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Daugavpils UniversitǕtǛ docǛtǕju un studǛjoġo zinǕtniskǕs konferences notiek kopġ 

1958. gada. KonferencǛm ir starpdisciplinǕrs raksturs un tajǕs piedalǕs gan studǛjoġie, gan docǛtǕji, 

gan arǭ ievǛrojami zinǕtnieki no daģǕdǕm pasaules valstǭm. Daugavpils UniversitǕtes 

60. starptautiskǕs zinǕtniskǕs konferences pǛtǭjumu tematika bija Ǹoti plaġa ï eksaktǕs, humanitǕrǕs, 

izglǭtǭbas, mǕkslas un sociǕlo zinǕtǺu jomǕs.  

ZinǕtnisko rakstu krǕjumǕ Daugavpils UniversitǕtes 60. starptautiskǕs zinǕtniskǕs 

konferences rakstu krǕjums = Proceedings of the 60
th

 International Scientific Conference of 

Daugavpils University apkopoti 2018. gada 26.ï27. aprǭlǭ konferencǛ prezentǛtie materiǕli.  

Daugavpils UniversitǕtes 60. starptautiskǕs zinǕtniskǕs konferences rakstu krǕjums tiek 

publicǛts 3 daǸǕs: A. daǸa. DabaszinǕtnes; B. daǸa. SociǕlǕs zinǕtnes; C. daǸa. HumanitǕrǕs 

zinǕtnes. 

 

 

 

 

The annual scientific conferences at Daugavpils University have been organized since 1958. 

The themes of research presented at the conferences cover all spheres of life. Due to the facts that 

the conference was of interdisciplinary character and that its participants were students and 

outstanding scientists from different countries, the subjects of scientific investigations were very 

varied ï in the domains of exact sciences, the humanities, education, art and social sciences.  

The results of scientific investigations presented during the conference are collected in the 

collection of scientific articles Proceedings of the 60
th

 International Scientific Conference of 

Daugavpils University. 

 Proceedings of the 60
th
 International Scientific Conference of Daugavpils University are 

published in three parts: part A. Natural sciences; part B. Social Sciences; part C. Humanities. 
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VALODNIECǬBA, LITERATȉRZINǔTNE /  

LINGUISTICS, LITERARY STUDIES  

 
SVǚTKU UZTVERES MAIǹAS FIKSǔCIJA  

LATGALIEĠU DZEJǔ
1
 

 

Oksana Kovzele 
Daugavpils UniversitǕte, Vienǭbas iela 13, Daugavpils, Latvija, LV-5401, oksana.kovzele@du.lv 

 
Abstract 

Fixation of Festivities Perception Change in Latgalian Poetry 

Key Words: festivities, festivity culture, perception, transformation, Latgalian poetry 

Festivities are the ólitmus paperô of processes taking place in the society: traditional and innovative tendencies merge 

and determine a personôs perception of festivities in general. In the framework of the research, transformations of 

festivities perception in Latgalian poetry in the period from the 1920s to the present day in both language traditions ï 

Latvian and Latgalian ï have been fixed. 

The analysed poetic material (40 authors, 157 works) accurately demonstrates the gradual change in the perception of 

festivities. In the poetry written from the 1920s until 1990s, including exile, a stable tendency linking festivities to 

religion can be acknowledged. Festivities are perceived as a sacral phenomenon; they promote spiritual self-discovery, 

and are intertwined with the hope for a harmonic coexistence during hostile historic and social conditions. Festivities 

are considered an integral part of the culture, which should be preserved and passed on to the next generations. 

The contemporary Latgalian poetry marks an opposite situation: significant changes take place in the festivity culture; 

their consequences become obvious at the beginning of the 21
st
 century: the boundary between festivities and daily life, 

the sacred and the profane, the allowed and the forbidden fades away, there is no longer a comprehensive understanding 

of the festivity calendar and the annual cycle; more and more often, festivities are associated not with traditions and 

customs but with the actively advertised goods and services. The poets experiment with the traditional culture by 

interpreting its integral and seemingly enduring component ï the festivities. 

 

Kopsavilkums 

SvǛtku uztveres maiǺas fiksǕcija latgalieġu dzejǕ 

AtslǛgvǕrdi: svǛtki, svǛtku kultȊra, uztvere, transformǕcijas, latgalieġu dzeja 

SvǛtki ir sabiedrǭbǕ notiekoġo procesu Ălakmusa papǭrsò, tajos saplȊst tradicionǕlǕs un inovatǭvǕs tendences, kas nosaka 

cilvǛka svǛtku uztveri kopumǕ. PǛtǭjuma ietvaros fiksǛta svǛtku izpratnes maiǺa latgalieġu dzejǕ, kas tapusi abǕs 

valodas tradǭcijǕs ï latvieġu un latgalieġu ï laikposmǕ no 20. gs. 20. gadiem lǭdz mȊsdienǕm. 

ApzinǕtais dzejas materiǕls (40 autori, 157 darbi) diezgan precǭzi demonstrǛ svǛtku izpratnes pakǕpenisko maiǺu. 

AgrǭnǕ posmǕ un trimdǕ tapuġajǕ dzejǕ par stabilu tendenci atzǭstama svǛtku sasaiste ar reliǥiju. SvǛtki tiek uztverti kǕ 

kaut kas sakrǕls, tie veicina garǭgo paġatklǕsmi un Ǹauj cerǛt uz harmonisku lǭdzǕspastǕvǛġanu indivǭdam naidǭgos 

vǛsturiskajos un sociǕlajos apstǕkǸos. SvǛtki uzskatǭti par savas kultȊras organisko daǸu, kas obligǕti bȊtu jǕsaglabǕ un 

jǕnodod tǕlǕk.  

JaunǕkǕ posma latgalieġu dzeja iezǭmǛ pretǛju situǕciju: svǛtku kultȊrǕ notiek bȊtiskas pǕrmaiǺas, kuru sekas kǸȊst 

acǭmredzamas tieġi 21. gs. sǕkumǕ: zȊd robeģa starp svǛtkiem un ikdienas dzǭvi, sakrǕlo un profǕno, atǸauto un 

aizliegto, vairs nav vienota priekġstata par svǛtku kalendǕru un gada ciklu, aizvien bieģǕk svǛtki asociǛjas nevis ar 

tradǭcijǕm un paraģǕm, bet gan ar aktǭvi reklamǛtǕm precǛm un pakalpojumiem. Autori eksperimentǛ ar tradicionǕlo 

kultȊru kopumǕ, brǭvi interpretǛjot arǭ tǕs organisko un ġǵietami noturǭgǕko komponentu ï svǛtkus.  

