 1929; Vdsimatult (ihiskonda...
1939), and the Estonian Association of University Women compiled a book of tribute
essays to Minni Kurs-Olesk for her 60th birthday in 1939, with contributions from
several authors. This book gives a detailed account of her work in state and local
government, social work, the women's movement, women'’s vocational training, and
journalism (Kurs-0Olesk 1939). Kurs-0Olesk has also been portrayed in a book on the
history of Estonian women’s movement published by the Estonian community in
exile after World War Il (Maelo 1957), while in the Soviet Union she was not considered
worthy of research. However, in independent Estonia literary scholars once again
brought her legacy to light: Sirje Olesk was the first to re-examine Minni Kurs-0lesk
(Olesk 1993), and Peeter Olesk has published several accounts about his grandmother
(e.g. Olesk 2006; 2010). Tiina Kirss has published and commented on Minni Kurs-
Olesk’s correspondence with her partner Lui Olesk (Kirss 2019 and 2020).> The legacy
of Kurs-Olesk was also discussed in Piret Karra's study 750 Years of Estonian Feminism
(Karro 2022) and in an exhibition based on it (2023-2024).°

A note from William Thomas Stead At the beginning of the 20th
century, Tartu (then officially called Yuryev in Russian and Dorpat in German) was
certainly one of the hotbeds of New Women in Estonia. On the eve of the 1905
Revolution, dissatisfaction with the Tsarist government was growing. Young people
of both sexes were gathering in groups and secret circles, which led to a turbulent
year full of turmoil. By the spring of 1906, 27-year-old Minni Kurs-0Olesk had crossed
so many borders that her name appears in a police dossier now kept in the Latvian
State Historical Archives.

5  This correspondence is archived in the Estonian Cultural History Archives of the Estonian
Literary Museum.

6 Piret Karro is a researcher and curator whose academic background lies in semiotics and
gender studies.
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The file contains correspondence between the Office of the Prime Minister
Count Sergei Witte of the Russian Empire, and the Office of the Provisional Governor-
General of the Baltic Guberniyas, Vasily Sollogub.” On 9 March 1906, Sollogub had
received a secret request to inform Witte urgently about the fate of a young woman:
the Prime Minister wanted to know whether Mina® Olesk (maiden name Kurs)
had been arrested and sentenced to corporal punishment.® The reason for the
investigation was revealed in a letter dated 14 March from a lady-in-waiting at the
court, State Lady (Stats-Dama) Yelizaveta Narishkina'®, which contained a copy of
an English-language note requesting further information:

Minny Olesk, nee Kurs, is a young and beautiful Russian girl who recently spent a
year or two in London and Paris, perfecting her education. On her return to Russia
married a lawyer named Olesk. She is a Social Democrat and addressed a
workmen's meeting during the disorders in the Baltic provinces. For this offence
she was arrested, and sentenced at Dorpat to 300 strokes with a birch rod. As she
was enceinte, the infliction of the flogging was postponed until after childbirth. My
friends who knew her well in London declare that she is a refined and sensitive girl
to whom the prospect of degradin torture awaiting her after confinement means
death. After sentence she was removed to a prison some little distance from
Dorpat where in close confinement away from her husband she awaits maternity
and its sequel. Inquiry into the case asked for and if the facts are as stated a
remission of the sentence as inhuman.
W. T. Stead™

Narishkina mentioned her intention to take Stead's appeal to the Tsar if the
circumstances were as stated. The inquiry at the highest level demanded urgent

7 Count Sergei (Sergius) Witte (1849-1915) became the first Chairman of the Council of
Ministers in 1905 and served as the first Prime Minister of the Russian Empire after successfully
negotiating favourable terms for Russia at the end of the Russo-Japanese War. Vasily Sollogub
(1848-1917) was appointed Provisional Governor-General of Livonia, Estonia and Courland in
1905, and resided in the restless Riga. Sollogub survived abomb attack in Riga in autumn 1906.

8 Minni Kurs-0Olesk was born Minna Caroline Marie Kurs. ‘Mina'is the Russian spelling of ‘Minna'.
In her correspondence from England and the documents used there, she used the form '‘Minny', and
in the tribute album, her name appears as Vilhelmine-Marie-Karoline Kurs. This version was used
quite widely afterwards.

9 LVVA, 6989.2.23, p. 1. From Director of the Police Department of the Ministry of Internal
Affairs of the Russian Empire, Zubovski, to the Office of the Provisional Governor-General of the
Baltic States, 9 March 1906.

10 Yelizaveta Narishkina (Zizi Naryskina, née Kurakina, 1838-1928). Personal connections
probably played a role: Kirill Naryshkin, the son of the high-ranking court lady, was the husband of
Count Witte's stepdaughter Vera.

11 LVVA.6989.2.23, p. 8. From William Thomas Stead to Yelizaveta Narishkina.
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action. Telegrams and reports signed by the Provisional Governor, various officers,
and the Chief of Police went back and forth, and by 16 March 1906 it was clear that
the person in question was not on the list of persons taken into custody by the police
or punitive expedition squads. Fortunately, only two guesses in Stead's note proved
to be true. Firstly, there was a prisoner named Olesk — it was the aforementioned
lawyer Lui Olesk, who had been arrested for defending his client.’”? Secondly, Minni
Kurs-Olesk was indeed pregnant at the time — the first daughter of the Olesk family,
Olga Desideria, was born a month later on 16 April 1906.

The author of the note that sparked the correspondence was the journalist
William Thomas Stead (1849-1912), one of the pioneers of British investigative
journalism. Stead began his career in North-East England, but his passionate
coverage of Bulgarian atrocities earned him ajob in London in 1880 at the influential
Pall Mall Gazette (Prévost 2013). In 1885 Stead had published one of the most
controversial series of articles in Victorian society, “The Maiden Tribute of Modern
Babylon” (Stead 1885): a journalistic experiment that exposed a market of child
prostitutionin London where girls in their early teens were bought fromimpoverished
or alcoholic parents for wealthy clients.® A long-time campaigner for women's
rights, Stead was also a friend of the Pankhurst family™ who supported suffrage.
When Emmeline Pankhurst became leader of the Women's Social and Palitical Union
in 1903 — the arganization through which the suffragettes campaigned militantly for
women'’s right to vote —, Stead was also one of the first to support their activities,
including speaking on behalf of imprisoned suffragettes (Davies 2019: 60).

Stead was also intrigued by the Russian Empire (Prévost 2013) and had met
both Tsar Alexander Il and Tsar Nicholas I1."> Otherwise critical of Russia, Stead was
dazzled by the new emperor’s peace plans — as he, too, was a proponent of world
peace (Ashton 2004). In September 1905, Stead travelled to Russia hoping to

12 LuiOlesk's arrest was brief, since prominent social figures in Estonia (such as the newspaper
editor Jaan Tonisson) stood up for him.

13 The backlash that followed the detailed reporting of the experiment forced Parliament to
raise the age of sexual consent from the current 13 to 16 (1885 Criminal Law Amendment Act).
Stead also contributed to another important change in the law: the journalist died on the Titanicin
1912, and the obituaries published in the press helped to give final impetus to England's first law
against sex trafficking that same year (Attwood 2021).

14 GBR/0014/STED 1/59. Correspondence with Richard Marsden Pankhurst and Christabel
Pankhurst.

15  Stead published a book Truth about Russia (1888) about his first visit to Russia. His first
interview with Nicholas Il took place in Livadia Palace in Crimeain 1898.
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persuade the Tsar of the validity of the rebels' demands, and Nicholas I, who
generally avoided the press, made a favourable impression on him in a private
meeting at Peterhof where Stead also met the Empress Alexandra. The 17 October
Manifesto may have appeared to Stead even as a vindication of his aspirations
(see Ashton 2004).

The news of Minni Kurs's possible arrest and imminent flogging, which reached
Stead through their mutual friends in London, may have had an intriguing resonance:
as the suffragettes had just begun their militant campaign, the actions of the young
Baltic revolutionary seemed very similar to theirs and happened within the same
timeframe. Minni Kurs spoke at the meetings through the autumn of 1905, and the
first arrest of British suffragettes took place on 13 October 1905, when Christabel
Pankhurst'and Annie Kenney' attempted to question a parliamentary candidate at
a political meeting in Manchester about his support for women's suffrage, and
resisted the police who escorted them out of the meeting (see Missive from a militant,
2018). The physical interference (Pankhurst had either punched or spat at the
policeman) and the choice of imprisonment rather than bail is generally regarded as
the beginning of the suffragettes’ radical public protest. The subsequent jailing of
Pankhurst and Kenney in Strangeways prison made news around the world,
spreading their message “\otes for Women".

A girl with a wicker trunk™ The correspondence compiled in the file
suggests that Kurs should have been punished for her behaviour, even though she
was not arrested. The deputy governor's office describes in its reply how “during the
street riots in Yuryev, shortly after the publication of the Manifesto on 17 October
1905, Mina Kurs /or Olesk/ appeared at the open window of her house dressed in red
and carrying a red flag. It is said that a Cossack passing through the streets pointed
his rifle at her for a moment, and Mina Kurs immediately hid"'® The author of the

16 Dame Christabel Harriette Pankhurst (1880-1958), a suffragist leader, was a lawyer
educated at the University of Manchester but barred from practicing because she was a woman.

17 Annie Kenney (1879-1953), a former Manchester cotton mill worker, was a trade unionist
who joined the suffragettes in 1904. She became one of the leaders of the Women's Social and

Political Union.

18  Inaletter, Minni Kurs mentions a travel basket that could hold all her belongings. (EKM EKLA,
f 185, m 27: 20, p. 13/39, Minny to Lui, London, & April 1903).

19 LVVA.6989.2.23, p. 15. Translated from Russian by the author of this article.
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report attributes cowardice to her hiding, rather than condemns the targeting of a
woman with a gun.?® The report also tells how Mina Kurs, after returning from
abroad, began to promote all kinds of freedoms (including free love) among school-
girls in Tartu, citing her own partnership with Lui Olesk as an example.?’

A'little introduction is needed for this young woman'’s relationship with the city
of Tartu and the restless young revolutionaries. Minni Kurs grew up in Tartu as the
only child of a single mother Liina Kurs who ran a sewing workshop. Her father, a
tailor named Johann Ludvig Kurs, had left the family for good, and her sister died as
an infant (Olesk 2006: 286; Minni Kurs-0lesk 1939: 7). She was (probably) educated
at Alfred Grass's girls’ school (Minni Kurs-0lesk 1939: 7) and the city of Tartu allowed
her to take an examination to become a governess in 1895 (possibly in Riga).?2 She
won a scholarship to study at the German Women's Teachers' Seminary, from which
she graduated in 1898 (Minni Kurs-0lesk 1939: 7).2% Although German was spoken at
her family home, she learned Estonian from her grandmother and relatives in the
countryside. Her social circle in Tartu included students of Estonian origin. In 1897,
Minni Kurs met law student Amandus Louis (Lui) Bernhard Olesk (born Norrmann,
1876-1932)* who was an illegitimate son of a widow, raised by his uncle.?® Lui Olesk
graduated from Imperatorskij Jur'evskij Universitet (now University of Tartu) in 1902
and, alongside beginning a career in law, became active injournalism. Since 1899, the
two young people began anintense but intermittent correspondence; in the spring of
1903, they switched from German to Estonian at Lui's request. The need to exchange
letters arose from Minni's work and study abroad. Why did the young woman leave
Tartu in the first place? Like many of her contemporaries, she “wanted to see the

20  The report reflects the atmosphere of the autumn of the 1905 revolution in Tartu. Red was
the colour of the flags welcoming, among other things, the October Manifesto which promised to
guarantee civil liberties (e.g. freedom of speech, press and assembly), to establish abroad franchise,
and to create a legislative body (the Duma). However, martial law was declared in Livonia on 22
November, extended to Tallinn and Harju County in December, and the tsarist government began to
restore order by force.

21 LVVA.6989.2.23, p. 15, V. Sollogub to Y. Narishkina, 18 March 1906.

22 EKMEKLA, f185,m30: 1, p. 1. Documents of Minni Kurs-0Olesk, 14 October 1895 — 25 August
1922.

23 Lehrerinnenseminar zu Dorpat.

24 EKM EKLA, f 185, m 29: 4, p. 1/1. Louis Olesk to Teures Fraulein (in German 'Dear Miss') Kurs,
25 June 1899.

25 RA,EAA.3148.1.46, p. 25/88. (Parish register)
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big world"” (Olesk 2006: 286), but there may also have been other circumstances at
play, and then one thing led to another.

First of all, a woman could not study at university in the Russian Empire. Only
Finland was in @ more exceptional situation in the Russian Empire, as women had
been allowed to study at the University of Helsinki under special conditions since the
1870s.%° An Estonian from Tartu, Hella Murrik-Wuolijoki who would later become a
renowned Finnish writer, was admitted to the University of Helsinkiin 1904. In Tartu,
the first women interested in higher education were allowed to listen to lectures at
the university from the autumn of 1905 - as the university administration took
advantage of the chaotic situation in the political life of the Empire — but until 1915
they were not taken in as full-time students and were not allowed to sit exams.

Secondly, to employ a female teacher at school in the provinces of Livonia and
Estonia was, although not prohibited, not an established custom (see also Kirss
2020: 129-131). All of this offers an explanation for why Minni Kurs, aged only 20,
left for Bessarabia in 1899. Till 1901, she worked as a teacher of Russian and
arithmetic at an Evangelical Lutheran school in Kishinev (now Chisindu, Moldova).?’
Later, Kurs-Olesk recalled that her interest in the causes of social inequality had
already begun at the girls’ school in Tartu. However, it was in Kishinev that she
became acquainted with revolutionary youth — the Jewish socialists. Next, she became
a teacher of conversational German in the family of the Reverend Johan Wilhelm
Wartiainen in Paimio near Turku in Finland. Her worldview seems to have broadened
in Finland and must have given her the impetus to travel abroad for further study:
she has mentioned Wartiainen's admiration for N. F. S. Grundtvig, the promoter of a
public education and founder of folk high schools (Kurs-Olesk 1938: 75-76). She also
remembered meeting the members of the Finnish women'’s movement, including its
leaders Alli Trygg-Helenius and Aino Malmberg (Minni Kurs-Olesk 1939: 8). Either of
the latter could have served as her role model. The trips to England and the USA in
the capacity of a representative of the Finnish Women'’s Association are often cited
as important turning points in Trygg-Helenius' activities (llola 2025). As a leader of
the temperance movement, she paid particular attention to helping the socially
disadvantaged. The English teacher Malmberg, an ardent supporter of Finnish

26 In 1905, Helene Taar provided an overview of women's suffrage and educational opportunities
in a publication by the Noor Eesti(Young Estonia) movement (Taar, 1905). She argued that English
women had the most organized women's rights movement in Europe, whereas Finnish women
were given the opportunity to study. She also asked why young Estonian women willing to study
abroad could not easily find support, despite cases of fundraising for male students.

27  EKMEKLA, f 185, m 30: 1, p. 3. The documents of Minni Kurs-Olesk.
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independence, also visited London several times since 1895 (Krohn; Pares 1933:
202-204; Pohls 2022).28

It was probably the contacts that Minni Kurs had made in Finland that led her to
study in England. She left Tartu in autumn 1902 and most likely first stayed at the
home of Ludvig Enqvist, who was the chaplain for Finnish seamen in London at the
time (Kirkkomaa.fi 2025; SKS Henkiléhistoria 2025). At the end of December that year,
the Estonian newspaper Postimees (The Postman) anonymously published Kurs's
first newspaper article written as a New Year's greeting. This was quite a Suburg-like
call upon the Estonian women to educate themselves and to acquire skills for
supporting themselves, citing the example of female sanitary inspectors in London
(Eesti 6dedele... 1902).