 

Ievads 

GlobalizǕcijas procesu ietekmǛ notiek bȊtiskas pǕrmaiǺas, kas skar daģǕdas sabiedrǭbas 

dzǭves jomas, lǭdz ar to ǭpaġi aktuǕla kǸȊst kultȊras atmiǺas problǛma ï paaudģu garǭgo saikǺu, 

vǛrtǭbu sistǛmas un tradǭciju uzturǛġana. SvǛtki kǕ viena no noturǭgǕkajǕm garǭgǕs kultȊras formǕm 

                                                 
1
 PǛtǭjums izstrǕdǕts ERAF projekta ĂSvǛtku kultȊras transformǕcijas pierobeģǕ: Latgales un Pleskavas reǥiona 

piemǛrsò ietvaros (vienoġanǕs Nr. 1.1.1.2/16/I/001; pieteikuma Nr. 1.1.1.2/VIAA/1/16/109).  
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un nǕcijas veseluma ilgstoġas pastǕvǛġanas garants mȊsdienu postindustriǕlǕs sabiedrǭbas apstǕkǸos 

manǕmi transformǛjas. MainǕs ne tikai svǛtku formas, funkcijas un saturs, bet arǭ cilvǛku attieksme 

pret svǛtkiem, viǺu priekġstati un zinǕġanas par svǛtku kultȊru un tǕs nozǭmi. ĠǕdu transformǕciju 

liecǭbas plaġi vǛrojamas ne tikai plaġsaziǺas lǭdzekǸos, globǕlajǕ tǭmeklǭ, reklǕmas industrijǕ u. c., 

bet arǭ daiǸliteratȊrǕ, tostarp dzejǕ. 

PǛtǭjuma mǛrǵis ir fiksǛt svǛtku izpratnes maiǺu daģǕdu posmu latgalieġu dzejǕ, kas tapusi 

abǕs valodas tradǭcijǕs ï latvieġu un latgalieġu. JǕuzsver, ka Latgales krievu dzejnieku ĂsvǛtkuò 

teksti tiks analizǛti atseviġǵǕ pǛtǭjumǕ: neraugoties uz kopǭgo ǥeogrǕfiju, tie bȊtiski atġǵiras, jo 

pieder daģǕdai kultȊras un literǕrajai tradǭcijai. 

PǛtǭjuma uzdevumi: 

- sniegt lakonisku svǛtku fenomena un tǕ mȊsdienu transformǕciju raksturojumu; 

- veidot latgalieġu autoru ĂsvǛtkuò tekstu reǥistru; 

- konstatǛt latgalieġu dzejǕ pieejamǕs liecǭbas un faktus par svǛtkiem un to izmaiǺǕm, 

priekġplǕnǕ izvirzot tieġi svǛtku uztveres aspektu; 

- apkopot iegȊtos datus un izdarǭt secinǕjumus. 

PǛtǭjuma metodoloǥija: pǛtǭjuma pamatǕ ir diahronais skatǭjums, taļu vǛrǕ tiek Ǻemti nevis 

analizǛjamo autoru biogrǕfiju dati (dzǭves hronoloǥija), bet gan viǺu tekstu radǭġanas laiks 

(daiǸrades hronoloǥija). Ġis princips izvǛlǛts tǕpǛc, ka daģiem dzejniekiem ir bijis samǛrǕ garġ 

literǕrs mȊģs, savukǕrt citi sǕkuġi rakstǭt un publicǛties visai cienǭjamǕ vecumǕ ï ġie un lǭdzǭgi 

faktori apgrȊtina autoru pieskaitǭġanu kǕdai konkrǛtai Ăpaaudzeiò. 

IevǛrojot daiǸrades hronoloǥijas principu, analizǛjamo tekstu korpusu ir iespǛjams sadalǭt 

vismaz trǭs lielǕkǕs grupǕs:  

1) dzeja, kas tapusi LatvijǕ (LatgalǛ) lǭdz 1991. gadam;  

2) sveġumǕ, lielǕkoties trimdǕ, tapusǭ dzeja;  

3) dzeja, kas tapusi LatvijǕ (LatgalǛ) pǛc 1991. gada. 

PǛtǭjuma metodes: kvalitatǭvǕ, kvantitatǭvǕ, komparatǭvǕ. 

PǛtǭjuma empǭriskǕ bǕze: 40 daģǕdu autoru 157 svǛtku tematikai veltǭti dzejdarbi. 

PǛtǭjuma hipotǛze: daiǸliteratȊrǕ, lǭdzvǛrtǭgi citiem avotiem, izkristalizǛjas priekġstats par 

atseviġǵiem svǛtkiem un svǛtku kultȊru kopumǕ; tajǕ ir atrodamas daudzas liecǭbas par svǛtku 

uztveres maiǺu, ko nosaka ne tikai rakstnieku individuǕlais redzǛjums, bet arǭ tautas kultȊras, 

sociǕlǕ, ekonomiskǕ un politiskǕ pieredze konkrǛtǕ dzǭves telpǕ un vǛsturiskajǕ periodǕ.  
 

SvǛtki un to galvenǕs mȊsdienu transformǕcijas 

SvǛtki ir simboliska pasaules izzinǕġanas forma, kuras gala mǛrǵis ir harmonija (ɻʫʞʦʚʘ 

2006: 94). BȊtǭbǕ tǕ ir kompleksa, daudzfunkcionǕla parǕdǭba, kurǕ atkarǭbǕ no lǭdzdalǭbas 

motivǕcijas ǭstenojamas daģǕdas indivǭda darbǭbas: funkcionǕlǕ (aktǭva vai pasǭva atpȊta), sociǕlǕ 
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(komunikǕcija ar radiem, draugiem, domubiedriem), garǭgǕ (paġidentifikǕcija, nacionǕlǕs identitǕtes 

saglabǕġana), komerciǕlǕ (peǸǺa, prasmju pilnveidoġana) u. c. (ʉʘʙʝʨʦʚ, ʐʣʷʭʦʚ, ʉʫʨʦʚʝʛʠʥʘ 

2016: 152ï154).  

SvǛtki nepieder kǕdam vienam vǛsturiskam periodam (sinhronais aspekts), bet gan iezǭmǛ 

vektoru no pagǕtnes caur tagadni uz nǕkotni (diahronais aspekts). SvǛtkos atklǕjas laikmeta kultȊras 

un sociǕlie meklǛjumi, indivǭda un sabiedrǭbas savstarpǛjo attiecǭbu mainǭgums (ɹʨʳʞʘʢ 2013: 66), 

svǛtki ir sabiedrǭbǕ notiekoġo pǕrmaiǺu fiksǕcijas un integrǕcijas veids (Derret 2003: 53).  

MȊsdienǕs svǛtku kultȊrǕ notiek daudzas un daģǕdas izmaiǺas ï gan lokǕla, gan globǕla 

rakstura. VairǕki pǛtnieki akcentǛ svǛtku un ikdienas robeģas izzuġanu, svǛtku ĂtotǕlo ekspansijuò 

ikdienǕ, rezultǕtǕ svǛtki kǕ emocionǕli simboliskǕs kolektǭvǕs darbǭbas forma zaudǛ savu patstǕvǭbu 

un vǛrtǭbu (ɻʫʞʦʚʘ 2006: 92). VǛl viena acǭmredzama tendence ir svǛtku komercializǕcija: svǛtki ir 

kǸuvuġi par patǛrǛġanas priekġmetu, tos Ăiepakoò, piedǕvǕ un pǕrdod analoǥiski daudzǕm citǕm 

precǛm (Zitmane, KalniǺa, StaġǕne 2016: 268ï292; ʇʦʧʝʣʝʥʩʢʘʷ 2012: 139; ʊʠʭʦʤʠʨʦʚʘ 2016: 

72). Liela loma tajǕ ir plaġsaziǺas lǭdzekǸiem, reklǕmas sektoram un svǛtku industrijai, kas nosaka 

savus noteikumus: pǛc Ǖrzemju standarta tiek aizgȊtas un adoptǛtas jaunas svǛtku formas vai arǭ 

veidoti universǕli un pat pseido-svǛtki, kas sola lielǕku peǸǺu (ġopinga svǛtki, kǕzu ceremonija kǕ 

tradǭciju un kultȊru Ămikssò u. c.) (ɼʘʚʳʜʦʚʘ 2009: 64; ʄʝʜʚʝʜʝʚʘ 2007: 222ï226). Nereti tas 

izraisa vietǛjo tradǭciju un svǛtku rituǕla vienkǕrġoġanu vai pat izzuġanu (ɹʫʨʤʝʥʩʢʘʷ 2009: 244ï

247), kǕ arǭ izprovocǛ sava veida pretreakciju: a) cilvǛki distancǛjas no masu pasǕkumiem un 

priekġroku dod tieġi ǥimenes svǛtkiem (ɸʣʝʢʩʝʝʚ, ɽʯʝʚʩʢʘʷ 2014: 185); b) ir vǛrojams 

mǛǥinǕjums atjaunot senǕs paraģas un tradǭcijas, atgriezt aizmirstus svǛtkus, padziǸinot to saturu un 

funkcionǕlo diapazonu (ʇʘʨʝʥʯʫʢ 2012: 296), kas ir ǭpaġi svarǭgi mazo tautu savdabǭbas 

saglabǕġanai (ɹʫʨʤʝʥʩʢʘʷ 2008: 47) un izdzǭvoġanai krǭzes laikǕ (ʇʘʨʝʥʯʫʢ 2008: 320) (plaġǕk sk. 

1. attǛlǕ), u. tml. 
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1. attǛls. IzplatǭtǕkǕs svǛtku kultȊras mȊsdienu transformǕcijas 

 

SvǛtku aktualizǕcijas ǭpatnǭbas latgalieġu dzejǕ  

LiteratȊrzinǕtniece Ilga Ġuplinska, veicot svǛtku koncepta izpǛti latgalieġu prozǕ, ar noģǛlu 

konstatǛ, ka Ăgaidu horizonts, studǛjot par latgalieġu tradǭcijǕm, ir krietni daudzsoloġǕks nekǕ 

daiǸliteratȊrǕ izmantotais materiǕlsò (Ġuplinska 2016: 39). PǛtot latgalieġu dzeju, jǕatzǭst, ka svǛtki 

tajǕ nav aktualizǛti ǭpaġi bieģi, taļu pǕrstǕvǛto svǛtku spektrs un to interpretǕcija ir samǛrǕ 

daudzveidǭgi. Dzejas teksti kopumǕ sniedz priekġstatu par latvieġu (latgalieġu) svǛtku kalendǕru un 

tajǕ iekodǛtǕm pamatvǛrtǭbǕm, kǕ arǭ demonstrǛ cilvǛka attieksmi pret svǛtkiem, savukǕrt diahronǕ 

griezumǕ tajos iezǭmǛjas ġǭs attieksmes pakǕpeniskǕ maiǺa. 

Latgalieġu dzejǕ visbieģǕk tiek aktualizǛti ZiemassvǛtki un to atribȊti ï 60 dzejoǸi, JǕǺi (Lǭgo) 

un to atribȊti ï 26 dzejoǸi, Lieldienas un to atribȊti ï 25 dzejoǸi, diezgan plaġi latgalieġu dzejǕ ir 

minǛts arǭ Jaunais gads ï 12 dzejoǸi. Citu svǛtku un svinamo dienu nosaukumi ir sastopami samǛrǕ 

reti: VasarsvǛtki (6), Dziesmu svǛtki (5), Annas diena (4), PǛterdiena (4), 18. novembris (2), 

AizgavǛnis / MeteǺi (2), Andrejdiena (2), Kapu svǛtki (2), MǕtes diena (2), DonǕta svǛtki (1), 

MiǵeǸi (1), Saulgrieģi (bez precizǛjuma) (1), Sveļu diena (1), Valsts svǛtki (bez precizǛjuma) (1) 

(plaġǕks informǕcijas apkopojums sniegts 1. diagrammǕ).  

Starp latgalieġu dzejniekiem ir minamas atseviġǵas personǕlijas, kas svǛtku tǛmai pievǛrġas 

labprǕt un bieģi (Marija AndģǕne, Marta BǕrbale, Augusts EglǾjs, BroǺislava Martuģeva, Anna 

RancǕne, Andris VǛjǕns u. c.) (detalizǛtǕks informǕcijas apkopojums sniegts 2. diagrammǕ), tomǛr 

lielǕkǕ ġo literǕtu daǸa (PǛters JurciǺġ, Emileja KalvǕne, JǾǺs KarȊdznǭks, JǾǺs Leidumnǭks, Lǭvija 

Liepdruviete, Madsolas JǾǺs, JǕnis Pastors u. c.) pǛtǭjumam apzinǕtajos izdevumos svǛtkus min 

tikai vienu ï divas reizes. VisdrǭzǕk ġo tendenci nosaka individuǕlais rakstǭbas stils un daiǸrades 

mǕkslinieciskǕs pasaules ǭpatnǭbas kopumǕ.  
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1. diagramma. SvǛtku un svinamo dienu aktualizǕcijas intensitǕte  

analizǛjamǕ tekstu korpusǕ kopumǕ 

 

 
 

2. diagramma. SvǛtku un svinamo dienu aktualizǕcijas intensitǕte  

analizǛjamǕ tekstu korpusǕ kopumǕ, sadalot pǛc dzejnieku personǕlijǕm 

 

SvǛtku uztvere lǭdz 1991. gadam tapuġajǕ latgalieġu dzejǕ 

PirmajǕ grupǕ ietilpst autori, kuru literǕrǕs daiǸrades aizsǕkumi vǛrojami 20. gs. 20. gados 

(Augusts EglǾjs), 30. gados (Madsolas JǾǺs, JǕnis Pastors), 40. gados (Koleta AndģǕne, Marta 

Skuja, Andris VǛjǕns), 50. gados (Marta BǕrbale), 60. gados (PǛteris JurciǺġ, Antons KȊkojs),  

70. gados (Emileja KalvǕne, JǾǺs KarȊdznǭks, Anna RancǕne) un 80. gados (Antons (Ontons) 

SliġǕns); lielǕkai daǸai darbu pǕrpublicǛjumi vai pat atseviġǵas pirmpublikǕcijas konstatǛjamas arǭ 

20. gs. 90. gados un 21. gs. sǕkumǕ.  