The institutions that Minni Kurs chose for self-improvementin London illustrate
her need for cheaper education, her desire to learn and to acquire a profession that
would ensure independence and broaden her world view. One letter mentions
her studies on the edge of Battersea Park.?® This might have been the Battersea
Polytechnic Institute, founded in 1891 under the City of London Parochial Charities
Act (1883) scheme to establish Polytechnic Institutes throughout London (Exploring
the Battersea Polytechnic Archive 2025). In August and September 1903, Minni Kurs
learned to make butter, soft cheese, and Stilton, Derby and Cheddar cheeses at the
Midland Agricultural and Dairy College.®®

For financial reasons, Minni Kurs expressed a wish to move to Toynbee Hall for
the summer of 1903.%" This institution was established to help and educate low-
income citizens. Named in honour of the British economist and saocial reformer
Arnold Toynbee, the charity was founded in 1884 in the East End of London. The
buildings were designed to resemble university buildings, and Oxford and Cambridge
students were invited to live and work there as volunteers. It also offered free legal
aid, which was often used by Russian and Polish immigrants, among others.
Following Toynbee Hall's example, the idea of establishing such charitable institutions
spread to other parts of the world in the following decades, especially to the United
States. Tiina Kirss has mentioned an ideological parallel between Minni Kurs and

28  Aino Malmberg became a political refugee in London in 1909, remaining there until Finland
gained independence.

29 EKM EKLA, f 185, m 27: 20, p. 9/25, Minny to Lui, London, 23 March 1903.
30 EKMEKLA, f 185, m30: 1, p. 5-6. The documents of Minni Kurs-0Olesk.

31 EKM EKLA, f 185, m 27: 20, p. 12/37, Minny to Lui, London, 26 March 1903.
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Jane Addams, the American feminist and pioneer of social work with the poor (Kirss
2020: 130). Addams was one of those who spread the idea of institutions like
Toynbee Hall in North America.*?

These free educational opportunities and institutions in London are associated
with the Fabian Society, founded in England in 1884. The Fabians were the leaders of
the workers' education movement and held moderately socialist views about social
justice and welfare, rational economic planning, and a tolerant and active democracy.
They held one of their first lecture evenings at Toynbee Hall. Along with the Social
Democratic Federation and the trade unions, the Fabian Society was also involved in
the birth of the Labour Party. Wishing to improve society by studying the causes of
poverty and inequality, socialist Fabians such as Beatrice and Sidney Webb, Graham
Wallas and George Bernard Shaw founded the London School of Economics and
Political Science (LSE) at the University of London in 1895. In 1900, the LSE joined
the University of London, becoming the first to offer degrees in the social sciences.
In the Michaelmas term of 1903, the name of “Miss Minny Kurs, teacher” appeared
in the student register of the London School of Economics and Political Science
(LSE).* She was undoubtedly one of those students who needed such educational
facilities foreconomicreasons,and whoalso shared the worldview of her benefactors.
According to correspondence, Kurs was not only a student, but also worked as a
nanny and private tutor.

The daughters of revolution In the spring of 1903 in London, Minni
Kurs defined herself as a revolutionary, socialist, trade unionist, positivist, and a
fighter for the rights of women?®, but as a socialist above all. In addition, her
correspondence with Lui discusses the relationship between nationalism and social
democracy. She became a member of the Social Democratic Federation in London
and indeed must have been closely associated with the Federation and its activities.
The names of several trade unionists and Fabians appear in her letters, including
James Keir Hardie, Benjamin Tillet and James Ramsay MacDonald, as well as the
Belgian socialist Emile Vandervelde. She also mentions visiting factories and learning
about the living conditions of English workers, the activities of trade unions, as well
as public libraries and various educational institutions. In 1904, she even attended

32 Toynbee Hall 1884-1951. A/TOY/21/15.
33  LSEInstitutional Archives, LSE/UNREGISTERED/19/16, p. 110.

34 EKM EKLA, f 185, m 27: 20, p. 10/30, Minny to Lui, London, 24 March 1903.
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the 6th Congress of the 2nd Sacialist International in Amsterdam which decided to
support women's suffrage alongside the class struggle of the proletariat, the eight-
hour warkday, and world peace (see Kent, Pearson 1904). In his letters, Lui Olesk
repeatedly asked Minni to refrain from excessive and risky political activity, which
could have had an aftermath if she returned to her homeland and tried to find work
as a schoolteacher.

Itis fascinating to follow how Minni Kurs becomes interested in women's rights.
Her background was characterized by domestic hardships, primarily due to her
upbringing as the child of a single mother who had experienced a dysfunctional
relationship. In her first article, Kurs discussed careers for which women are better
suited because of their unique abilities, as viewed from a position of social feminism.
In this, Minni Kurs again reiterated the Lilli Suburg-like principle that “a woman
must learn” and added to it the hope that women in her home country would soon
be given more opportunities to study. In an interview in 1939, Kurs-0Olesk has also
mentioned meeting Emmeline Pankhurst and trade union leader and suffragist
Margaret Bondfield while living in London (Minni Kurs-Olesk 1939: 76). By then,
Pankhurst had been supporting suffrage for decades, although the radical Women's
Social and Palitical Union (WSPU) had only been founded in 1903 and was not yet
dominating the scene.

Back in Tartu, Kurs-0lesk in 1905 became one of the first women who cut their
long hair short. As if to clarify the conceptual framework of equality feminists, a
slightly younger contemporary of hers, Lilli Ibrus®®, later recalled that they had just
learned that “we women could be just as independent and intelligent as men” and
that “a broad field of work emerged alongside the revolutionary goals — developing
women'’s self-awareness and independence”®, and the quest for women's rights
also meant a change in appearance: "It meant first and foremost to be like a man,
even in appearance. A girl of that time could not imagine any other emancipation.
Everything visibly feminine was discarded, hair was cut short, and clothes were
chosen to be as monotonous as possible.” (Ibrus-Kdstner 1932: 53—54) Minni Kurs's
hairstyle soon became a source of irritation for the writer Aino Kallas:

As a matter of fact, she [Minni Kurs] did not impress me at all. | can be attracted to
a refined woman, but never by a boyish performance. How she ruins her face with
that ugly hairdo! Short, wild, curly hair framing that big, proud face, almost carved
out of stone! (Kallas 1954: 295)

35  Lilli Ibrus-Kostner (later Liina Varus, 1885-1949) wrote about women's rights during
1904-1905 in the social democratic newspaper Uudised (The News).

36  Thisand the following quotes have been translated from Estonian by the author of this article.
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Figure 1. Minni Kurs after returning
from London (1904 or early 1905).
Writer Karl August Hindrey recalled her
wide-brimmed English hat as a symbol
of female emancipation.

Estonian Literary Museum,

EKM EKLA, A-149: 3.

1. att. Minni Kursa péc atgrieSanas no
Londonas (1904. gada vai 1905. gada
sakuma). Rakstnieks Karls Augusts

Hindrejs atcergjas vinas anglu platmali
ka sievieSu emancipacijas simbolu.
Igaunijas Literatdras muzejs,

EKM EKLA, A-149: 3.

The young women were politically just as active as their male comrades.
Memoirs of a friend of Ibrus, Alma Ani, show how her support for the Social Democrats
included organizing, attending and speaking at meetings, as well as printing leaflets
and proclamations.?” Ani lost her brother to the 1905 revolution: he was shot; her
foster brother received 50 lashes with a cane, and her fiancé narrowly escaped
arrest and death. Ani went to St Petersburg and came back with explosives hidden
under her dress. (In this case, women'’s clothing gave her an advantage.) She had to
hide, was arrested several times and escaped to Finland, where she had to stay for
5 years (Ast-Ani 1932: 37-51). Writing to newspapers and organizing meetings also
included writing and speaking about women's rights, or rather the lack thereof (Ibrus
1932: 54, 56). The young women also aspired to further their education as Minni
Kurs had done before. Ibrus then went to Moscow to take courses at an institute
of economics, while Alma Ostra went to St Petersburg to study at courses of

37  Alma Ast-Ani (1884-1958) was a dermatologist, gynaecologist and urologist.
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philosophy.*® It was Alma Ast-Ani who in 1924 — by then in the independent
Republic of Estonia — graduated from the University of Tartu, having studied
medicine.*®

In the police file of 1906, Kurs-Olesk is mentioned as a promoter of free love.
In 1905, several young women from the girls’ gymnasium in Tartu, and Linda
Jirmann, a close friend of the writer Eduard Vilde, were publicly accused in the
newspaper Postimees of having immoral relations with revolutionaries (Ibrus 1932: 57).
Postimees devoted a seven-part series to this subject, in which it also condemned
long-term relationships that were not approved by the Church (Postimees 1905; Aru
2008: 142). Minni Kurs and Lui Olesk seem to have given a very personal answer to
this topic: after the second part of this series had appeared in February 1905, Olesk
and Kurs decided to live together in a common-law marriage (Olesk 1932: 88).
Although such a decision was considered immoral at the time and was later
interpreted as a protest against the only form of marriage accepted at the time -
a church wedding (as civil marriage did not exist in the Russian Empire) —, such a
union also represented the protection of women'’s rights at the time. The Baltic
Private Law Code of 1864 placed a married woman under the personal and financial
guardianship of her husband, on an equal footing with children and the mentally ill.
Instead, the lawyer Lui Olesk and Minni Kurs, who considered themselves married,
probably established their rights by alegal contracton 1 February 1905 and informed
their friends of their marriage with a card.“® It was also a very personal decision:
something in her parents’ brief relationship had filled Minni Kurs with a fear of any
kind of dependence. In their correspondence, as Lui makes plans for their future
together, Minni expresses her fear of being legally subordinated to someone else,

38 AlmaOstra-0inas (1886-1960) was arrested in 1905 for her involvementin anillegal printing
press, and was sent to Siberia, Tobolsk Governorate. She escaped imprisonment in 1906 and
attended the Russian Social Democratic Party Congress in London in 1907.

39  Allthree of them, Ast-Ani, Ibrus-Kdstner and Ostra-Oinas, married their comrades-in-arms.
Karl Ast was imprisoned in Riga from 1907 to 1910, later becoming a writer and politician. Nikolai
Kostner studied in Moscow and went on to become a politician, economist, diplomat and academic.
Aleksander Oinas was a long-serving politician and member of the Estonian Parliament (Riigikogu),
serving three times as a government minister. However, the biographies of both Ibrus and Ostra
contain interesting episodes: they were fictitiously married to other revolutionaries before joining
their lives with their life partners. Ibrus married Ferdinand Kull (imprisoned 1907-1910) to shorten
his prison sentence, and Ostra married Jaan Anvelt to get rid of her maiden name which was
associated with prohibited activities. This hints at the attitude of the young women revolutionaries
of 1905 towards the institution of marriage, as well as the trust they had in their comrades
(in contrast to Minni Kurs-0lesk).

40  EKM EKLA, f 185, m 30: 5, p. 22-25, Lui Olesk. Minni Kurs-Olesk. Varia.
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Figure 2. Political prisoners released
from Riga prison in October 1905.
Front row: Alma (Ast-)Ani and

Olga Liebert. Middle row: Emilija
Kalnina (Kursevica), Karl Ast(-Rumor)
and Karl Tdrna. Lilli Ibrus-Kostner
isin the middle of the back row.
Estonian Literary Museum,

EKM EKLA, A-57:21.

See more about Emilija Kalnina
(Kursevica):
https:/www.womage.lv/personas/
emilija-kursevica

2. att. Politieslodzitie, kas tika
atbrivoti no Rigas cietuma 1905. gada
oktobrT. Pirmaja rinda: Alma (Asta-)
Aniun Olga Liberte. Vidéja rinda:
Emilija Kalnina (Kursevica), Karls
Asts(-Rumors) un Karls Tirna. Pédéjas
rindas vida: Lilli Ibrusa-Kestnere.
Igaunijas Literatdras muzejs,

EKM EKLA, A-57:21.

Par Emiliju Kalninu (Kursevicu) vairak
skat.: https:/www.womage.lv/
personas/emilija-kursevica

and he understands her arguments. Lui Olesk and Minni Kurs-Olesk had four
daughters without the blessing of the church. They grew up to support their parents’
principles (see Talivee 2024: 66—67). Similarly to the Olesk family, Eduard Vilde and
LindaJirmannannounced their civilmarriage in the autumn of 1905 in the newspaper
Uudised (The News), dating the event (namely, the day of signing a legal contract that
established the rights of their future children) with 9 September.*’

In a letter to Lui in 1903, Minni may have been referring to Henrik Ibsen’s play
Doll's House when she explains her reasons for staying in London to study after her
mother’s sudden death: “I must be completely free from living like a doll, which I hate
with all my heart — | want to be worthy of my mother".“? Although spared in 1906,

41 Linda Jirmann (1880-1966) defied public opinion in another respect, too. Eduard Vilde was
already married and unable to get a divorce. The couple became political refugees in Europe and
the United States from 1905 to 1917.

42 EKM EKLA, f 185, m 27: 20, p. 8/23, Minny to Lui, London, 22 March 1903.
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the young family was affected by the aftermath of the 1905 revolution between
1908 and 1910, when Lui was sentenced to resettlement in Vologda, a political exile
destination. Minni stayed in Tartu and visited her partner twice. She also began to
use her English skills in order to earn a living and has left her mark on the history of
Estonian translation. She was one of the first Estonians to translate English literature
from the original language (Lehtsalu 1960: 682).“* Minni Kurs-Olesk translated
works by Thomas Hardy, George Bernard Shaw, Oscar Wilde, John Galsworthy
and Rabindranath Tagore, among others. She also translated from German.

What could it mean to be arrested and convicted for participation in the 1905
Revolution events for a woman? Ani and Ibrus both recall the Riga prison in the
autumn of 1905: the cells were tidy, and the head of the women’s section was
intelligent and kind. Notably, the sister of Pauls Kalnins, the future Speaker of
the Saeima and the Acting President of Latvia, was held in a neighbouring cell
(Ani 1932: 45). However, Ibrus was captured again in Moscow or St Petersburg in
1909 and taken to Tartu in a prisoners’ railcar, and she recalls how “[t]he journey
was extremely nasty. | was the only woman in a wagon full of men, most of them
soldiers” (Ibrus 1932: 59).“* The first issue of the newspaper Vaba Sona (The Free
Word)*® edited by Lui Olesk from January 1906 reflects, among other things, on the
deeds of the court-martial in the aftermath of the revolution: shootings, hangings,
burning of farms, imprisonment, and floggings (including of women). A young
schoolteacher Helmi Einbergé, arrested in 1906, was taken to Puurmani Manor
and, at her insistence, was placed with the lady of the manor separately from the
men. She recalls: “[The manor mistress] cried all night and offered to help me if |
was to be beaten: she said she would then agree to shoot me” (Pdld 1932: 128).
Firearms and other weapons, too, were no strangers to the young women. Ibrus
and Ostra often carried pistols; Pdld had a knife with her. Marta Lepp received two
bullet wounds while taking part in the 16 October protest meeting in Tallinn. After
her arrest, Lepp's path crossed in Moscow prison with that of the socialist

43 The other two were Aleksander Ferdinand Tombach-Kaljuvald, who was the first person to
translate William Shakespeare's works into Estonian, and A. H. Tammsaare, who would become
a classic author himself.

44 lbrus borrowed a wig to cover her short hair and played the role of a pathetic naive girl at the
trial in Riga. She thus managed to avoid a conviction.

45  The censor shut down the radical socialist newspaper that “fiercly attacked everything” after
its trial issue in January 1906. LVVA.6989.2.23, p. 15, V. Sollogub to Y. Narishkina, 18 March 1906.