Ġǭs grupas dzejdarbos svǛtki un svinamǕs dienas pirmǕm kǕrtǕm aktualizǛtas dabas gada 

cikla (kalendǕra) ietvaros: tie marǵǛ sezonu maiǺu, palǭdz indivǭdam orientǛties laikǕ, lǭdz ar ko 

viǺġ ir morǕli sagatavots dabǕ un arǭ viǺa ikdienas dzǭvǛ gaidǕmǕm pǕrmaiǺǕm: ĂAp Andrejiem viss 

kǕ ziemǕ. / Sala vǭriǺġ jau manǭtsò (BǕrbale 2000: 83); ĂKǕ Annas diena, pǛc kuras jau rudens 

izkaptis skanò (VǛjǕns 1971: 76) u. tml. 

OtrkǕrt, svǛtki ir svarǭgs reliǥiskǕs (kristǭgǕs, katoǸu) tradǭcijas segments, kas veicina 

garǭgo paġatklǕsmi un konsolidǛ tautu: ĂĠai ZǭmyssvǕtku / Naktǭ / Ar svǕtom saitom / Myusu sirdis 
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sǭn. / KȊģ soltums dagunǕ, / Lej syltums / Myusu sirdǭs, / Bet zvaigģǺu lȊgȊs / SvǕtku svecis / Dagò 

(AndģǕne 2000: 183ï184) u. c.  

TreġkǕrt, ġie autori svǛtkus piesaka kǕ svarǭgu kultȊras mantojuma daǸu, kas caur 

tradǭcijǕm un paraģǕm sekmǛ nacionǕlo lepnumu un paġidentifikǕciju, un tas ir jebkuras valsts 

ilgstoġas pastǕvǛġanas garants: ĂZiemassvǛtku vakarǕ / Jauni asni dǭgst. / Visi sǭki ģagariǺi, / Ja tie 

bȊsim mǛs, / SidrabiǺu vizinǕsim, / Tauta pastǕvǛsò (Martuģeva 2004: 36) u. tml. BȊtiska ir svǛtku 

asociǛġana ar zelta laikmetu, proti, pagǕtni, bǛrnǭbu, kas daģiem autoriem Ǹauj reflektǛt par zuduġo 

laiku un tǕ iespǛjǕm: ĂViss pǕrtapis. / Vien tuvǕk zemei liecies. / Un tavǕs lȊpǕs klusas baģas mana. 

/ PǛc vienas atbildes tu ġobrǭd tiecies: / ï Kur aizgǕjusi svǛtku svinǛġana?ò (BǕrbale 1994: 20).  

CeturtkǕrt, ġajǕ tekstu grupǕ ieskanas arǭ kara un trimdas tǛma, kas to vieno ar sveġumǕ 

tapuġiem ĂsvǛtkuò dzejoǸiem: ĂKo ġǕva no slǛpǺa, kas cietumǕ mests, / Un neskaitǭt sveġumǕ dzǭtos. 

/ PǕr Latviju melns baiǸu karogs plests, / PǕr ozoliem ï rȊsa un vǭtums. (Martuģeva 1990: 84). 

PieckǕrt, daģi autori (M. BǕrbale, A. KȊkojs) svǛtku tematikai veltǭtos darbos atǸaujas kritizǛt 

savǕ laikǕ novǛrotǕs sociǕlǕs negǕcijas (alkoholisms, izvirtǭba, vǛrtǭbu devalvǕcija, garǭgais 

panǭkums), kas viǺu darbiem pieġǵir mȊsdienǭgu skanǛjumu: ĂSvǛtki auǸo / KǕ apmǕti zirgi. / 

SvǛtkiem vajag / Alu un spirtu. / Paskops rieciens / Un bagǕti tirgi / JȊtas sajȊk / Ar saldenu flirtuò 

(BǕrbale 1993: 58); Ă[..] Plastmasas korǵi, pudeǸu stikli, pǕrplǛsti prezervatǭvi ï / Kur iezǭmǭgǕks 

par iepriekġǛjiem! / [..] JǕ zinu, jau zinu, mȊsu platuma grǕdos, / MȊsu ġaurleǺǵa domǕġanǕ / Priekġ 

kam tǕda romantika? / Saule raud, saltas lǕses aiz apkakles svieģot: / ï Ak, JǕǺu bǛrni, / Lǭdz 

nebȊtǭbai tǕ jau arǭ var aizlǭgoties!ò (KȊkojs 2003: 32). 

 
2. attǛls. SvǛtku izpratne lǭdz 1991. gadam tapuġajǕ latgalieġu dzejǕ 

 

SvǛtku uztvere sveġumǕ tapuġajǕ latgalieġu dzejǕ  

OtrajǕ grupǕ ietilpst autori, kas 1944. gadǕ masveidǕ bija spiesti doties bǛgǸu gaitǕs uz VǕciju 

(Marija AndģǕne, Janǭna Babre, Vladislavs BojǕrs, JǾǺs Leidumnǭks, Francis MurǕns, Paulǭne 

ZalǕne u. c.) un pǛc kǕda laika apmetǕs uz dzǭvi citǕs pasaules valstǭs (LielbritǕnijǕ, ASV, KanǕdǕ). 

Ġǭ pǛtǭjuma ietvaros lielǕkoties apzinǕti autori, kas debitǛja LatvijǕ 20. gs. 20., 30. gados 



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

12 

(M. AndģǕne, V. BojǕrs, J. Leidumnǭks, F. MurǕns) un 40. gados (A. Rode), un tikai daģiem no 

tiem pirmie darbi publicǛti vǛlǕk, sveġumǕ (J. Babre, P. ZalǕne). Ar ġo faktu izskaidrojamas svǛtku 

uztveres analoǥijas ar pirmǕs dzejnieku grupas paustajǕm (plaġǕks apkopojums sniegts 3. attǛlǕ). 

PirmkǕrt, svǛtki tiek aktualizǛti kǕ bȊtisks reliǥiskǕs (kristǭgǕs, katoǸu) tradǭcijas segments, 

kas prombȊtnes apstǕkǸos Ǹauj iedibinǕt kaut ǭslaicǭgu, tomǛr emocionǕlu saikni ar Latviju, paverot 

portǕlu uz zelta pagǕtni (bǛrnǭbas, dabas un reliǥisko svinǭbu skati): ĂTei poġa skaǺa sleid / Kai 

seǺǾk LatvijǕ / Nu augstim tȊrǺgolim, / Tei poġa saule speid // Kai dzymtǕ nȊvǾdǕ / Ap boltim 

dǭvnomiméò (AndģǕne 1951: 47); Ăï Es gorǕ steidzȊs uz sǕtu / Kur svǕtku guǺs vilinȊt speidé / 

Uz bǛrneibas zemi svǕtu / MaǺ ilgas kai komonas sleidéò (AndģǕne 1951: 147); ĂEs gorǕ beju 

dzimtinǛò (Zvǭdris 1974: 162) u. tml. 