46  HelmiPald (born Einberg, 1882-1969), educator, was also active in temperance movement.
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revolutionary terrorist Maria Spiridonova who had endured brutal torture and rape
(Lepp 1922: 100).*

Conclusion The struggle for women's rights is one of the important
keywords that characterize the beginning of the 20th century. The first wave of
feminism dates to the late 19th century, when the context of urban industrialism and
liberal, socialist politics made it possible to look for ways of opening up more
opportunities for women. The biographies, memoirs, and correspondence of women
in the Baltic provinces of the time shed light on the restrictions that prevented
women from fulfilling their dreams in the Russian Empire. The Baltic countries were,
in a sense, also part of the German Empire by virtue of its German nobility. Here,
political freedoms were new for both women and men, but women also had to
circumvent or challenge several other boundaries. The debate about women'’s rights
had begun in Estonia in the 1880s and was then addressed by Lilli Suburg, the editor
of the first Estonian women's magazine Linda, who was also the first to outline the
concept of the so-called New Woman here. Two decades on, the biography of a
young social demacrat Minni Kurs provides a glimpse into the life of a New Woman
in the Baltic provinces in 1906. The lives of Minni Kurs and her contemporaries
demonstrate their boldness, innovation, steadfastness, purposefulness, tenacity
and creativity. Receiving an education, enjoying relationships based on equality with
their partners, and pursuing professions and careers were things they aspired to.
They wanted to change the law and make their voice heard. Itis also worth looking at
how their views became intertwined with nationalism further on.

Almost all their wishes met with obstacles. For a New Woman in Tsarist Livonia
to achieve professional and personal development, it was necessary to study and
often work abroad in order to acquire a specialization that would guarantee
independence. Expressing opinions and performing actions that might not have met
the Tsarist government'’s censorship requirements could get punished with what an
English journalist called inhumane punishments. Thus, these women had to be on
their guard against both the police and marriage. Nevertheless, they continued to
search for themselves both internally and externally, and found opportunities to
learn and share their knowledge with others. When conditions changed even slightly,
the New Women set about implementing their intentions and working for the benefit

47 Marta Sophia Lepp (later Maarda Utuste, pen-name Sophia Vardi, 1883-1940), later a writer
and religious leader. Tsarist troops fired at the peaceful crowd in Newmarket (now a square behind
the Estonia theatre building), killing at least 95 people. Lepp was arrested and sent to Tobolsk,
Siberia. She repeatedly escaped from detention.
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of those who needed it more than they did. Sometimes they received crucial support
even from distant friends. (A note written by the London journalist William Thomas
Stead is one example of this.) These women also had the support of their partners,
as was the case with Eduard Vilde and Lui Olesk. Tiina Kirss has described the
development of Minni Kurs-Olesk and Lui Olesk's relationship into a genuine and
intense intellectual partnership as “a path to free thought and equality” (Kirss 2020).

As a New Woman of the 20th century, Minni Kurs-0lesk and her contemporaries
undoubtedly merit thorough biographical research, both in the context of 1905 and
in @ much broader sense. Just as the 1905 revolution laid the foundations for the
establishment of the Republic of Estonia, the actions of some young women in the
whirlwind of the uprising paved the way for women’s movements and, more broadly,
for women's participation in politics — as well as some other areas, such as social
welfare.
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Summar\/ This paper analyzes Marija Pectkauskaite—Satrijos Ragana's
(1877-1930) early works, short stories, and letters, revealing the diverse forms
of women’s emancipation represented in her work. For this purpose, it outlines
strategies for portraying women in relation to their evolving sense of self and emo-
tional life. The different stages of a woman’'s journey towards self-discovery
are marked by specific emotional experiences, such as amusement and love. The
merriment expressed in the letters and the short story Aukso valandélé (The
Lovely Golden Hour) creates a sense of togetherness that empowers a woman
to envision a future beyond traditional roles as wife and mother. Meanwhile, in
the novella Viktute, the experience of love leads the protagonist along the traditional
female path to marriage. This paper also examines how in Satrijos Ragana's work,
portrayals of women both innovate and preserve tradition, reflecting different ideo-
logical visions of women'’s inclusion in society during “the long nineteenth century”.

Kopsavilkums  Raksta analizétas Satrijas Raganas (Marijas Petkauskaites
pseidonims, 1877-1930) agrinas noveles, stasti un vestules, atklajot daudzveidigas
sievietes emancipacijas formas vinas dailrade. Tiek paradits, ka autores teksti
konstrue sievietes ricibspeku attiecibas ar pasizzinu un emocionalo pieredzi, kur
svarigas robezzimes ir izpriecas un milestiba. Vestulés un stasta Aukso valandéle
(Skaista zelta stunda) attélota Itksmiba un kopibas sajdta rada iespeju domat par
sievietes nakotni arpus tradicionalajam sievas un mates lomam, savukart novelé
Viktuté milestibas pieredze virza varoni pa ierasto celu uz laulibu. Raksts parada,
ka Satrijas Raganas tekstos sievietes télojums vienlaikus nes jaunas emancipéacijas
iespéjas un saglaba tradiciju, atspogulojot dazadas ideologiskas vizijas par sieviesu
ieklausanu sabiedriba gara 19. gadsimta konteksta.
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Introduction Satrijos Ragana (Marija Peckauskaite, 1877-1930) is one
of the most prominent Lithuanian women writers of the late 19th and early 20th
centuries. At the start of her creative career, she was perhaps the most thorough in
depicting the transformation of a woman'’s self-concept and her becoming part of
the modern Lithuanian movement. The early stories of §atrijos Ragana were
characterised by the presence of female protagonists, who were often young
noblewomen searching for their purpose in life. These protagonists openly expressed
their dreams, which were occasionally very radical, especially for their time. It should
be noted thatin several of her early works, including the novella Viktute, the narrative
culminates with the girls expressing their hopes and long-term plans, while their
subsequent lives remain beyond the scope of the text. In this sense, Satrijos Ragana's
early work can be seen as visionary and future-oriented, resonating with the spirit of
the journalistic texts published in the illegal Lithuanian press of the time. This paper
focuses on Satrijos Ragana’s early work, much of which lies outside the established
Lithuanian literary canon. It aims to examine the images of women, their self-
perception and emotional experiences, while clarifying the traditional and innovative
aspects of these depictions. This research aims to demonstrate that works excluded
from the canon contain a reservoir of female representations, alternative life
scenarios, and emotional experiences that have been overlooked by emerging
modern societies’.

The causes of shifting traditions and emerging signs of rupture in Satrijos
Ragana'’s early works mirror the period in which they were produced: at the end of
the 19th century, the Lithuanian national movement was gathering momentum,
promoting a new modern worldview and redefining social structures. Various ways
for women to participate in public affairs were also being actively proposed. As
Solveiga Daugirdaité (2004: 224) points out, "The period of the press ban was an
important turning point in the history of Lithuanian women, as they became literary
subjects rather than mere objects.” In order to understand the traditional and
innovative depictions of women, as well as the life choices and coming-of-age

1 Before entering the public sphere, women'’s writing usually had to be approved by the male
reading community, which set specific standards for these texts. The correspondence between
§atrijos Ragana and Povilas Visinskis (1875 —1906) — a publicist, critic, and public figure — shows
that the manuscripts of her works were evaluated by Lithuanian students in Moscow, who also
performed an approving function.
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narratives in Satrijos Ragana's early works, it is necessary to consider the political
contextand societal transformations of the time, and the evolving concept of women
and their roles within the family and society. The socio-cultural approach is used to
contextualise the narratives and to reconstruct the ideological dimension of the
analyzed stories. Following the evolving representations of women, the description
of their roles in a gradually modernizing society is grounded in the notion that:

1. the meanings attributed to femininity as a historically changing social
construct are reflected in both publicist and fictional texts;

2.the models of femininity presented in these texts were influenced by, and had
an impact on, the real-life situation of women.

Moving on to analyze the characters’ experiences — particularly their emotional
dimension — the socio-cultural descriptive method is supplemented by a phenome-
nological approach. This methodological tool enables a precise description of
emotional experiences and their significance for the characters' self-perception,
interpersonal relationships, and overall engagement with the world. Grounded in
key theoretical propositions, this approach allows us to reconstruct the structure of
emotional states.

This research on emotions is based on several foundational assumptions: emo-
tions are understood as a culturally defined, transmitted, and learned phenomena,
and identity is realized through relationships. From a phenomenological perspective,
feelings acquire meaning only within the context of an individual's behavior and their
lived world. Fuchs (2007: 424) argues that subjective experience is not located within
the "psyche” or the brain, but rather emerges from the body's relationship with
the world. The importance of the emotional bond between human beings and their
environment is emphasized, with feelings seen as mediators that engage us in
interaction with the surrounding world. But this is not merely a private inner space;
feelings also connect individuals to the interpersonal sphere and foster the internal-
ization of collective aspirations and commitments (Szanto, Landweer 2020: 9).

Recognising that our feelings arise in specific situations can deepen our
understanding of our emotional relationship with the world and with others. As
Fuchs (2020: 323) points out, we do not live solely in the physical world; rather, the
experiential space surrounding us is always permeated by feelings. From a
phenomenological perspective, the world around us is imbued with affective qualities
(Fuchs 2013: 612), and research in this tradition has come to conceptualize feelings
as a spatial phenomenon encompassing the body, the self, and the world. This means
that the emotional experience links the experiencer to their environment so that the
individual is not the sole participant in the experience; the surrounding world also
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contributes to the generation of feelings. From this perspective, feelings are seen
as co-created?.

Anotherimportant aspectis that feeling can be understood as a mode of action
linked to the values that emotions bring to the fore. This means that our feelings
arise in situations that are important and meaningful to us. In this view, values are
understood as the meanings we attribute to and discover within the experienced
world. The phenomenological position is, as Fuchs (2013: 620) argues, radical:
"Without emotions, the world would be without meaning or significance; nothing
would attract or repel us and motivate us to act.” Emotions play a decisive role
in making sense of experience, committing to values, and motivating action. It
emphasizes not only conscious engagement and rational decision-making, but also
situational judgment and context-appropriate action.

Thomas Szanto and Hilge Landweer use the term ‘'emotion’ to refer to a broad
spectrum of emotional experiences, including affects, emotions and feelings (Szanto,
Landweer 2020: 1-37). In this paper, the terms ‘emotion’ and ‘feeling’ are used
interchangeably, with no significant distinction between them. To gain a better
understanding of the emotions expressed in the early works — particularly the short
stary The Lovely Golden Hour — | draw on Matthew Ratcliffe’s definition of existential
feelings as "existential backgrounds that shape all our experience” (Ratcliffe 2008: 40)°.

Considering the aims of this paper, the second part provides an overview of the
political and social context of the 19th century, which shaped women's position in
society. It reviews the representations of women that emerged during “the long
nineteenth century” in journalistic texts — mostly written by men — focusing on the
newly formulated expectations and goals for women. The third part analyzes one of
Satrijos Ragana's earliest texts, the short story The Lovely Golden Hour, by examining
theimages of women it constructs, with particular attention to their self-awareness,
emotional experiences, relationships with others, and the plans they make for the
future. The analysis demonstrates that Satrijos Ragana's early short stories and
letters to Povilas Visinskis also reveal a significant sensual dimension that correlates
with the emergence of a new female self-perception in modern Lithuanian culture of
the time. By describing the structure of this experience — its interpersonal nature,
interconnectedness with space, and the woman's sense of self — this paper attempts

2 A more detailed phenomenological approach to emotions can be found in my paper Gailestis:
Jjausmo patyrimo fenomenologija" / Compassion: a Phenomenology of the Affective Experience
(Bleizgiene 2024).

3 The chapter Amusement: One Way for Women to Achieve Liberation provides a more detailed
description of this emotional experience.
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to uncover alternative forms of women'’s self-perception that have remained not
only on the margins of the Lithuanian literary canon, but also on the periphery of
modern Lithuanian consciousness. The fourth part examines a woman's coming-of-
age narrative as presented in the novella Viktuté. Its focus is on shifts in narrative
perspective, the girl's self-understanding, her emotional experience, and its
movement toward the dominant imagery of the time.

The Long Nineteenth Century:

Representations of Women

in Political and Social Context "The long nineteenth century” was
a period of profound transformation, marked by political revolutions, the formation
of new states, and the Industrial Revolution, which drew large populations from rural
areas to rapidly growing cities. It was also an era of class realignments, the
development of the mechanized press, increasing literacy, the introduction of
compulsory primary education, and the so-called “invention” of leisure. According to
Rachel G. Fuchs and Victoria E. Thompson, women across countries and social
classes experienced some of the most dramatic and lasting changes in their family,
work and political lives during this period (Fuchs, Thompson 2005: 1).

Lithuanian historians note, however, that the processes that shaped modern-
ization in Western Europe unfolded more slowly and took on a distinct character in
territories under Tsarist Russian rule. In 1795, following the Third Partition of the
Polish-Lithuanian Commonwealth, Lithuania lost its sovereignty and entered a
prolonged period of dependency on the Russia Empire. The autocratic imperial
government dictated the economic, social and cultural development of Lithuania
(Bairasauskaite et al. 2011: 28).

From a Western European perspective, the 19th century heralded struggles for
political freedoms and social rights, including the women's emancipation movement.
In Lithuania, however, these processes were overshadowed by Tsarist oppression.
The Lithuanian “long nineteenth century” is conventionally divided into three periods.
The first period began at the end of the 18th century and ended in the 1860s. The
beginning of the second period is debated: either 1861, when serfdom was abolished
by imperial decree, or 1863-1864, marked by the January Uprising, and followed by
a period of severe repression, including the ban on all Polish and Lithuanian
publications in the Latin alphabet. The transition to the third period is dated to
1904-1905 when the press ban was lifted, societies were legalized, and the teaching
of the Lithuanian language in primary schools was permitted. At the beginning of the
20th century, Lithuanian society mobilized to fight for palitical autonomy and,
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eventually, independence, which was declared in 1918. The publication of the first
illegal magazine Ausra (Dawn), in 1883 — printed in Lithuanian using the Latin
alphabet — marked the beginning of the modern Lithuanian national movement. As
the movement promoted the consolidation of Lithuanian national identity, the
struggle for women's emancipation acquired new forms and directions.

When examining changes in women's situations during “the long nineteenth
century”, it is important to recognize that representations of women and the social
roles assigned to them were shaped by the political context and the circulation of
contemporary ideologies, including positivism, nationalism, and other intellectual
movements. The collapse of the Polish-Lithuanian Commonwealth and radical
political and socio-cultural transformations at the end of the 18th and the first half
of the 19th century increased the importance of the family as an important sphere
for preserving national and cultural identity (Mastianica 2012: 52-53). According to
social revisionists of the time, women'’s primary social roles were those of wife,
mother, and housekeeper (Miknyté 2009: 35).

Public discourse reflected these expectations: women were encouraged to be
active and express themselves only within the domestic sphere, that is, in private
space* (Mastianica 2012: 36—37). They were considered promoters of moral norms
within the family and, by extension, in society in general®. This aligned closely with
trends seen across Europe: “The female, or private sphere, was the realm of home
and family. It was characterized by nurturing, morality, and virtue. Europeans
believed that women were designed to bear and raise children, to teach these children
to be moral citizens, and to provide a comforting and regenerative atmospherein the
home.” (Fuchs, Thompson 2005: 2). Although notions of women's autonomy, initiative
and broader horizons occasionally surfaced in the mid-nineteenth century, it was
not until after the January Uprising that attitudes toward women'’s social roles began
to change. A significant re-evaluation of women's place in society first appeared in
the St Petersburg press, and later spread to Warsaw, where it was argued that

4 In a particularly revealing statement by one of the first women to be published in the pressin
the early 19th century, she argued against the notion that women from higher social classes should
receive more education: "A woman'’s scientific work is to make her husband happy, educate her
children properly.” (Quoted by Mastianica 2012: 54.)

5 Richard Stites (1990: 15-17) describes a similar attitude toward women’s role in Russian
society that prevailed at the beginning of the 19th century: “ The early nineteenth century witnessed
a conscious attempt by Russia to reject ‘French’ values. With the rejection came a romantic
idealisation of the Russian woman as the embodiment of Virtue and Maternity. [..] The woman as
‘citizen-mother’, the bearer and molder of patriotic sons-of-the-fatherland was another aspect of
thisimage.”
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confining women to the private sphere had detrimental consequences for society
as a whole. The Positivists, who published their writings in the St Petersburg
newspaper Kraj®, shared with their Western European liberal contemporaries a belief
in the transformative power of education and economic progress to change society.
Their program included the emancipation of peasants, workers and women through
education (Miknyté 2009: 44). It emphasized that socio-economic transformation
should encourage women to enter new spheres of social life and to achieve economic
independence (Mastianica 2012: 62-63). In the post-revolutionary period, Eliza
Orzeszkowa, writing for the Warsaw-based newspaper Kraj, championed positivist
ideals, portraying the modern woman as well-educated, whoisindependent-minded,
with distinct interests, and responsible for the wellbeing of both her family
and society’.

Focusing on the Lithuanian context at the end of the 19th century, itisimportant
to emphasize that improvements in women's circumstances were closely linked to
the growing momentum of the Lithuanian national movement. During the period, the
movement's ideas — now enhanced with additional ideological content — were
disseminated through the illegal Lithuanian Catholic, liberal and social-democratic
press. When comparing the role envisaged for women in the national movement
with that anticipated in a future modern Lithuanian society, Catholic discourse stood
out for its pioneering character. This ideological press was the first to emphasize the
principle of gender equality, affirming the importance of independent, palitically
active women for the new society. Notably, articles published in this press portrayed
the status of unmarried women in a positive light and assigned them significant
roles within the national movement. This suggests that women, at leastin the realm
of political imagination, had transcended the private sphere to emerge as equal
political and social subjects of the public sphere.

The Lithuanian liberal press, which actively sought to reform the public sphere,
did not limit its efforts to this: one of the principal means of national self-creation —

6  According to Jurga Miknyté (2009: 42-44), the St Petersburg newspaper Kraj reflected the
ideas of two ideological camps: the conservatives, who declared their loyalty to Tsarist Russia, and
the positivist-liberals, whose ideal was an urban Western culture. At the time, this newspaper was
the most accessible periodical to readers in historical Lithuania.

7 The influence of Eliza Orzeszkowa's positivist ideas on Satrijos Ragana’'s development as a
writer, and the intertextual connections between their works, has been consistently highlighted by
two scholars: Inesa Szulska (2006) and Brigita Speicyte (2008). In the work analyzed in this paper,
The Lovely Golden Hour, the protagonist Alenute admits that she aspires to be a writer like
Orzeszkowa. Speityte (2008: 54) argues that Orzeszkowa was important to Satrijos Ragana not
only as a talented author but also as the first woman to earn a living through writing.
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or national renewal — was grounded in the idea of constructing a new model of the
national family. As Dalia Leinarte notes, "[t]he creation of a new national family model
became part of the programme of revival” (Leinarté 1999: 74). The scholar argues
that “the first generation of secular Lithuanian intellectuals, who graduated from
Russian universities in the 1860s and 1870s, resembled the Russian intelligentsia in
terms of their education, their social position, their rarity and their public criticism of
gender relations in traditional society” (Balkelis 2012: 151). Irina Paperno, in her
study of Russian intelligentsia thought in the mid-19th century, points out that
marriage was perceived by these young people as a stimulus for active professional,
social, and also spiritual engagement (Paperno 1988: 55, 90). Marriage was also
understood as a means of reshaping the identity of wives through education and
ideological influence. Within this social context, the "women question” emerged,
linked both to critiques of traditional marriage and to calls for women'’s personal
emancipation® Through this envisioned “new"” marriage, women were to be liberated
from domestic violence and guided by men to undergo a transformation of their
self-awareness, enabling them to move toward social progress. In these projects for
transforming the family, women and society, the man was positioned as both edu-
cator and savior.

The Russian-educated liberal Lithuanian intellectuals sought to transform the
concept of the "new family” into that of a “national family”, envisioned as an ideal
environment for nurturing a Lithuanian identity in children. Varpas (Bell, 1889-1905),
one of the leading liberal newspapers, developed a polemic on women's education,
directly linking its necessity to the Lithuanian national family project. A significant
challenge faced by the educated Lithuanian men involved in this endeavor was the
scarcity of suitable wives or partners capable of implementing the national family
program. It was argued that a woman who had matured solely within the private
sphere, shaped exclusively by family relations, was an entirely unsuitable partner for
an intellectually ambitious man. The ideal woman, as formulated in Varpas, was both
an intellectual companion and a nurturing mother. The proposal suggested that
young Lithuanian intellectual men should marry simple village girls and educate
them. While some attempted to put these "theoretical” models into practice, such
efforts often ended in failure.

It is worth noting that social reform at the time was increasingly pursued

8 According to Stites (1990: 7): "But she [woman] had almost no separate civil identity; without
her husband's express permission, she could not work, study, trade, or travel. [...] Before marriage,
the girl's movements and activities were similarly guarded by her parents, particularly the father. In
many ways, the wife-daughter’s status under the husband-father was analogous to that of the
landlord’s serf”. The situation of unmarried women was even worse.
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through feelings. According to Paperno, this heightened emphasis on feelings
profoundly influenced literature, which began to explore human affect as a subject of
analysis. Texts published in Varpas reveal that at the turn of the century, there
emerged a need to justify the identity of a nationally conscious, purpose-driven
individual. Rational arguments alone were no longer deemed sufficient; instead,
emotion came to play a central role. Feelings, it was argued, bound individuals to the
nation, and to one another through invisible inner ties. This emotional connectedness
was believed to be first learned in the home, particularly from mothers. The ability to
feel — to passionately love one's homeland, to experience “familial” emotions toward
compatriots, and to cultivate a deep affective bond with the wider Lithuanian
community — became in male-authored texts, perhaps the most significant marker
of personal self-awareness and commitment to the nation.

Finally, one more important point should be noted in concluding this review of
“the long nineteenth century”. From the late eighteenth to the mid-nineteenth
century, public debates on women's educational opportunities and increased
political participation were largely centred on women of the gentry. According to
Richard Stites (1990: 3), “In Russia, as in the rest of Europe, the woman question did
not emerge from among the ranks of working and peasant women. Except as the
distant objects of revolutionary vision, the female masses at the bottom of the
social order played almost no role in the women’s movement until the beginning of
the twentieth century.”

The emergence of the Lithuanian national movement brought a radical shift:
ideological groups began to prioritize the broader involvement of the peasantry in
the national movement.® Peasant women came to be perceived as guardians and
transmitters of Lithuanian cultural traditions. Although the liberal press sometimes
harshly criticized the low level of national consciousness among peasant girls, it was
with them that new “national family"” projects were developed. In contrast, women
like Satrijos Ragana — raised in pro-Polish noble families — were often viewed with
suspicion by young intellectuals, who perceived their cultural influence as a potential
threat. Satrijos Ragana belonged to a social group whose involvement in the
Lithuanian national movement was regarded as problematic. This may help explain
why the protagonists of her early works are often noble girls who undergo a
transformation in their national self-perception, as she had proposed several
arguments demonstrating how noble women could become part of the Lithuanian

9 Olga Mastianica-Stankevi¢'s monograph Bajorija lietuviy tautiniame projekte (XIX a. pabaiga —
XX a. pradzia) / (Nobility in the Lithuanian National Project (the Late 19th — Early 20th Centuries)
demonstrates that the project of a new Lithuanian family was closely intertwined with efforts to
involve the nobility in the creation of a new Lithuanian society at the turn of the twentieth century.
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national movement and proving that such a transformation — from a pro-Paolish to a
Lithuanian identity — was indeed possible.

Amusement:

One Way for Women to Achieve Liberation As mentioned at
the beginning of this paper, Satrijos Ragana's early texts focus on young female
characters of noble origin. The stories, written in a realistic mode, depict women's
everyday lives, their individuality and specific emotional experiences. This section
analyzes how women's images were constructed through narratives that convey an
emotional experience largely overlooked in previous scholarship — an experience
described in English as “merriment” or “amusement”.

First of all, | would like to draw attention to the earliest letters written by
Marija Peckauskaité to Povilas Visinskis. One of the most frequently mentioned
emotional states in this correspondence is "amusement”, typically experienced
during various domestic gatherings and festive occasions. The same people are
often presentin these descriptions: Marija herself, her sister, her brother, and several
close friends, among whom the priest Kazimieras Bukontas and his brother
Dominykas are regularly mentioned.

A letter dated 16 February 1885 makes it clear that these amusements
involved music, singing, games, and eating sweets. Often, these amusements were
accompanied by a sense of liberation. Marija writes that the singing took place while
sitting on the ground "in Turkish style”. One can surmise that for a girl of noble birth,
this way of sitting (especially since it is mentioned in the letter) was certainly not
appropriate for her class and gender. The letter concludes with Marija's confession:
"Oh, how amusing, how amusing it was!" (Satrijos Ragana 1886: 24).

The letters reveal that amusement was most often experienced in natural
environments, involving activities rather uncharacteristic for a young lady of the
manor, such as catching crayfish. In describing this pastime, which included many
young people, Marija records a clear departure from conventional norms: she notes
that she removed her shoes, rolled up her skirt, and joined in catching crayfish. The
mood of the whole day is summed up as follows: “We sang on our way, it was so
cheerful and peaceful” (Satrijos Ragana 1886: 41).

The next letter continues the theme of amusement, describing the celebration
of Shrove Tuesday. The day itself has the potential to be cheerful: “The Tuesday has
come. We considered to ourselves, let's entertain ourselves in some way and sense
that cheerful day"” (ibid.). This festive day also offers “cheerful” ways to celebrate,
drawing on traditional forms. Marija recounts how she, her sister, her brothers, and
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the young men who work on the estate, dressed up and went to visit their friend, the
Catholic priest Kazimieras Bukontas. The masqueraders’ intention was to trick the
priest by pretending to be real wedding participants.

The carnivalesque nature of Shrove Tuesday unsettles the usual social order
and opens opportunities to try out new and different roles, to transcend the
boundaries of established social relations. These descriptions of amusement and
cheerfulness include frequent mention of laughter and joking.

Marija mentions in her letters that she enjoys telling her friend about what
“excites, amuses, or makes her laugh” (Satrijos Ragana 1886: 33). It is likely that
Povilas, as a member of this group, also participated in various youthful
entertainments, or heard about these amusing gatherings through these accounts.
Recalling cheerful shared experiences helped the friends sustain their bond even
across distance. Letters functioned as a means of maintaining a sense of emotional
connection: Marija admits that she feels cheerful whenever she receives a letter
from Povilas.

A key element of this convivial letter exchange was the use of the Lithuanian
language. In one letter, Marija asks him not to write to her in Russian, because “it is
so joyous, ‘przyjemnie’ to read Lithuanian scripts” (Satrijos Ragana 1886: 38). The
use of Lithuanian thus creates a reading pleasure that contributes to the shared
cheerful atmosphere. This heightened emphasis on language and its capacity to
evoke cheerfulness suggests that such collective emotional experiences were
closely intertwined with the spread of modern Lithuanian nationalist ideas.

Because of the impact of cheerfulness on those who experience it and its
power to momentarily disrupt the established order, it also appears to have been
experienced as a temporary loss of reality and the sense of self. This strange state
of uncertainty strikes Marija in the forest while she is taking part in merry activities
with friends. She describes the momentin one of her letters: "It was funin the forest,
but when | was getting back, my head turned around; | don't recall how | walked
home, and yet | don't know much about what was there in the forest and then during
the whole day. In a word, | began to wander in my mind...” (Satrijos Ragana 1886: 36).
This temporary blackout frightens Marija and she fears that she is slowly losing her
mind. The letter captures not only the intensity of the experience, but also its liminal
and potentially destabilizing character.

The Lithuanian word for "wandering in one's mind", bludyti also carries the
meaning “to get lost” or “to lose one’s way". This double meaning reveals a direct
correlation between feeling and place: a person who is wandering in one’s mind —
bludija — not only loses the sense of certainty about their self, but also becomes
spatially lost. The forest, as a place prone to disorientation, both evokes cheerfulness
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and confuses the merry participants, causing them to feel as if they are out of
their minds.

The semantic field of linksmas, the Lithuanian word for “cheerful”, further
underscores this connection between emotion and place. According to the Dictionary
of the Lithuanian language, the saying Apie mumi yra linksma vieta ("It is cheerful at our
place”) illustrates that /inksmas can describe the beauty, charm, or attractiveness of
a place. In another example, linksmi laukai ("cheerful fields”) conveys the prominence
of a locality. This usage suggests that emotional qualities are not simply projected
onto a place by the experiencer, but that certain places possess an inherent capacity
to evoke cheerfulness. Marija’s letters mention several such sites: the area around
St. Martin's Cross and the little grove of Zelviai. The latter was believed to be the
location of an ancient Lithuanian sacred site, featuring a statue of Perkinas — the
Baltic god of thunder, lightning, storm, and rain.

In the context of amusement as a form of everyday collective entertainment,
creative workassumes adifferent character. Inher letters to Povilas, Marija mentions
texts composed for various festive occasions: poems written to celebrate a name
day, plays likely intended for home theatre performances, and “living pictures”,
among others. Because the central figure of these entertainments is a community of
people, the creative work produced in support of the amusement is not “authorial”, in
the modern sense. Rather, the question of authorship as the result of an individual
creative act is of little significance in this context.

In one letter, Marija tells Povilas — having just admitted that God has not given
her the talent to write — that she has begun working on a novel (Palish: powies¢). Its
“source”, as can be inferred, is a true story that took place in 1891, likely related to a
conflict Marija herself had experienced with a governess employed in their household.
When describing the plot of the planned work, Marija refers to specific people known
to Povilas and to actual events. She also notes that she begins to “laugh when
writing, remembering her jollifications and sentiments”. Here the aim of writing is
merely to portray amusing events, with Marija concerned only that the story be
entertaining rather than boring.

The meanings and functions of cheerfulness revealed in Marija Peckauskaité’s
letters are echoed in her early literary work. Due to the limited scope of this paper,
| will focus on one of §atrijos Ragana's first short stories, Aukso valandéle (The Lovely
Golden Hour), written in 1895 — the same year as the letters to Visinskis, just
discussed. The plot of the story essentially mirrors situations described in several of
those letters:itrecounts a picnic of young people at St. Martin’'s Cross. The characters
of the story — two sisters Alenuté and Onyte, the Catholic priest and his brother
Dominykas, and Mr. Jonas — enjoy a joyful picnic together. They talk at length, admire
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thescenery, sing, play games, joke, read aloud, catch butterflies, and treat themselves
to sweets. At the very beginning of the story, an important idea is expressed:
“everyone is more cheerful, better together”. Being in a group of peers — young
people of similar self-concepts, engaged in shared enjoyable activities — produces a
collective emotional experience: cheerfulness.

In this work, cheerfulness is created by the surrounding landscape; it is said that
birds sing cheerfully. The girls’ clothing also contributes to this atmosphere, with
a detailed description of the “ancient Lithuanian garments” they wear. Their
appearance, like the landscape around them, is striking: they radiate “health, youth,
and cheerfulness”. This triad aptly captures the essence of the collective agent of
the story.

Notably, in Lithuanian, the word linksmas (“cheerful”) can also describe natural
pracesses: for example Visi augalai nepaprastai linksmai auga ("All plants grow
unusually cheerfully”). This usage reflects a sense of natural vitality, spontaneity.
Similarly, the young people in the story — playing, joking, wearing clothing that
harmonizes with their surroundings — blend seamlessly into the landscape, and
seem to embody this innate spontaneity, naturalness. The story draws a parallel
between the cheerful singing of the larks and the continuous talking of Alenuté: the
“speech”of both the birdsand the young girl expresses the same shared cheerfulness.
The hypothesis is that through this analogy between nature and youth, the collective
agent of the story — the cheerful, healthy, lively young people — comes to represent
the ideals of modern Lithuanian national ideology.