OtrkǕrt, svǛtki uztverti kǕ svarǭga nacionǕlǕ kultȊras mantojuma daǸa, ko cenġas izkopt 

un saglabǕt arǭ sveġumǕ, tǕdǛjǕdi apliecinot savu piederǭbu dzimtenei un tautai: ĂNo tautu avotiem 

/ Smelt veldzi zemei dzimtaiò (Rode 1994: 56) u. tml. 

TreġkǕrt, svǛtku sakarǕ aktualizǛta kara un trimdas tǛma: top virkne samǛrǕ pesimistisku 

tekstu, kas pauģ personǭgo pieredzi nometǺu barakǕs, kǕ arǭ mǭtnes zemes telpǕ, kur svǛtki vairs 

neġǵiet ǭsti: ĂAtǭt svǕtki, otkon sǾpes / BǛgǸa sirdi skumdynoj; / DzymtǾs molas gaisa slǾpes, / 

Gaiġu rȊtu nanosojò (Spoǥis 2000: 31); ĂNu tumġǕ neziǺǕ gads gadǕ rité / Sirds gaida svǛtkus ï 

nevar sagaidǭt. / Tik dvǛselǛ vǛl smeldz kǕds mirdzums tǕls ï / Mums nav vairs ZiemsvǛtku, ir tikai 

karnevǕlsò (ZalǕne 2002: 23). 

CeturtkǕrt, saskaroties ar rietumu patǛrniecǭbas sabiedrǭbas ikdienu, sveġumǕ nonǕkuġie autori 

kǸȊst par svǛtku komercializǕcijas procesa tieġajiem lieciniekiem un fiksǛ to savǕ dzejǕ: 

ĂMudģeklis, mudģeklis / Te piǸsǕtas ǭlǾs! / DǾvonu veikġeitis / Ik gǾjǛja rȊkǾs. ïò (BojǕrs 1957: 

91). JǕuzsver, ka tǕ ir tǛma, kas bȊs ǭpaġi aktuǕla jaunǕkǕ posma latgalieġu autoru darbos.  

 
 

3. attǛls. SvǛtku izpratne sveġumǕ tapuġajǕ latgalieġu dzejǕ  

(salǭdzinǕjums ar pirmo tekstu grupu) 
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SvǛtku uztvere pǛc 1991. gada tapuġajǕ latgalieġu dzejǕ  

TreġajǕ grupǕ ietilpst autori, kuru darbi nǕk klajǕ 20. gs. 90. gados, savukǕrt  

21. gs. vǛrojams viǺu literǕrǕs karjeras turpinǕjums (Lǭvija Liepdruviete, Rasma UrtǕne, VoldemǕrs 

Voguls u. c.), kǕ arǭ vesela virkne tieġi 21. gs., t. i., pavisam nesen, debitǛjuġo dzejnieku (Maruta 

Avranļenko, Betija Berga, Anita Mileika, Inta Nagla u. c.), kas caur daiǸradi sevi nereti apliecina kǕ 

postindustriǕlǕs sabiedrǭbas Ăgara produktsò, lǭdz ar to viǺu skatǭjums ir bȊtiski atġǵirǭgs. 

PirmkǕrt, ġajǕ dzejǕ vairs nav aktuǕla svǛtku vǛsturiskǕ un cikliskǕ izpratne (jaunǕkǕ 

paaudze to neizjȊt un, iespǛjams, neatceras), tomǛr, lai arǭ manǕmi retǕk, svǛtki pieteikti kǕ svarǭgs 

nacionǕlǕs kultȊras segments (piemǛram, Rasmas UrtǕnes dzejolǭ ĂAndrejdienaò u. c.). 

OtrkǕrt, joprojǕm svǛtki stabili saistǕs ar reliǥiju, taļu visbieģǕk ġǕda tipa dzejoǸos izskan 

cerǭba rast zaudǛto harmoniju, par spǭti mȊsdienu destruktǭvajam laikmetam, kad ĂgavieǺsò 

iespǛjams Ăar daǺļimò (Lukaġeviļs 2006: 18); ĂIededz sveci, lai gaisma ienǕk, / Cerǭba uzplaukst kǕ 

zieds! / SajȊti tu eǺǥeli blakǕm, Saproti, ka neesi ġai pasaulǛ viens! / SvǛtki atnǕks, ja ticǛsi 

bǛrnam, / Miers atnǕks, ja ticǛsi tamò (Belinska 2016: 28) u. tml. 

TreġkǕrt, vǛl spǛcǭgǕk nekǕ sveġumǕ rakstǭtajǕ dzejǕ jaunǕko autoru darbos parǕdǕs svǛtku 

komercializǕcijas aspekts. Caur to tiek atklǕta mȊsdienu cilvǛku atsveġinǕtǭbas problǛma, garǭgǕ 

izolǕcija, kas kǸȊst acǭmredzama tieġi svǛtku laikǕ, kad daģi sevi priecǛ ar pirktǕm dǕvanǕm: 

ĂPuoruok ilgi jau sieģu / soltajǕ tymsǕ pi Betleju vuortu, / tǕrgojȊt ar gonim, kuri vaira natycȊt 

eǺgelim / i duovonys pierkġȊt sev poġiò (RancǕne 2012: 44) vai arǭ piedalǕs aģiotǕģas pilnajos 

ġopinga svǛtkos: ĂǷǭkǕs, ka cylvǕkus / Pyrms svǕtkim puorjem / Ƿipeiga sǸimeiba taida, / Ka jǭ 

sumkuos kraun vysu / Bez sajǕgys kaidysò (Nagla 2012: 142).  

CeturtkǕrt, kas ir ǭpaġi svarǭgi, neraugoties uz svǛtku sǕkotnǛjo sakrǕlo nozǭmi, tie nereti 

kǸȊst par daudzveidǭgu, daģbrǭd visai pǕrdroġu literǕro eksperimentu objektu, piemǛram, 

ierasto Lieldienu aprakstu vietǕ sniedzot jutekliskǕs dabas impresijas (SkrivǸa-Ļevere 2008: 24) vai 

arǭ uzburot mistǛrijas ar krǭtoġiem raganu kǕtiem un pȊǵa olu (SkrivǸa-Ļevere 2008: 26). TǕdǛjǕdi 

ġobrǭd notiek acǭmredzams svǛtku kultȊras pǕrvǛrtǛjums, modernizǛġana un reizǛ profanǕcija, nereti 

caur provokǕciju un spǛli, uz ko ir spǛjǭgs tieġi mȊsu laikmeta hibrǭdapziǺas (reizǛ nacionǕlǕs un 

rietumu tradǭcijas) nesǛjs. 
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4. attǛls. SvǛtku izpratne latgalieġu dzejǕ pǛc 1991. gada 

(salǭdzinǕjums ar pirmo un otro tekstu grupu) 

 

SecinǕjumi 

SvǛtki ir sabiedrǭbǕ notiekoġo procesu Ălakmusa papǭrsò; tajos nemitǭgi saplȊst tradicionǕlǕs 

(no paaudzes paaudzǛ pǕrmantotǕs) un inovatǭvǕs (jaunradǭtǕs vai pǛc sveġa parauga aizgȊtǕs) 

tendences, kuru proporcionǕlais sadalǭjums spǛj ietekmǛt cilvǛka attieksmi un svǛtku uztveri 

kopumǕ. 