It should be noted that this collective cheerfulness also includes some degree of
gentle flirting between the girls and young men at the picnic. However, the erotic
dimension of the story remains deeply hidden. Onyte and Dominykas go off to pick
blueberries, while Alenuté and Mr Jonas look for a place to sit and read a book.
Alenute lightly teases her sister Onyte, saying that she is probably “joyously playing
with Mr Dominykas". The eroticism that emerges here is part of the same general
atmosphere of cheerfulness: the young people pair off naturally and just as easily
return to the larger group.

In this atmosphere of shared amusement, ideas central to the modern
Lithuanian movement begin to emerge. First of all, the collective mood transforms
the picnickers' relationship with the world around them: everything they see takes
on a "magical” quality — the rural farms, the site they visit (St. Martin's Cross), and
the surrounding forest. The landscape is not only admired but also experienced as
one's own, as the most suitable environment to live in.

More importantly, the environmentis perceived as inherently poeticand capable
of inspiring creativity among its observers: “Such a beautiful place! If | had a talent
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towards poetry, | would describe it at once!” (§atrijos Ragana 2008: 9). Within this
context, the question of creativity in the Lithuanian language is also raised, together
with reflections on the still modest state of Lithuanian literature, and its urgent
need for new talents.

Another significant point is that, in the atmosphere of shared amusement, the
protagonist of the story, Alenute, begins to talk openly and share her plans for the
future with her friends. She talks about her intention to go to Warsaw in the autumn
to study beekeeping. In her imagination, these studies are a means of creating a
self-sufficient and financially independent life. She dreams of keeping bees in the
summer and treating poor people in the countryside during the winter™.

Anotherimportant theme that emerges in the textis Alenute’s desire to write in
Lithuanian. Notably, when the young girl begins to talk about her aspirations and life
plans, her emotional state also shifts: she moves from collective amusement to an
individual experience of happiness. Sharing plans for the future is imbued with the
experience of happiness (“how happy | am that | will go to Warsaw this year” (Satrijos
Ragana 2028: 14)). Peer support plays an equally important role. The protagonist of
the story, Mr. Jonas, who listens to Alenuté's plans, approves of her “life program”.
His support is significant, yet at this stage he is not seen as a life partner with whom
the new life program could be realised.

The narrative expresses the idea that a life structured according to one's own
wishes and desires — and aligned with the ideology of modern nationalism — must be
a happy one. Happiness arises when a person senses the prospect of a meaningful
life, when that future beckons and attracts.

The collective state of cheerfulness described in Satrijos Ragana's letters and in
her short story The Lovely Golden Hour can be understood as a form of existential
feeling. Phenomenologist Matthew Ratcliffe (2020: 250) defines them in the
following way: “They are 'feelings’ (in some sense of the term) and they also amount
to ways of relating to the world as a whole". They are not said to be specifically
localized in the body, but to unfold as an "all-enveloping sense of reality"” or "of being
rooted in the world"” (ibid.). This emotional experience is emphasized to be essentially
about a person’s relationship with the world. They are foundational experiences that
define all other personal relations and the experience of situations: “I already find
myself in a world, situated in a realm where it is possible to direct oneself towards
entities, and situations in these and other ways” (Ratcliffe 2020: 251).

10 "[.] a good many Russian women raised in a manorial environment experienced the first
delicious and painful impulses of altruism through the mechanism 'social daydreaming’ — fantasies
in which the privileged gentry girl comes to the aid of the oppressed, and defends them against the
common enemy; cold and loveless authority” (Stites 1990: 9).
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Typically, these feelings are described as a sense of feeling ‘at home' in the
world, characterized by security, peace, and harmony with one’s surroundings. In
contrast, Thomas Fuchs identifies their negative pole as the feeling of being cut off
from the world — a state accompanied by a loss of meaning. These feelings shape not
only our relationship to our environment but also to other people: we can feel
welcome, close, connected, or alienated, disconnected, rejected, or isolated. These
experiences involve a fundamental trust in others or a cautious, suspicious stance
(Fuchs 2013: 614-616).

Ratcliffe highlights another crucial feature of these feelings: they shape how we
perceive and experience the possibilities the world presents. As our existential
feelings shift, so too does the haorizon of opportunities available to us. When the
world feels like home, it is experienced as rich with possibilities for feeling, acting,
andrelating to others. If one feels alienated from the environment, these possibilities
narrow, and relationships with others are weakened.

The experience of joy described here appears to have been felt as a sense of
being in one's own place, of feeling at home in the world. In this state — which seems
to have been sustained over time — the lived world was perceived as offering a
variety of “cheerful” activities. The relationship with others, especially with fellow
participants in the amusements, is close, allowing both the author of the letters and
the characters in the story to engage in shared activities. Walking, catching
butterflies, picking flowers, weaving wreaths, and similar pastimes all represent a
realization of the possibilities offered by the world.

More importantly, this all-encompassing state of mind enabled both the letter-
writer and the story's protagonist, Alenuté, to boldly outline the prospects for her
future life: to dream of beekeeping studies and of living an independent life. One
might say even more strongly that “cheerfulness” not only revealed these prospects
butalso created and sustained the confidence that such possibilities were attainable.
Ultimately, cheerfulness created a sense of belonging — to both a place and a group
of people.

From Amusements to Love

in the Novella Viktute Published in 1903, the novella Viktuté is one of
the most important examples of Satrijos Ragana’s early work. Written in the form of
a diary, it tells the story of a young woman of noble origin, who experiences a
profound self-image crisis after meeting and falling in love with a newly arrived
doctor in a small town. Viktuté gradually embraces the ideas of modern Lithuanian
national consciousness and resolves to speak Lithuanian. In the final part of the text,
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she envisions family life with a man from a lower social class, working together in a
hospital to implement a “social project” aimed at helping the poor. As noted at the
beginning of this paper, in this work, marriage — understood as a partnership of
equals, both capable of action — emerges as the only possible form of female
emancipation.

Amusements also appear in the novella as collective activities that create
shared experiences. The text depicts cheerful evening gatherings, filled with music
and singing. Traditional celebrations — such as children’s christenings or Christmas —
also provide occasions for amusement. Gradually, however, one of the essential
conditions of this experience becomes the presence of the beloved man. In this way,
an additional layer of meaning emerges. When describing the entertainment enjoyed
by the servants of the household, amusement is portrayed as a form of rest after a
day of hard work. The narrative tells of dances organized by the young servants of
the manor, in which the female narrator participates for the first time. Here, it is
work that legitimizes these amusements.

In this work, the entertainment of high society, which in the story The Lovely
Golden Hour had created a collective experience of youthful amusement, gradually
acquires a negative connotation. It comes to be seen as a waste of time — an empty,
meaningless form of leisure. Here, at the beginning of the story, Viktute recounts a
cheerful letter from a school friend. Init, the friend describes attending a high society
ball, enjoying oneself, and "having fun”. The diary narrator's reaction to this friend's
letteris negative; she admits that even reading about such entertainments is boring,
and wonders how it is possible to live without any meaningful work. (Satrijos Ragana
1903: 8) Little by little, amusement thus becomes justified as a brief period of rest
accompanying hard work.

The story's narrator confesses that she is no longer attracted to the youthful
amusements held in the houses of the landed nobility: they no longer meet her
expectations, they bore her, etc. In this regard, Satrijos Ragana echoes the critical
stance of Eliza Orzeszkowa toward women in high society: "A passive creature,
superficially taught to be admired; a lady in a salon and an affectionate little piece of
furniture for a man [..]" (Miknyté 2009: 46). In the life of a young woman moving
toward greater political and social awareness, these high-society amusements are
replaced by reading and playing the piano.

Another significant shift evident in this work is that cheerfulness becomes an
individual trait. The narrator repeatedly describes her beloved man as cheerful — a
quality mentioned alongside intelligence, good education, and physical attractive-
ness. Gradually, communal and collective experience becomes embodied in her be-
loved man, who attracts and charms the young woman. As the novella approaches

Ramune Bleizgiene. From Amusements to Love: Forms of Women's Emancipation .. 208



its culmination, and the mutual nature of their feelings becomes clear, cheerfulness
as an emotional state becomes increasingly tied to the participation of one particu-
lar person — the loved one — in various family gatherings and celebrations: “I'm so
glad the doctor will be with us for Christmas. | seem to feel more cheerful and better
with him...he's so appealing, he's so kind thatit's like he's bringing warmth with him."
(Satrijos Ragana 1903: 42) Viktuté mentions many times that conversations with
him are engaging, that his opinions seem right; playing music with him feels special.

One of the doctor’s distinct talents is his ability to write poetry. However, unlike
in The Lovely Golden Hour or Satrijos Ragana’s letters, this poetry is not intended for
public sharing. The poems are kept private; the doctor only gives the poems to
Viktute to read. It appears that the novella's conception of creativity is gradually
moving toward a more modern understanding.

It is obvious how, little by little, the “cheerful” relationship between the lovers
takes on a unigue, unprecedented quality. The doctor’s implicit declaration of love is
also accompanied by laughter, and frolicking that includes other family members.
Seeing the doctor's infectious amusement, Viktute admits for the first time that her
feelings for him are love.

The narrative describes the cheerfulness experienced while decorating the
Christmas tree together — the mood is already imbued with erotic undertones. The
playful actions are both a display of mutual attention and a form of flirtation. Yet the
erotic dimension of this relationship remains veiled beneath the playfulness, as
Viktuté condemns overt attempts by women to “amuse” men in order to attract
attention, or secure a partner, considering such behavior as degrading. Perhaps the
“social” meaning attached to this amusement helps to legitimize the playful
interaction between Viktuté and the doctor, since the tree is decorated for the
servants' children (those of lower social status).

Tellingly, this flirtatious play ends with the doctor articulating a life program for
Viktute: "As one can, so let one contribute to the common well-being. You've got
education — give it to others; you love your country — inspire that love in your fellow
countrymen; one can do it without money, too.” (§atrijos Ragana, 1903: 45) The
cheerfulness created by the beloved man thus carries a clear “ideological” dimension.
Through him, the modern ideas of the national movement enter the young woman's
worldview. Gradually, the man, by cultivating a cheerful, playful bond with her,
becomes a guide, showing her how she might shape her future life.

After the matchmaking, as the lovers make plans for their shared future, the
husband reveals his dream of opening a hospital, where his wife will be able to fulfill
her dream of being useful to others by working there. The fiancee joyfully declares,
“"And how happy | am, Antanas, our home will be purely Lithuanian, because
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Lithuanian is the language the two of us are speaking and we will speak it forever”.
(Satrijos Ragana, 1903:86) In envisioning a married life based on shared professional
activity, the couple senses that they are challenging the established order by
embodying in their lives the ideas promoted by the national movement. These ideas
are not only cultural but also carry a strong dimension of social reform. Viktuté
dreams not only of working in a hospital but also of continuing to teach peasant
children. Their marriage is imagined as a vehicle for spreading Lithuanian national
consciousness and bridging class divisions.

At the end of Viktuté, the protagonist experiences a feeling of profound
happiness, signaling her impending social integration into the emerging modern
society, along with spiritual fulfillment and emotional maturity. As defined by Michela
Summa, "'happiness’ is alternatively used to designate an emotional state — feeling
happy about something essentially means feeling satisfied — or a judgmental stance
we take about our life” (2020: 416). However, the key to attaining this state of
happiness for Viktute is another person: a husband, a beloved man. She chooses a
socially sanctioned path for women, in which marriage enables all other forms of
public engagement. This ending reflects a traditional resolution for the question of a
woman's place in society: marriage is presented as the only socially legitimate route
for a woman to integrate into the new social order. Through partnership, women are
able to participate in social work; it serves as the foundation empowering women to
act and transform their environment.

Conclusions Focusing on Satrijos Ragana's letters and early works —
many of which remain outside the Lithuanian literary canon — this paper examines
the portrayals of female characters, their distinctive modes of self-perception and
their emotional experiences. Two different strategies of women’s emancipation are
identified, each shaped by distinct ways of portraying women and by the emotional
experiences associated with them.

An analysis of Satrijos Ragana’s early letters to Povilas Viginskis and the short
story The Lovely Golden Hour reveals that depictions of young women’s leisure
activities, accompanied by enjoyable experiences, serve as a catalyst for imagining
forms of liberation plans not related to marriage. By creating a distinctive narrative
atmosphere inextricably linked to amusement, the text portrays the emergence of a
young woman's self-awareness and her future-oriented aspirations — to pursue
education and achieve financial independence.

Significantly, the female protagonists host gatherings and formulate future
plans within their own homes, thereby transcending traditional roles assigned to
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women as wives and mothers. This transformation of women'’s spatial agency is
crucial in this period. Eliza Orzeszkowa employed spatial metaphors to critique
conventional perceptions of women and the limitations they faced, argued that a
traditional woman's experience of the world was confined to what she could see
through the window. By contrast, the heroine of the analyzed short story overcomes
these spatial restrictions: she does not plan for marriage or motherhood.

This shift reflects the positivist ideology of the late nineteenth century — which
challenged conservative views on women and promoted economic independence —
as well as the impact of modern Catholic thought, which allowed women to imagine
meaningful lives outside marriage. At the same time, however, traces of traditional
views remain: economic independence is not presented as an end in itself, and the
figure of the financially independent woman continues to be framed as a caregiver of
the "weak” members of society, and an educator of young people.

As the analysis has shown, this image of the emancipated woman is closely tied
to specific emotions and to the experience of merriment. Satrijos Ragana’s letters,
as well as one of her earliest short stories, The Lovely Golden Hour, reveal that
cheerfulness functioned as a sustained emotional state. According to the phenome-
nological classification of emotional experiences, this feeling can be understood as
an existential feeling. Cheerfulness allowed those who lived through it to experience
the world as safe, welcoming, and accepting. It also created a strong emotional
attachment to particular places, often marked by historical or sacred significance.
Certain locations — such as St. Martin's Cross or the grove of Zelviai — and religious
celebrations like Easter seemed to have the power to arouse and awaken a feeling of
cheerfulness.

Cheerfulness also permeated social relations, especially among those who
shared it. Participants in collective amusements were experienced as emotionally
close, as members of one’s own circle. This state of being opened up the world as a
space of possibilities. In these moments of amusement, both the letter-writer and
the fictional character Alenuté speak freely about their future plans — such as
studying beekeeping in Warsaw, later establishing a beekeeping business, and
building an economically independent life from its income. Within this emational
framework, female emancipation appears autonomous, not reliant on partnership
with a man; the woman'’s life trajectory appears as separate and self-sufficient.

The novella Viktuté reveals how this image of women in Satrijos Ragana's work
gradually shifts. The coming-of-age narrative, presented in diary form, enables
readers to witness the turning point in the girl's self-perception from her own
perspective — stylistically innovative for Lithuanian literature of the time. Yet the
story also contains clear signs of social convention. The girl's transition to adulthood
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unfolds within a traditional domestic setting and culminates in her decision to marry
the doctor. This narrative, in which the heroine marries and becomes her husband'’s
assistant reflects the broader transformation of part of the small nobility into the
intelligentsia — a newly emerging social class™.

The analysis of this work, particularly the feeling of love experienced by the
young woman and man that leads them to dream of an equal partnership within the
family, shows that it aligns with the partnership models prevalent in late nineteenth-
century culture. In the novella a woman's life fulfillment is depicted as inseparable
from partnership — specifically, from a family relationship with a man. The content of
this “life program” reflects the ideology of the modern Lithuanian family, while the
form of its realization corresponds to the models of the “new” Lithuanian family
promoted by the liberal participants of the national movement. These partnership
ideals, which were dominant in the liberal press of the time, also shaped real-life
decisions: in the early 20th century, a number of intelligentsia families were formed
under the influence of this ideal. These models were reflected in the plots of literary
works, and their influence is evident in the shaping of women's biographical
narratives as well as in the discourse surrounding their emancipation. Moreover, the
staries that have survived in cultural history, as well as those being reinvented today,
reinforce the idea that without such partnerships, women's emancipation at the turn
of the century would not have been possible. This notion is supported by Vytautas
Kavolis (1992: 84), one of the first scholars to introduce feminist ideas in Lithuania
after 1990, who interprets the image of a husband and wife working together,
sharing creative ideas, and supporting each other. The love between a man and a
woman, culminating in a harmonious family life, emerges as one of the most
recognizable emotional experiences characteristic of the late 19th- and early 20th-
century Lithuanian national movement. This emotional experience is embedded
in the new family projects envisioned by the participants of the national movement.

In the novella Viktute, earlier amusements gradually turn into an empty form of
passing the time. This is particularly evident in how feasts held by the high society
are evaluated. Amusements increasingly become a type of leisure justified by hard
work or assigned a social function — for example, decorating a Christmas tree for
children from alower social class. Moreover, amusements lose their broader meaning
of connection to the surrounding world and become tied to one significant person:
the beloved man. Without the presence of this “cheerful” man, previously meaningful
leisure activities lose much of their joy and significance. In this way, the beloved man

11 As Miknyte (2009: 190) points out, the minor nobility, in an attempt to preserve their social
position, began to pursue education and gradually became part of the intelligentsia.
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gradually becomes a prerequisite for a meaningful, happy life. In this work, instead
of the girl imagining and shaping her own future, the man directs how her
aspirations for a meaningful life can be fulfilled.

In the short story The Lovely Golden Hour, by contrast, — the idea of women's
emancipation —achieving financial independence and freeing oneself from traditional
roles such as wife and mother — is presented in a more visionary and forward-
looking way. The joyfulness that corresponds to the self-image of a "new"” woman is
linked to the experience of women from a higher social class, a space seemingly
more receptive to women’'s emancipation projects. In Viktute, however, the
protagonist's family is depicted as losing its social position, which enables a
noblewoman to marry a peasant intellectual from the younger generation. Viktuté's
story thus reflects the realities faced by women of the declining upper class at the
time, which may explain why the narrative aligns more closely with traditional
paradigms of women's lives.

This paper has sought to reveal a broader spectrum of emotionsin the literature
of this period, with particular attention to shared experiences of amusement.
Looking ahead, one promising direction for further research concerns the relationship
between modern nationalism and emotions. To understand how national identity
becomes an internal conviction for individuals, emotions can serve as a key concept
for explaining how the ideas of national movements are internalized. Recent studies
on nationalism raise a central question: "How do people become national?”
(Styene et al. 2020: 1). These scholars emphasize that emotions play a crucial role in
understanding how nationalism shapes the lives of ordinary people. Feminist
scholarship has further contributed to the study of emotions and nationalism,
challenging the notion of nationalism as a homogenous phenomenon. Further
analysis of literary works by women from the period of the Lithuanian national
movement could shed light on how men and women were assigned different roles in
nationalist projects, and how these roles informed the formation of distinct models
of identity.
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Kopsavilkums 1936.gada Praga iznaca biografiskas enciklopédijas
“MUsu laika ieverojamas sievietes"” (Bedeutende Frauen unserer Zeit) 1. séjums, kura
apkopotas zinas par 64 sievietem no visas pasaules. Izcilo sieviesu vidd bija arl
latviesu dzejniece Aspazija. Lidz Sim vieniga zinama informacija par So izdevumu bija
redaktora Paula Husareka Aspazijai sttita apliecinajuma véstule. Sakoties Otrajam
pasaules karam, Aspazija sev tik nozimigo dokumentu uzticgja draudzenei Annai
Stundai, kura, dodoties trimda, panéma to lidzi, bet vélak aizsutija literatdrzinatniecei
Saulceritei Viesei. Paslaik Husareka véstule glabajas Latvijas Nacionala rakstniecibas
un muizikas muzeja krajuma. Raksta sniegts konspektivs ieskats dazos Latvija
izdotos biografiskos izdevumos, aplukots Husareka véstules ce|S no Pragas lidz

sievietes”.

Summary In 1936, the first volume of the biographical encyclopedia
Bedeutende Frauen unserer Zeit (Notable Women of Our Time) was published in
Prague, comprising information about 64 women from all over the world. Among
the notable women mentioned was also the Latvian poetess Aspazija. Until now,
the only known information about this publication was the letter of confirmation
sent to Aspazija by the editor Paul Hussarek. When World War Il began, Aspazija
entrusted this personally very important document to her friend Anna Stunda, who
took it with her when she wentinto exile, but later sentit to literary scholar Saulcerite
Viese. Currently, Hussarek's letter is kept in the collection of the Latvian National
Museum of Literature and Music. The article provides a concise overview of
some biographical works published in Latvia, examines the path of Paul Hussarek's
letter from Prague to Latvia, and studies newly acquired materials about the
encyclopedia Notable Women of Our Time.
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levads 19. gadsimta beigas un 20. gadsimta sakuma Eiropa popularitati
iemantoja nacionalas biografiskas vardnicas un dazada veida enciklopédijas. Ka
atzist skotu véstures pétniece Elizabete Jiena (Elizabeth Ewan):

Neviena biografiska vardnica nav patiesi neitrals uzzinu avots. Péc batibas ta tada
nevar bat, jo tas skatjjumu veido atlases principi un jomas, kas tiek uzsvértas
atseviskos ierakstos. 19. gadsimta nacionalo biografisko vardnicu izdosana medza
attistities patriotiskos noltkos, cildinot nacijas ieverojamu viriesu (un reizém ari
sieviesu) darbus. (Ewan 2019: 121)

ArT Latvija saja laika radas pirmais, kaut visai nosacitais biografiskais izde-
vums — 1887. un 1890. gada divas burtnicas iznaca dramaturga Adolfa Alunana
darbs “leverojami latvieSi. Skices un atcergjumi”. 1. burtnicas priekSvarda Alunans
raksta:

Visas citas lielakas tautas tiek, ta sakot, bagatigi barotas ar zinam un dzives
aprakstiem par saviem patriotiem, rakstniekiem, maksliniekiem, zinatniekiem,
politikiem. Tikai latviesiem trika lidz sim pavisam tadu gramatu un rakstu, jo,
iznemot "Rotu”, kura Sai zina sakusi stradat, mums nav tikpat ka nekadu aprakstu
parievérojamiem latvieSiem. Tas bija tas iemesls, kas mani paskubinaja o gramatu
sarakstit. Kas vina meklés pilnigus dzives aprakstus, tas maldisies. (Alunans 1887)

lzdevuma Alunans ievietojis apceres par 23 latviesSu kulttras darbiniekiem,
pieméram, Krogzemju Miku (Ausekli), Juri Alunanu, Frici Brivzemnieku, Andreju
Pumpuru, braliem Kaudzitém, Baumanu Karli, Jurjanu Andreju, Andreju Diriki, Materu
Juri, Jekabu Lautenbahu-Jusminu, advokatu Jani Klavinu, ka art vienigo sievieti saja
saraksta Mariju Peksenu, priekSvarda uzsverot, ka tas ir vina, Alunana, subjektivs
redz&jums, ka ari personiski iespaidi un atminas.

Pirmas Latvijas Republikas laika klaja naca vairaki izdevumi, kas lielaka mera
atbilda biografiska izdevuma raksturam, pieméram, 1926. gada iznaca Alberta Pran-
des sastadita gramata “Latvju rakstnieciba portrejas”. PriekSvarda Prande uzsver
gramatas unikalitati (beidzot lasitajs var vaiga skatit iemilotus autorus), ka ari pa-
mato 5ada izdevuma noderigumu, jo

gramata pa dalai aizpilda ari trukstosa latvju rakstnieku leksikona vietu. Vinas
alfabétiskais raditajs un attiecigas biografiskas zinas dod iespéju viegli orientéties
katram, kam vajadziba péc nepieciesamaka biografiska materiala (Prande 1926).

1929. gada iznaca Paula Krodera sastadita gramata “Latvijas darbinieku gale-
rija, 1918-1928", kas akcenté aprakstito personu nacionalo un valstisko nozimibu,
ieklaujot taja daudz plasaku personibu loku. lzdevums veidots hierarhiski (nevis
alfabéta seciba), paradot individa vietu un svarigumu attieciba pret valsti. Pirma
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sadala apskata “vadosas personibas Latvijas uzbuves darba,” nakama ir “Tautas

"o

padome, Satversmes sapulce, Saeima, valdiba,” tad seko “satni un konsuli,” “armija,
flote un aizsargi,” plasa sadala veltita Latvijas kultiras darbiniekiem, kam seko
valsts darbinieki, ripnieki, tirgotaji, saimnieciskie un pasvaldibu darbinieki. Informa-
cijas apjoms ir arkartigi dazads — tie var but gan paris teikumi, gan plasaks ap-
raksts ar fotoattelu, ari vienots apraksta princips netiek ieverots.

1939. gada iznaca Zapa Unama sastadita biografiska vardnica “Es vinu pa-
zistu”, kas veidota péc toreizéja Valsts prezidenta Kar|a Ulmana ierosinajuma
(atkartota izdevuma ar Unama ievadu, pécvardu un atseviski pievienotiem papildu
datiem, nemainot gramatas pamattekstu vai skirk|us, ta iznaca 1975. gada trimda).
Vardnica ieklautas 6336 biografijas. Kaut gan ievada ta nosaukta par pilnigako un

plasako biografisko izdevumu, vardnicai neparprotami ir ideologisks raksturs:
Ikviena latviesa pienakums ir pazit un atceréties tos virus, kas modinajusi un
stipringjusi tautas pasapzinu un neatlaidigi stradajusi un cinijusies par vinas
labklajibu un labaku nakotni. Mums ir jaciena viri, kas radijusi vértigus darbus,
paudusi lielas un derigas idejas un guvusi ievérojamus panakumus valsts darba,
zinatné, maksla vai saimnieciska un praktiska dzivé. Mums japazist ari tie viri, kas
visdazadakas dzives nozares ka celmlauzi ar labiem paraugiem iet pa prieksu vai
darbojas vaditaju amatos musu garigas un materialas kultdras druva — laukos un
pilsétas, iestadés, sabiedriskas organizacijas un uznemumos, valsts drosibas un
aizsardzibas darba. (Unams 1975: 5)

§ajos izdevumos uzmaniba lielakoties pievérsta virieSiem un vinu darbibai, sie-
vietem atvelot vien atseviskus Skirklus, bet 1936. gada iznaca literata Jana Kelpes
sastadita ievéribas cieniga gramata “Sieviete latvju rakstnieciba”. Tas ir biografisks
izdevums, kas sniedz ari plasu kultdrvesturisku kontekstu. Gramatas ievada Kelpe
uzsver:
Sievietes nozime izpaudusies visas darba nozarés un visos laikmetos. Ta bijusi ne
vien gimenes kopéja un bérnu mate, ne vien audzinataja skola, bet ari liela politike,
zinatniece, rakstniece un maksliniece. Sieviete ir centusies péc lidzvértibas
virietim, un vinas censanas nav bijusi veltiga. To apliecina sievietes panakumi

dazadas darba disciplinas. Spozas personibas ka augstas koku galotnes pacelas
no visam tautam un vinu slava iesniedzas dzili nakotneé. (Kelpe 1936: 3)

lzdevuma ir plasaka informacija — gan formalu biografiju, gan autobiografiju veida —
par 33 latviesu literatéem, pieméram, Annu Brigaderi, Aspaziju, Birznieku Latinu,
Birznieku Sofiju, Zemgaliesu Birutu, Angeliku Gailiti, Paulini Bardu, Elzu Stérsti u. .,
ka ari sadala par “citam latvju literatGras darbiniecém” ar lakonisku un koncentrétu
datu apkopojumu par mazak zinamam vai kadu citu iemeslu dé| plasak neaprak-
stitam latvieSu autorém.

Aspazija pieder tam nedaudzajam izcilajam Latvijas sievietém, kam nacionala
meéroga sastaditaji un redaktori uzmanibu veltijusi gandriz visos biografiskajos

Letonica 60 2025 219



izdevumos, tacu vinas vardam vel dzejnieces dzives laika izdevas gut starptautisku
skanejumu, ar ko vina pati |oti lepojas.

Vestule no Cehoslovakijas Latvijas Nacionala rakstniecibas un ma-
zikas muzeja krajuma glabajas Dr. phil. Paula Husareka (Paul Hussarek, 1903-1964)
Aspazijai adreséeta véestule (Hussarek 1936), kas ilgi nodarbinajusi pétnieku pratus
un bijusi |oti svariga ari pasai dzejniecei.

1936. gada 19. janvart laikraksta "Pédéja Bridi” lasams, ka “dzejniece Aspazija
péc nesen parciestas gripas un bronhita stipri sagurusi. Vinai vél joprojam paaugsti-
nata temperatdra, un dzejniece cietusi no bezmiega un sirds vajuma” (-li." 1936: 1).
Arsts Jékabs Nimanis ir devies uz JGrmalu un aizvedis dzejnieci uz savu kliniku Riga.

Slimnica Aspazija arstéjas lidz pat aprila sakumam, tur ari 16. marta sagaidija
savu 71. (vai, ka tolaik tika uzskatits, 68.) dzimsanas dienu. Tiesi ar dzimsanas dienu
saistas notikumi, kas sakotneji nekonkreti un poétiski aprakstiti 1968. gada "Raina
un Aspazijas gadagramata” publicetajas literates Annas Stundas atminas, bet péec
tam, domajams, par pamatu nemot Stundas publikaciju un atminas, literaturzinat-
nieces Saulcerites \lieses Aspazijas dzivei un dairadei veltitaja darba "Muzigie sparni”:

1936. gada pavasari dzejniece slimnica atradas visai ilgi. Nimanis ar saviem
kolegiem kartéjo reizi bija palidzgjis atgriezties dzivé. Tacu dzejniecei viss bija
vienaldzigs, draugi un pazinas, kas naca ciemos, slidéja garam apzinai ka miglas
téli. Apatiju partrauca bridis, kad starp véstulem, kas krajas uz slimnieces galda,
vinaieraudzija svesadu aploksniar Pragas zimogu. Reiziizlasijusi, vina to satraukta
parlasija vel un vél. Praga tika izdots monumentaldarbs “Musu laika ievérojamas
sievietes". Izdevnieciba pazinoja, ka no divdesmit sesam dazadam valstim taja
ievietoSanaiizvéletas seSdesmit Cetras sievietes: — Un es, Elza Plieksan-Aspazija,
ka viena no pirmajam parstavu savu zemi, savu valsti... Beidzot bija pienakusi
neceréta un negaidita starptautiska atziniba. Aspaziju “labais Pragas dokuments”
atsauca dzive. Tas bija tas, ko vina bija klusiba gaidijusi, ka vinas darbam ir vértiba
cilveces kultdra kopuma. Un ka vinas mizs nav bijis vien sakrala kalposana citam
radosam garam. Véstuli, kas palidzéja atgriezties dzivé, vina nodeva Annai Stundai
ar ligumu: — Annin, Dvéselit, panem tu pie sevis Pragas dokumentu. Sis raksts
man ir loti svarigs, tadél glaba to rapigi un, ja gadas iespéja, izlieto péc savas
parliecibas ka labak. (Viese 2004: 430-431)

Minéta véstule — “labais Pragas dokuments” — ir Husareka parakstita un datéta
ar 1936. gada 17. decembri. Lidz ar to Aspazijas dzimsanas diena 1936. gada marta
ta nekadi nevargja bat iejukusi starp citiem satjjumiem. Skaidrojums rodams
1936. gada 17. marta avizé "Pédéja Bridi” publicetaja raksta "Dzejnieci Aspaziju

1 lespéjams, ka autors ir tas pats, kas citas laikraksta "Pedéja Bridi” publikacijas parakstijies ar
sifruili. Grati noteikt, vai ta ir drukas klada, autora pavirsiba vai vel viens pseidonims.
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tehoslovaku redaktors uzskata par ieverojamako latviesu sievieti”. Raksta autors,
kurs publikaciju parakstija ar pseidonimu “ili.", ir viens no daudzajiem, kurs dzejnieces
dzimsanas dienas priekSvakara ciemojies Dr. Nimana klinika, un Aspazija vinam
stastijusi:
No Cehoslovakijas man piestits raksts, kura ligts sniegt par sevi dazus datus
redaktora Paula Husareka gramatai "“Masu laika ievérojamas sievietes”. Cehi mani

atzinusi par ieverojamako latviesu sievieti. To jatu ka gandarijumu par savu darbu.
(ili. 1936: 1)

= u

1938. gada marta zurnala "Atputa” Jana Plauza raksta “Drosmes un skaistu-
ma dzejniece Aspazija” jau lasams, ka “nesen Cehoslovakija izdota rakstu krajuma
“Slavenakas sievietes pasaulé” Aspazija ierindota pirmaja vieta" (Plaudis 1938: 24).