Apliecinot raksta sǕkumǕ izvirzǭto hipotǛzi, jǕatzǭst, ka apzinǕtais dzejas materiǕls diezgan 

precǭzi demonstrǛ svǛtku izpratnes pakǕpenisko maiǺu laikposmǕ no 20. gs. 20. gadiem lǭdz 

mȊsdienǕm, iezǭmǛjot gan stabilus, gan mainǭgus svǛtku uztveres komponentus.  

Par stabilu tendenci atzǭstama svǛtku sasaiste ar reliǥisko sfǛru, kas autorus pirmǕm kǕrtǕm 

raksturo kǕ reliǥiskǕs apziǺas cilvǛkus: viǺu galvenie svǛtki ir ZiemassvǛtki jeb Kristus dzimġanas 

svǛtki, citiem vǕrdiem, ticǭbas apoteoze. SvǛtki tiek uztverti kǕ kaut kas sakrǕls, svǛts, tie veicina 

garǭgo paġatklǕsmi un Ǹauj cerǛt uz harmonisku lǭdzǕspastǕvǛġanu indivǭdam naidǭgos vǛsturiskajos 

un sociǕlajos apstǕkǸos (kara laikǕ, trimdǕ, sabiedrǭbǕ, kas dzǭvo pǛc tirgus likumiem, u. tml.).  

SvǛtki pastǕvǭgi uzskatǭti par savas kultȊras organisko daǸu, kas obligǕti bȊtu jǕsaglabǕ un 

jǕnodod tǕlǕk kǕ nacionǕlais lepnums un valstiskuma pastǕvǛġanas garants. Ġim mǛrǵim tiek 

atspǛkotas sveġas dvesmas: Ăï Merry Cristmass! // NǕ, maǺ navajag!ò (RancǕne 2012: 44).  

JaunǕkǕ posma teksti iezǭmǛ pretǛju situǕciju ï svǛtku kultȊrǕ notiek bȊtiskas pǕrmaiǺas, kuru 

sekas kǸȊst acǭmredzamas tieġi 21. gs. sǕkumǕ: zȊd robeģa starp svǛtkiem un ikdienas dzǭvi, sakrǕlo 

un profǕno, atǸauto un aizliegto, vairs nav vienota priekġstata par svǛtku kalendǕru un gada ciklu, 

aizvien bieģǕk svǛtki asociǛjas nevis ar tradǭcijǕm un paraģǕm, bet gan ar reklamǛtǕm precǛm, un 

paġi par tǕdǕm kǸȊst. Ja vienai autoru daǸai tas izraisa nepatiku un protestu, citi uz ġo procesu reaǥǛ 

neitrǕli, kǕ jau tieġi tǕ dalǭbnieki, jauktǕs apziǺas cilvǛki. PostindustriǕlǕ laikmetǕ viǺi brǭvi 
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eksperimentǛ ar tradicionǕlo kultȊru kopumǕ, interpretǛjot arǭ tǕs organisko un ġǵietami noturǭgǕko 

komponentu ï svǛtkus.  
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Abstract 

Searches for Identity of Latgale in A. Ersôs Works 

Key Words: Erss, Latgale, identity, Catholicism, peculiarity 

The topicality of representing the peculiar cultural region Latgale marked the processes of search for identity in the 

beginning of the 20th century. The historical remoteness period of Latgale ensured that this peculiar mentality maintains 

its patriarchal lifestyle inspired by Catholicism, not including in the context of the newly created state. Such renowned 

writers as A. Austrins. J. Jaunsudrabins, A. Erss allocated a special place to Latgale in their works. Literary critic 

E. Aistars (1899 ï 1998) has named A. Erss the ñfinderò of Latgale. In Ersôs biography Latgale takes a remarkable place 

due to the post-migration period (1911 ï 1914) and his spouse who being a Latgalian was able to acquaint him with 

authentic materials. One third of Ersôs literary works is devoted to decryption of Latgaliansô existence codes.  

Literary critic A. Bracs (1880 ï 1967) considers that Erss has pictured distinctive peculiarity of Latgale with an 

objective, artistic comprehension and interest. Erss reveals that Latgaliansô identity is based on faith, peculiarity of 

language, lifestyle of the multiethnic community, prejudice, belief in the mysterious, splendour of the landscape. Erss 

immerses into the complicated life nuances of the Latgalians emphasizing their heartiness, sincerity which borders on 

naivety, joy of living and loyalty to traditions defined by Catholicism. 

 

Kopsavilkums 

Latgales identitǕtes meklǛjumi ǔ. Ersa darbos 

AtslǛgvǕrdi: Erss, Latgale, identitǕte, katoǸticǭba, savdabǭba 

IdentitǕtes meklǛjuma procesi 20. gadsimta sǕkumǕ LatvijǕ iezǭmǛjǕs ar savdabǭgǕ kultȊrreǥiona -Latgales atveidojuma 

aktualitǕti. Latgalieġu vǛsturiskais noġǵirtǭbas laiks ǸǕvis saglabǕt savdabǭgǕs mentalitǕtes patriarhǕlo, katoǸticǭbas 

inspirǛto dzǭvesveidu, neiekǸaujoties jaunizveidotǕs valsts kontekstǕ. Latgales teksts kǸuva ǭpaġs daudzu populǕru 

rakstnieku darbos: A. AustriǺam, J. JausudrabiǺam, ǔ. Ersam. LiteratȊrkritiǵis E. Aistars (1899ï1998) Ersu nosauc par 

Latgales ''atradǛju''. Ersa biogrǕfijǕ Latgale nozǭmǭga ar pǛcemigrǕcijas periodu (1911ï1914) un dzǭvesbiedri, kura, 

bȊdama latgaliete, iepazǭstinǕjusi ar autentiskiem materiǕliem. Erss latgalieġu esǭbas kodu atġifrǛjumiem velta treġo daǸu 

savu literǕro darbu. PǛc literatȊrkritiǵa ǔ. Braļa (1880ï1967) domǕm, Erss ar objektǭvu, mǕksliniecisku izpratni un 

interesi attǛlojis Latgales ǭpatnǛjo savdabǭbu. Erss atklǕj, ka latgalieġu identitǕtes pamatǕ ir ticǭba, valodas savdabǭba, 

multietniskǕs kopienas dzǭvesveids, aizspriedumi, ticǭba misteriozajam, Latgales ainavas krǕġǺums. Autors iedziǸinǕs 

Latgales sareģǥǭtajǕs dzǭves niansǛs, izceǸot sirsnǭbu, patiesumu, kas robeģojas ar naivumu, dzǭvesprieku un uzticǭbu 

katoliskǕ dzǭvesveida noteiktajǕm tradǭcijǕm. 