Ir zinams, ka Husareka véstule glabajas pie Stundas lidz pat 1971. gadam, jo
tikai tad ta parsdtita Viesei un nonaca J. Raina Literattras un makslas vestures
muzeja (tagad Latvijas Nacionalais rakstniecibas un mazikas muzejs) krajuma.

Aspazijas draudzene Stunda bija lieltirgotaja un bankas direktora Davida
Stundas un Jelgavas LatvieSu biedribas teatra aktrises Annas Sartones-Stundas
meita. Ar Aspaziju Anna iepazinas 20. gadsimta 20. gadu sakuma, kad kopa ar mati
gaidija vilcienu Rigas dzelzce|a stacija. Stunda palidzeja Aspazijai iekapt vilciena, bet
vélak dzejniece atzinusies, ka tieSi mates Sartones aktierdarbs reiz mudinajis vinu
pievérsties dramaturgijai, un uzaicindjusi jauniegiito pazinu ciemos. Pamazam vinu
attiecibas kluva ciesakas, un Anna Stunda arvien vairak iesaistijas Aspazijas dzive —
bieZi vien ciemojas pie dzejnieces, atbalstija sadzivé, kliedeja vientulibu un palidzéja
darba gan rokrakstu atsifreSana, gan 1937. gada iznakusas gramatas “Rainis un
Aspazija. Dzivé un maksla" sagatavosana, kltdama par Aspazijas pedéjo gadu tu-
vako draudzeni. 1944. gada Stunda devas trimda — vispirms uz Vaciju, tad uz ASV,
kur nodzivoja lidz pat savai navei 1986. gada (Viese 2001: 3).

Kad 1970. gada Viese aizstavéja disertaciju par Aspazijas dzivi un darbibu,
sakas literatdrzinatnieces un Stundas sarakste, sakuma piesardziga, vélak arvien
atklataka. Stunda Viesei adresetajas véstulés uzticéja atminas par Aspazijas péde-
jiem dzives gadiem, vélak sutija dazadus ar dzejnieci saistitus materialus, tostarp
“labo Pragas dokumentu”. 1971. gada 20. aprili Stunda vestule Viesei raksta:

Mila Saulcerite, pienacis beidzot tas laiks, kad varu teikt ar vislielako apzinu, ka
Aspazijas man uzticéto “Pragas dokumentu” esmu rupigi glabajusi un saglabajusi
cauri daudzam likstam, lai tagad to nosutitu atpakal uz to zemiti, kur tam jabadt, un
ceru, ka originals sasniegs savu mérki tapat ka piecas kopijas, kas jau ir Latvija. [..]
Un te, mlsu Micigana, musu pasu pilséta, cik loti daudzas reizes ir bijusi liela
trauksme nejaukajiem “tornédo” - viesulvetram, kad jaskrien patverties, —
vienmér man “dokuments” bijis klat. Tads mazs apmierinajums man bij tas, ka
pirms aizbrauk$anas no Vacijas es norakstus no dokumenta un Aspazijas vestulem
biju nosatijusi uz Braziliju, kur ir kads latviesu privatarhivs. Dazus gadus velak
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dabuju zinat, ka tie tur ari glabajas. Un Amerika man ir bijusi iespéja Aspazijai tik
svarigo dokumenta saturu darit zinamu daudziem jo daudziem gan ar Zviedrija
iznakoso Raina un Aspazijas gadagramatu, gan ar Seit iespiesto zurnala "Treji
Varti". Tagad, mila Saulcerite, es Aspazijas dokumentu nosatu Jdsu gadibai un
ricibai un (es ceru, kas tas laimigi aizies) es zinu, ka ari Aspazija uzticétos Jums
tapat ka es. Tikai labprat gribétu zinat, kur Jus to domajiet novietot, jo Jums jau ir
izvéle. (Stunda 1971).

1936. gada 17.decembri datetaja izdevuma “Bedeutende Frauen unserer Zeit"
(MGsu laika ieverojamas sievietes) redaktora Husareka parakstitaja apliecingjuma
véstule Aspazijai teikts, ka sakotngji drukatas nelielas brosdras vienu lidz divas rei-
zes menesi, kas vélak apvienotas sesos séjumos. Gramata, kas jau izpelnijusies kri-
tiku un publikas atzinibu, nav paredzéta tirdzniecibai, bet nonaks tikai lielakajas bib-
liotekas un kolekcionaru riciba. Véstules beigas ir piedavats aizpildit veidlapu, lai
iegadatos vienu vai visus sejumus (Hussarek 1936). Nav saglabajusies informacija,
cik Sis izdevums maksaja un cik liela tiraza iznaca, bet acimredzot uzreiz péc iznak-
Sanas Aspazijai nebija iespéjas to iegadaties. Vacu okupacijas laika sim jautajumam
pievérsas Annas Stundas masa Alise Ose-Stunda. Zurnala “Treji Varti” 1970. gada
septembra numura lasamaja publikacija vina norada:

Skaisti batu bijis iegadaties Sis izcilas gramatas, par kuram pasaules prese ir
izteikusés |oti atzinigi, bet tas ieglstamas tikai privati un maksaja diezgan dargi,
un Aspazija to nekad nevaréja atlauties financiéli. Bet, ta ka tas ir ne tikai Aspazijas
gods bat tikizcila vieta pasaules presg, bet arivisas Latvijas gods, tad tas batu bijis
tik |oti veélami iegut Sis gramatas latviesu tautai. Gaju uz lekslietu ministriju un
runaju ar Makslas dalas vaditaju Z[ani] Unamu. Beidzot tomér péc visam parrunam
més nacam pie slédziena, ka velti mums lauzties aizslégtas durvis; vaciedi nekad
mums neatvelés rakstit uz Pragu, jo ar likumu bij noliegtas privatas sarakstes ar
arzemem. Skumji to bij zinot Aspazijai, jo zinajam visi, cik augsti arivina pati vértéja
So lielo, izcilo pagodinajumu, un Zél bij ari, ka vina pati to nedabus nekad redzeét.
(Osis-Stunda 1970: 10-20)

Aspazijas darbu tulkotaja Astrida Stanke Stundas pieminas raksta izteikusi
minéjumu par enciklopédijas atrasanas vietu:
TieSisT[Husareka. — S. L] véstule deva man vajadzigo drosmi tulkot talak Aspazijas
dramas un izcelt vinas vietu Eiropas literaras dramas pasaulé. (Vestule ir iespiesta

mana gramata, Sie biografiskie sejumiit ka esot Praga, man sacija kada bibliotekare
Rietumberling). (Stahnke 1987: 4)

Biografiska enciklopédija

“Mausu laika ieverojamas sievietes” Spriezot péc visai skopas
atrodamas informacijas, redaktors Pauls Husareks bija neparasta personiba. Studeé-
jis filozofiju Pragas un Parizes Universitaté, bija rakstnieks un tulkot3js, lidz pat
1938. gadam vadija raidijumu Pragas radio. 1940. gada Husareku arestéja Gestapo,
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kam iemesls bija ne tikai vina darbiba radio, bet ari darbs pie minétas enciklopédijas.
1941. gada Husareks nonaca Dahavas koncentracijas nometné, no kuras tika at-
brivots 1945. gada aprill. Péc kara izdeva vairakas gramatas un iesaistijas dazadu
sabiedrisku organizaciju darbiba.?

Zinams, ka apjomiga izdevuma sé&jumi atrodas vairakas Eiropas bibliotékas un
arhivos — Vacijas sieviesu kustibas arhiva Kaselé (Archiv der deutschen Frauenbewe-
gung), Bratislavas un Heidelbergas Universitates bibliotékas, ka ari Cehijas Naciona-
laja bibliotéka. Diemzél ne Keseles arhiva, ne Bratislavas Universitates darbinieces,
kas skengja un sutija atseviskus materialus, nevaréja sniegt nekadu papildu infor-
maciju par enciklopédiju, visi ar gramatas izdosanu saistitie dati, visticamak, iznici-
nati nacisma laika.

Bratislavas Universitates bibliotéka glabajas gramata sarkanos vakos ar no-
saukumu cehu valoda, bet Vacijas arhiva ta iesieta melnos vakos ar nosaukumu
francu valoda. Abas enciklopédijas saturiski ir identiskas, jo ir trisvalodu izdevums
Cehu, vacu un francu valoda “Vynikgjici Zeny dnesni doby = Bedeutende Frauen unserer
Zeit = Femmes Remaequables d'Aujourd’hui”. SeSos séjumos, kas iznakusi 1936. un
1937. gada, apkopotas zinas par sievietém no visas pasaules, tostarp Brazilijas un
Japanas. Gramatas ievada redaktors Husareks raksta:

Gandriz pirms 100 gadiem Anglija iznaca pirmais biografiskais uzzinu izdevums,
kam sekoja daudzas biografiskas enciklopédijas. Tomér neviena no tam nav
vispusigi aprakstits un fikséts sieviesu ieguldijums pasaules intelektualaja un
kultdras dzive. Musu darbam ir globals mérogs. Ja més vélamies izsekot saikném,
kas savieno valstis un tautas, padarot tas par lielu kopienu ar vienadiem kultdras
centieniem, ka ari paradit sis saiknes, més to vislabak varam izdarit, attélojot
cilvekus. Atseviski notikumi, ko més fiksejam enciklopédijas Skirklos, veido vienotu
ainu. Saja darba mds vada vélme skaidri un objektivi paradit katras atseviskas

sievietes ieguldijumu savas valsts kultdras dzive un tadejadi ari pasaulé kopuma.
(Hussarek, Joffé 1936)

Gramatas ievada ir art aprakstiti galvenie principi, ko redakcija nemusi vera, vei-
dojot enciklopédiju: 1) visus datus par sevi sniegusas sievietes pasas; 2) piederiba
politiskajam partijam ir minéta tikai tam personam, kas aktivi iesaistijusas politis-
kaja dzive; 3) biografijas katra séjuma sakartotas alfabétiska seciba.

levada nav paskaidrots, ka redakcija ieguvusi zinas par katras atseviskas valsts
nozimigakajam personam un péc kada principa tas izvelétas. Lidz sim ieglto mate-
rialu un enciklopédijas skirklu raditaju izpéte |auj secinat, ka katra no seSiem séju-
miem tikusi ieklauti Skirkli par 64 sievietem no dazadam pasaules valstim; visiem
séjumiem ir vienota lappusu numeracija (1. sej 1.-128., 2. sgj. 129.-260. Ipp. u. tml.);
skirklu raditajs katra séjuma tiek papildinats, ietverot ari iepriekSejo séjumu datus.

2 Sk.: https://www.kohoutikriz.org/autor.html?id=hussa&t=p.
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§t<irk|is par Aspaziju, ka véstulé noradijis Husareks, atrodas enciklopédijas 1. séjuma
93. lappuseé. Informacija sakartota anketas veida un ir Joti lakoniska.

Paturot prata, ka visus datus sniegusas sievietes pasas, par Aspaziju izlasams:
Elza Plieksane — rakstniece; pseidonims Aspazija; valstspiederiba: Latvija; dzives-
vietas adrese: Goncarova iela 13, Jaundubultos; dzimusi 1868. gada 17. marta; pre-
cejusies ar Raini (Janis Plieksans); pabeigusi vidusskolu (die Mittelschule), privati ap-
guvusi filologiju, macijusies valodas un makslas vesturi (estétiku, literatdru, vesturi,
grieku, italu, latiny, francu, krievu valodu); studejusi Cirihes Universitaté; bijusi laik-
raksta "Dienas Lapa” redaktore; dzivojusi Talajos Ziemelos; ka emigrante uzturégju-
sies Lugano un Cirihé. Pieder slavenu makslinieku gleznas, plasa bibliotéka un
antikas mebeles; daudz publikaciju, kas iznakusas lielas tirazas; vairaku organizaciju
goda biedre; apbalvota ar Triju Zvaigznu ordeni; vinas varda nosaukts bulvaris Riga
(Hussarek, Joffé 1936: 93).

Aspazijai, apcerot savas biografijas datus, raksturiga neprecizitate, dazreiz pat
faktu sagrozisana. Pieméram, Raina Slobodskas trimdas laika Aspazija stradaja
1898. gada atjaunotaja laikraksta "Dienas Lapa”, Aspazijas parzina bija avizes kulta-
ras sadala, "literariskie sikumi” un recenzijas par Vacu teatra izradem, bet vina nebija
laikraksta redaktore. Neprecizi noradits ari Aspazijas dzimsanas gads un datums —
[1[dz pat 20. gadsimta 60. gadu beigam tika uzskatits, ka Aspazija dzimusi 1868. gada,
bet, kad tika veidots ieraksts Kastanolas iedzivotaju registra, Aspazija noradijusi, ka
dzimusi 1870. gada (Grinuma 2017: 229). Lai arTieraksts baznicas gramata liecina, ka
Johanna Emilija Lizete Rozenberga ir dzimusi 1865. gada 16. marta (péc veca stila
4. marta) desmitos vakara, Aspazijai paticis apgalvot, ka vina piedzima pusnakt, ta-
dejadi uzsverot, ka vinai esot divas dzimsanas dienas — gan 16., gan 17.marts —,
tapéc dazados avotos médz bat atskirigas datuma norades (Andzane 2015: 6). Arl
iegUto izglitibu Aspazija ir nedaudz parspilejusi — zinas par vidusskolas jeb Jelgavas
sievieSu gimnazijas pabeigsanu ir pretrunigas. Aspazija pati apgalvoja, ka gimnazijas
gala eksamenus nav nokartojusi vectéva béru dél, bet macibu kursu ir noklausijusies,
tacu nekada apliecingjuma ne vienam, ne otram apgalvojumam nav (Grinuma 2017:
421-422).1895. gada Aspazija devas uz Cirihi, lai tur universitate studetu mediciny,
bet, nemaz netikusi lidz iestajparbaudijumiem, no Sis idejas atteicas, pati to pama-
todama ar nespéju piedalities dzivnieku vivisekcijas. Tikpat labiistais iemesls varéja
bit rakstnieka un Raina un Aspazijas gimenes drauga Augusta Deglava atminas
minétais, ka sievietes studijam augstskola vajadzeja vira atlauju, bet Aspazijas tolaik
veél pielaulatais virs Maksis Vilhelms Valters skaitijas pazudis un Sadu atlauju neva-
réja dot (Grinuma 2017: 425).

Ka redzams, Aspazijas darbiba Satversmes sapulcé un vinas loma Latvijas sie-
vieSu emancipacijas kustiba skirkli nav minéta, kaut gan varetu domat, ka tieSi tas ir
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iemesls, kadé| dzejniece ieklauta enciklopédija. Skirki nav atziméti arf vinas literarie
darbi — ne lugas, ne dzejolu krajumi, ne tulkojumi.

Pirmaja izdevuma sejuma kopa ar Aspaziju ieklautas 64 sievietes no 23 valstim.
Vienpadsmit sievietes parstav Cehoslovakiju, devinas — Lielbritaniju, sesas — Vaciju
un Franciju, piecas — Italiju un Austriju, tris — Sveici un Poliju, divas — Niderlandi,
Somiju un ASV, pa vienam skirklim ir par sievietem no Bulgarijas, Australijas, Ciles,
Kanadas, Danijas, Igaunijas, Griekijas, Latvijas, Norvégijas, Rumanijas, Zviedrijas,
Turcijas un Dienvidslavijas. Arste un pedagoge Marija Montesori (Maria Montessori)
ir minéta pie divam valstim — gan pie Lielbritanijas, gan Italijas. Spriezot péc skirk|u
raditaja, katrai aprakstitajai sievietei enciklopédija atvéelétas divas lappuses, bet
Aspazijai - tikai viena, tomeér skirk|u informacijas apjoms ir aptuveni vienads, atski-
ras vien lapas salikums.

lzdevuma nakamajos séjumos parstaveto valstu geografija paplasinas,
sniedzot iespéju uzzinat par izcilam sievietem ari no Brazilijas, Kanadas, Lietuvas,
Ungarijas, Indijas, Iranas, Japanas un Padomju Savienibas.

Kaut arT Aspazijai patika uzsveért, ka ir vieniga sieviete no Latvijas, kas minéta
enciklopédija, izradas, ka izdevuma otraja s€juma izveidots Skirklis par Helénu
Birznieci-Tangijevu, ceturtaja — par Bertu Pipinu, bet piektaja — par Elizabeti Gerki.

Baletdejotaja, horeografe un deju pedagoge Heléna Birzniece-Tangijeva
(1907-1965) piedzima Krievija Pavlovskas dzelzcela stacijas priekSnieka Aleksandra
Tangijeva gimené. Kad nomira mate, vinu audzinaja tévamasa Valentina Dresare, kas
meiteni biezi veda uz Péterburgas Marijas teatri skatities baleta izrades. 1916. gada
vina iestajas Petrogradas teatra skola, bet pec daziem gadiem bija spiesta macibas
partraukt. 1920. gada Tangijeva saka macities pie Agripinas Vaganovas. leguvusi
labu izglitibu, baletskolu vina pabeidza 1924. gada, un lidz 1927. gadam bija Valsts
Akadémiska operas un baleta soliste Leningrada (tagad Sanktpéterburga) un deju
pasniedzéja baletskola. 1927. gada Heléna Tangijeva apprecéjas ar Latvijas diploma-
tu Aleksandru Birznieku, parcélas uz Rigu, sanema Latvijas pilsonibu un saka stradat
Latvijas Nacionalaja operd, klidama par spozu baleta solisti un vélak ari pedagogi
(Balina 1924). Pec Otra pasaules kara vina kluva par LPSR Valsts operas un baleta
teatra galveno baletmeistari, no 1945. lidz 1965. gadam iestudéjot vairak neka
20 baletus (Beinarovica 2012: 83).

Enciklopédijas skirkli par Tangijevu-Birznieci izlasami butiskakie biografiskie
dati (gan teikts, ka uz Rigu parcélusies 1928. gada), ka art minéta vinas daliba nozi-
migakajos iestud&jumos, pieméram, 1936. gada iestudétais Adolfa Sarla Adana
(Adolphe-Charles Adam) balets “"Korsars”. Tapat uzskaititas valstis — Krievija, Latvija,
Lietuva, Vacija, Zviedrija, Belgija, kuras vina uzstajusies. §kirk|T minéts ari, ka Birz-
niecei-Tangijevai pieder Briseles mezginu, ka ari védek|u kolekcija. 1935. gada vina
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sanémusi Zviedrijas zelta medalu Litteris et Artibus (Hussarek, Joffé 1936: 154). So
apbalvojumu 1853. gada iedibinaja Zviedrijas karalnams, un tas tiek pasniegts
par ipasiem nopelniem kultara ne tikai Zviedrijas pilsoniem, bet ari arzemniekiem.?

Berta Pipina (1883-1942), kuras Skirklis ievietots enciklopédijas 4. sejuma, ir
viena no aktivakajam un nozimigakajam Latvijas brivvalsts sabiedriski politiskajam
darbiniecém, sievieSu tiesibu aizstave, pirma sieviete, kas ievéléta Latvijas Repub-
likas Saeima, bija ari Rigas domes deputate (Kusnere 2018: 38—45). Pipinas Skirklis
ir bez fotoattela, bet pievienota informacija sniedz ieskatu vinas sabiedriskaja un li-
teraraja darbiba. Ir minéts, ka vina ir sieviesu tiesibu aizstave, rakstniece, uznemeéja,
politike, ka arT Latvju sievieSu ligas prezidente un Latvijas SievieSu organizaciju pa-
domes priekssedétaja. Par politisko darbibu (Saeima vai Rigas domé) konkréta infor-
macija netiek sniegta. §I§irk|T minéts ari, ka Pipina publicgjusies vairakos preses izde-
vumos (“Zeltene", “Jaunakas Zinas"). Pie nozimigakajiem darbiem atziméts gan
romans “Lejaskrodzinieces meitas” (1935), gan 1927. gada iznakusais darbs "Ka es
rungju ar saviem bérniem par dzimumu dzivi".

Par batisku savas dzives da|u Pipina atzinusi gimeni — viru Ermani Pipinu un tris
bérnus, piebilstot, ka ir ne vien politike un zurnaliste, bet ar laimiga mate (Hussarek,
Joffé 1937, 459). Tas sasaucas ar Pipinas Latvijas presé paustajiem uzskatiem par
sievietes lomu:

Manam sabiedriskam darbam ka sarkans pavediens cauri stiepjas “sievieSu
jautajums”. To rosigi Sketinat var tikai sieviesu organizacijas. Tam dazai labai esmu
kimas stavejusi un skaitos par prieksnieci Latvju sievieSu nacionala liga. Mans
lozungs tur: sievietei ir atkal jaatglst sabiedribas atzina dieviskas Madonnas
augstumi. Bet, ja sieviete tagad izdzita pelékas darbdienas maizes pelna arpus
savas gimenes, tur vinu aizstavét un atbalstit varésim tikai pasas saviem kopigiem
spékiem. Skaitos par gimenes dzives mizigo vértibu atzingju un atbalstitaju. Esmu
mate trim bérniem un nosodu vienbérnu vai bezbérnu sistéemu. Més, mates, nesam
sevi muzibas misiju: turpinat cilvéces muazus, kas klajas zem mums un pacelsies
bezgaliba par mums. (Pipina 1926: 3)

él,(irkIT atzimets, ka Pipina apbalvota ar Triju Zvaigznu ordeni un Zviedrijas zelta
medalu (Hussarek, Joffé 1937: 459).

Zviedrijas karalnamam ir vairaki apbalvojumi, tapec gratiidentificét, kadu sane-
musi Berta Pipina, tacu 1939. gada zurnala "Zeltene” lasams, ka “par saviem izcila-
jiem nopelniem Berta Pipina kundze apbalvota ar Triju Zvaigznu ordeni, karala
Gustava V pasniegtu zelta medalu (augstaka balva, ko Zviedrija pieskir sievietei),
Somijas un citam goda zimem"” (Mednieks 1939: 12).

Mdsdienas mazak zinama ir enciklopédijas 5. séjuma minéta ceturta sieviete
no Latvijas Elizabete Gerke (Elisabeth Braunz-Goercke, 1888-1966), vacbaltiesu

3 Sk.: https://kungligmajestatsorden.se/english/medals/the-medal-litteris-et-artibus.
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rakstniece un tulkotaja. Enciklopédijas Skirklinoradits, ka vina ir dzejniece un klavier-
skolotaja. Dzimusi Talsos aptiekara gimeng, izglitojas majas un pie privatskolota-
jiem, péc tam apguva makslu un maziku Minhené un Berliné. Enciklopédija ir plasa
informacija par vinas literarajiem darbiem, bet nekas nav minéts ne par valas-
priekiem vai kolekcijam, ne apbalvojumiem (Hussarek, Joffé 1937, 569-570).

Ar latviesu literatlru Gerke cieSak saistita, pateicoties literatam un zurnalistam
Haraldam Eldgastam, kas bija arilaikraksta “"Kurzemes VVards" redaktors. 1923. gada
laikraksta publicéts 1ss Gerkes dzives un dailrades apraksts, ka ari stasta "Melna
dalija” tulkojums latvieSu valoda. Gerke meistarigi un talantigi atdzejoja Haralda
Eldgasta darbus vacu valoda. Eldgasta nave 1926. gada kluva par lielu triecienu
Gerkei, un vina vairs neatgriezas pie vina dailrades tulkosanas (Grudule 2023: 203).
1939. gada Gerke aizbrauca no Latvijas, tomeér zinamu saistibu latviesu kultdru sa-
glabaja. Mara Grudule Saja sakara raksta:

Nesen atklataja latviesSu esejistes Zentas Maurinas (1897-1978) saraksté bija ari
paris Gerkes Otra pasaules kara laika rakstitu véstulu. lespejams, vinas abas ka
Eldgasta talanta cienitajas pazina viena otru jau pirms kara. Sarakste atklaj, ka
Gerke bija sanémusi piedavajumu tulkot Maurinas autobiografisko romanu "Dzives
vilciena". Diemzél romana "Dzives vilciena” vacu tulkojuma tulkotaja vards nav

minéts ne pirmaja, ne otraja izdevuma. Elizabete Gerke savas dzives pedejos
gadus pavadija Vacija, kur mira 1966. gada. (Grudule 2023: 206)

lepazistoties ar enciklopedijas Skirkliem, Skiet interesanti, ko katra sieviete
atzinusi par pietiekami batisku un minésanas véertu — vai ta ir radosa darbiba, apbal-
vojumi, kolekcijas vai gimenes stavoklis. Par paréjo Latvijas sieviesSu radoso un
sabiedrisko darbibu iespéjams gt salidzinoSi objektivu informaciju, bet Aspazijas
skirklis, kaut nedaudz parspiléts, par Aspazijas nozimigo lomu Latvijas sabiedriskaja
un kultdras dzive pastasta visai maz.

Kopuma enciklopédijas veidotaji par izcilam atzinusi |oti dazadu profesiju un
jomu sievietes — vinas ir gan politikes un sieviesu kustibas aktivistes, filantropes un
mecenates, gan zinatnieces un rakstnieces, ari aktrises, dziedatajas, pilotes, alpinis-
tes un motobraucéjas.

Lai batu labak saprotams, kada bija ta sabiedriba, kam 1936. gada piederiga bija
Aspazija, minésu vien dazus vardus no izdevuma 1. séjuma personu raditaja: italu
rakstniece un Nobela prémijas ieguvéja Gracija Deleda (Grazia Deledda, 1871-1936),
igaunu dzejniece, rakstniece un tulkotaja Anna Hava (Anna Haava, 1864-1957), tehu
zurnaliste Olga Fastrova (Olga Fastrovd, 1876—1965), Somijas politike un sievieSu
tiesibu aizstave Mina Sillanpé (Miina Sillanpdd, 1866—1952), cehu skolotaja un sievie-
Su kustibas dalibniece Frantiska Plaminkova (Frantiska Plaminkovd, 1875-1942),
italu arste un pedagoge Marija Montesori (1870-1952) u. c.
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Lai ar1 Aspazijai Sis biografiskais izdevums, domajams, bija nozimigs, ta nebut
nav vieniga arvalstis izdota enciklopédija, kura rodama informacija par dzejnieci.
lzdevuma “Raina un Aspazijas gadagramata 1979. gadam” Florence M. Balode-
Soikane publicgjusi parskatu par vairakiem arvalstu izdevumiem. Minésu tikai tos,
kas attiecas uz Aspazijas dzives laiku.

1929. gada iznakusaja "Enciclopedia Italiana” publicéts visai apjomigs dzejniecei
veltits Skirklis; Aspazija raksturota ka diza dzejnieka un dramaturga Raina sieva,
socialistiski ievirzita autore, Jaunas stravas parstave; dzejai raksturigs romantisms
unindividualisms, bet lugas aktuala téema ir sievieSu emancipacijas jautajums. Miné-
ta ari Aspazijas publicistika un aktiva sabiedriska darbiba. Enciklopédija ir |oti skopi
biografiskie dati (noradits tikai dzimsanas gads), netiek minéts trimda Kastanola
pavaditais laiks.

1932. gada Tartu izdotaja igaunu enciklopédijas “Eesti Entsiiklopeedia” 1. sejuma
Aspazijas dzives un dailrades raksturojuma ir vairakas faktu k|adas, pieméram, ka
Raina un Aspazijas laulibu gads minéts 1907, nevis 1897. gads, ari dailrades inter-
pretacija — melanholija, ilgas, vientuliba, gremdesanas bérnibas atminas — vairak,
skiet, attiecinama nevis uz dzejnieces agrino, bet dailrades noslédzoSo posmu (péec:
Balode-Soikane 1978: 40-59).

Balode-Soikane minétaja publikacija nezinamu iemeslu dé| zinas par 5aja raksta
apltkoto izdevumu “Musu laika ievérojamas sievietes” nav ieklavusi.

1929. gada zurnala “Latvju Gramata” lasams, ka zinas par Latviju tiks publice-
tas enciklopédija Cehija: “Masarika zinatniska vardnica ir vismodernaka ¢ehoslovaku
enciklopédija. Vina nes Cehoslovakijas dibinataja un pirma prezidenta prof. T. G. Ma-
sarika vardu un tiek vadita vina gara. Masariks ka véstures filozofs un ka politikis bij
mazo tautu pasnoteiksanas sludinatajs, kas visu savu muzu sekojis vinu garigas
dzives attistibai. Tade| art Masarika enciklopédija, sekojot vina tendencei, piegriez
sevisku veribu mazam tautam, darot to nesalidzinami lielaka mera neka kura katra
cita enciklopédija. Pieradijums tam ir pedeja dala, kura plass parskats par Latviju un
latvju kultlru, redigéts un pa lielakai dalai ari izstradats no red[aktora] Jar. Vozka.
Masarika zinatniska vardnica Latvijai ieradits gandriz tikpat daudz vietas ka Anglijai
vai Be|gijai un Holandei. [..] Visu aptverosa parskata "Latvji", no vienas puses, tiek
apskatits latvju antropologiski etnografiskais stavoklis indoeiropieSu tautu saimé,
no otras — vinu valoda, un talak, saspiesta raksta, nak apskats par latvju literaturu,
makslu, muziku un zinatni, ka ari 80 latvju rakstnieku, 20 muziku, 50 gleznotaju un
20 zinatnieku saraksts. [..] Parskata par Latviju ir saistosi noradijumi uz daudzam
latvju personibam, kas noteikti bis ievietotas talakas dalas (Stenders, Pumpurs,
Rainis un Aspazija, Poruks, Niedra, Skalbe, Pladons, Upits, Virza, Vitols, Zalits u. c.).
([Bez aut.] 1929: 365)
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Musdienas, ka atzist Eva Eglaja-Kristsone un Zita Karkla, interese par biogra-
fisko pieeju pétnieciba (Eglaja-Kristsone, Karkla 2023: 5) ir atgriezusies. Enciklopédi-
jas un biografiskas vardnicas ir nozimigs kultlrvéstures izpétes avots, kas vésti par
laiku, aktualitatém, notikumiem un ieverojamakajam personibam. No vienas puses,
tas runa par dizenumu un izcilibu, no otras — nereti klust par vienigo avotu, kur mek-
lejamas zinas par agrak pazistamam, bet laika gaita aizmirstam personibam.
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