 

Ievads  

LiteratȊrzinǕtnes teorijǕ identitǕtes jǛdziens ir bijis aktuǕls vienmǛr. EtniskǕs, reliǥiskǕs, 

sociǕlǕs u.c. piederǭbas apzinǕġanǕs atspoguǸojas literǕrajos tekstos. Latvijas pirmǕs brǭvvalsts 

izveide aktualizǛja jautǕjumu par savdabǭgo kultȊrvǛsturisko apstǕkǸu noteikto Vitebskas guberǺas 

latvieġu ï latgalieġu identitǕti. SabiedrǭbǕ valdoġǕ rezervǛtǕ attieksme pret ġo perifǛro vidi un tǕs 

iedzǭvotǕjiem radoġajiem prǕtiem vedinǕja piedǕvǕt savas refleksijas pastǕvoġo etnisko stereotipu 

maldinǕġanu. Iepazǭstot ġo specifisko kultȊrvǛsturisko reǥionu un iedzǭvotǕjus, aktualizǛjot 

bȊtiskǕkǕs, viǺuprǕt, Latgales identitǕtes ġǵautnes, savos darbos pretstatǭjumǕ Ăcentrs ï perifǛrijaò 

autori, kuri nǕk no Ăcentraò, pauģ viedokli no vǛrotǕja pozǭcijas. RakstǕ salǭdzinǕts pǛtǕmǕ autora 

un viǺa laikabiedru (J. JaunsudrabiǺa, A. AustriǺa) naratǭvs par Latgali. LiteratȊrkritiǵu vǛrtǛjumǕ 

ǔ. Erss (1885 ï 1945) ir Latgales ĂatradǛjsò.  

MǛrǵis: balstoties uz ǔ. Ersa Latgales tekstiem, atklǕt svarǭgǕkos faktorus, kas, viǺaprǕt, 

pozicionǛ Latgales identitǕti: savdabǭgǕ kolorǭtǕ valoda un iedzǭvotǕju multietniskums, senatnes 

mailto:sarmitebuholce@gmail.com
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vǛrtǭbas un katoǸticǭbas kults, misticisms un patriarhǕlǕs tradǭcijas, romantikas, harmonijas un miera 

atraġana dabas skaistumǕ. 

IzmantotǕs metodes: vǛsturiskǕ, zinǕtnisko avotu, dokumentu un publicistikas analǭze  

Teksts 

PǛc Latvijas valsts izveidoġanǕs 20. gadsimta sǕkumǕ Latvijas sabiedrǭbǕ aktualizǛjǕs 

jautǕjums par Vitebskas guberǺas latvieġu ï latgalieġu etnisko identitǕti. TǕ kǕ parǕdǕs teritoriǕlǕ 

kategorija, tad centra un perifǛrijas (ġeit: Latgales S.B.) attiecǭbǕs aktualizǛjas piederǭba noteiktai 

kopienai, sabiedrǭbai un noteiktam vǛsturiskajam un sociǕlajam laikam. Sociologs E.D. Smits 

(1939 ï 2016) identitǕtes pamatiezǭmes definǛ kǕ: Ă1) vǛsturiskǕ teritorija jeb tǛvzeme; 2) kopǭgi 

mǭti un ar vǛsturi saistǭtǕs atmiǺas; 3) vienota tautas kultȊra; 4) visiem sabiedrǭbas locekǸiem 

vienǕdas likumǭgas tiesǭbas un pienǕkumi; 5) kopǭga ekonomika ar iespǛju sabiedrǭbas locekǸiem 

pǕrvietoties savas teritorijas robeģǕs.ò
2
 Latgale politiskǕs noġǵirtǭbas ietekmǛ bija reliǥiski, 

lingvistiski, etnogrǕfiski, saimnieciski, mentǕli savdabǭgs Latvijas kultȊrreǥions. Par aktuǕlo sociǕlo 

dalǭjumu ñǭstajosò ï ļiuǸos un ñneǭstajosô ï ļangaǸos literatȊrzinǕtniece J. Kursǭte (1952) atzǭmǛ: ĂĠǭ 

pretnostatǭjuma ziedu laiki, ġǵiet, bija Latvijas pirmǕs brǭvvalsts gadi, kad latgalieġi, ilgstoġi atġǵirti 

no pǕrǛjiem latvieġu novadiem, bija kǸuvuġi gan saimnieciski vǕjǕki, gan ieraģǕs savǕdǕki, gan 

raksturǕ atġǵirǭgiò
3
. Noliegums, neizpratne, negatǭva attieksme pret Latgali raksturo 20. gadsimta 

sǕkuma Latvijas sabiedrǭbas integrǕcijas procesus. LiterǕrǕ inteliǥence cenġas izprast cǛloǺus ġai 

sabiedrǭbas negǕcijai. 

Latgales tǛma kǸȊst aktuǕla Latvijas radoġajai inteliǥencei. Daudzi autori, inspirǛjoties no 

savas biogrǕfiskǕs pieredzes: ceǸoġanas, dzǭvoġanas LatgalǛ (jo viǺi paġi nav latgalieġi), cenġas 

atġifrǛt ġǭ kultȊrreǥiona kodu, savdabǭgo identitǕti. J. JaunsudrabiǺġ (1877 ï 1962), iepazǭstot 

novadu daudzos ceǸojumos, uzteic, norǕdot uz mazizglǭtotǭbu, Latgales cilvǛku ǕrkǕrtǭgo viesmǭlǭbu, 

pieticǭbu, ļaklumu, kas Ǹautu kǸȊt turǭgǕkiem, ja tiktu apgȊtas mȊsdienǭgas zinǕġanas. Autors 

rezumǛ: ĂTe vǛl valda senļu viesmǭlǭba, savstarpǛjǕ izpalǭdzǛġana, stipra tautas kopǭbas apziǺaò
4
. 

A. AustriǺġ (1884 ï 1934), lǭdzǭgi ǔ. Ersam (1885 ï 1945), pǛcemigrǕcijas periodǕ dzǭvo LatgalǛ, 

apbrǭnojot MǕras zemes dabas harmoniju, ǭpaġi ȊdeǺus, un skumji kluso skaistumu, ticǭbas apgaroto 

sirsnǭgumu. LiterǕts A. ĠvǕbe (1888 ï 1959) recenzijǕ par A. AustriǺa stǕstu grǕmatu ĂMǕras 

zemǛò atzǭmǛ, ka stǕstu galvenie varoǺi Ă[..] divi baltieġi ļyuǸi Rudzons un Krenklis. Tie ir pats 

AustriǺġ un A. Erss. [..] ViǺi brauc uz MǕras zemi ne to izmantot, bet dziedǕt tai slavas dziesmu, 

garǭgi saplȊst kopǕ ar viǺas dabu, Ǹaudǭm un paraġǕmò
5
. AustriǺġ atrod pragmatiski ambivalento 

                                                 
2
 Smits, D. E. NacionǕlǕ identitǕte un citas identitǕtes. NacionǕlǕ identitǕte, AGB, 1997, 22. lpp. 

3
 Kursǭte, J. Ļiulis un ļangalis: ikdienas stereotipi. Nomales identitǕte sastǕdǭtǕja Paklone Inese Rǭga: Madris 2005, 

78. lpp. 
4
 JaunsudrabiǺġ J. Ko vǛroju LatgalǛ. JaunǕkǕs ZiǺas Nr. 159. 

5
 ĠvǕbe, A. Antons AustriǺġ MǕras zemǛ. Latgales tǛlojumi. Otrais izdevums. ĂVaiǺagaò apgǕdǭbǕ, 1922 Ritums, Nr. 3, 

1922. 
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pusi: vientiesǭgumu, pǕrspǭlǛto ticǭbas mistǛriju, ǔ. Erss romantizǛ senatni kǕ ideǕlo, bet aizejoġo 

esamǭbas modeli. Ersa attǕlinǕtǕ laika koncepts nostiprina sabiedrǭbǕ valdoġo aksiomu par Latgales 

savdabǭbu. Autors, mitoloǥizǛjot pagǕtni, akcentǛjot senatnes nozǭmǭgumu, padara to lasǭtǕjam 

attǕlinǕtǕku. SavukǕrt, A. AustriǺġ Latgales bȊtǭbu skaidro kǕ iracionǕlǕ un racionǕlǕ duǕlismu. 

Ersam un AustriǺam kopǭga mǭlestǭba un pietǕte pret Latgali, cieǺa pret MǕras zemi, pirmajam, ar 

smalku humoru, otrajam ar lietiġǵi izsvǛrtu pragmatismu. K. O. KraujiǺġ (1879 ï 1975) par abiem 

Latgales tekstu pionieriem raksta: ĂAustriǺġ taļu mǭlǛja Latgali un latvieġu pusǛ bija viens no 

pirmajiem tilta cǛlǛjiem, kas vienoja svǛto MǕras zemi ar pǕrǛjo Latviju ï tilta, pa kuru garǭgǕm 

vǛrtǭbǕm iekǸȊt no viena radniecǭga novada otrǕ. Ġǭ celġanas darbǕ AustriǺam nǕca talkǕ Erssò
6
.  

Par vienu no ievǛrojamǕkajiem ġǭ novada dzǭves attǛlotǕjiem tiek atzǭts ǔ. Erss (1885 ï 1945). 

LiteratȊrkritiǵis E. Aistars (1899 ï 1998) viǺu raksturo: Ăǔdolfs Erss, lai gan pats nav latgalietis, 

vǛl vienmǛr ir ievǛrojamǕkais Latgales tǛlotǕjs. [..] Erss ir mȊsu Latgales ĂatradǛjsòò
7
. Latgales 

savǕdǭbu Erss pauģ caur tǛlu emociju patiesumu, brǭģiem, naivumu, ticǭbu katoliskajǕm nostǕdnǛm 

un dzǭvesprieku, uzsverot, ka patiesǕ Latgales identitǕtes izpratne meklǛjama pagǕtnǛ.  

ǔ. Ersa Latgales tekstu pamatǕ ir autobiogrǕfiskǕ projekcija: atgrieġanǕs no piespiedu 

emigrǕcijas, dzǭvoġana ar sveġu pasi, sadarbǭba ar Vidzemes un Kurzemes latvieġiem RǛzeknǛ, 

iepazǭġanǕs ar nǕkamo dzǭvesbiedri, ar viǺas plaġo radu saimi. Autors nepǕrtraukti vǕc autentiskus 

materiǕlus par ġo reǥionu: uzklausa sarunu biedrus, dokumentǛ to. PiemǛram, divu vecticǭbnieku 

tǛva un dǛla sareģǥǭtǕs dzǭves situǕcijas novǛrtǛjums: ĂViǺi sȊdzǛjǕs par dzǭvi un stǕstǭja arǭ, cik 

grȊti klǕjas latgalieġiem latvieġiem, kam jǕdzǭvo blakus vecticǭbniekiemò
8
. Ersam ir 20. ï 30. gadu 

piezǭmju bloki, kuros ir materiǕli par Latgali: pieraksti par Latgales pagastu vǛsturi, sadzǭvi, 

kultȊru, ceǸojumu apraksti, apvidvǕrdi, vietvǕrdi, latgalieġu mǕju nosaukumi un uzvǕrdi. PiemǛram, 

uzvǕrds ĂPuġmucǕnsò kǸȊst par PuġmucǕnu sǕdģas nosaukumu. Ersam kǕ mȊziǵim rȊp latgalieġu 

tautasdziesmu liktenis ï viǺġ piedalǕs ġǭ folkloras materiǕla vǕkġanas un saglabǕġanas procesǕ. ViǺa 

sievas H. Ersas ï Kozlovskas (1895 ï 1949) koncertu ievadvǕrdos Erss lasa referǕtus par Latgales 

garamantǕm. Latgales novada vǛsturei autors velta apcerǛjumu ĂKas ġǵǭra, kas vienojaò
9
. 

Latgalei veltǭtie dzejoǸi dzejas krǕjumǕ ĂAmora dǕrzsò (1923) piesaista ar apgarotiem ticǭbas 

apliecinǕjumiem: Ăkrusta tǛluò, JǛzu, Ădievanamu ar torǺu stariemò, plebǕniju, kurai jǕlǕpa jumts, ar 

aristokrǕtu dzǭves norisǛm senajǕs muiģǕs un parkos, ar dabas mȊģǭgo skaistumu: ezeru ȊdeǺiem, ar 

zemnieku ciemiem, kuros krǕġǺo dabas ainavu fonǕ harmonizǛjas smagǕ fiziskǕ darbǕ pavadǭtǕ 

latgalieġa ikdiena. Dzejas tǛlos vǛstures sareģǥǭto kolǭziju fonǕ izkristalizǛjas Latgales identitǕtes 

kods: ĂKǕ noslǛpums ġǭ zeme miglainǕ, Grib poǸu pans, grib krievu bajǕrs viǺu. SlǛdz dienu raizǛs 

                                                 
6
 KraujiǺġ, K. GarǕs jȊdzes gǕjǛjs. TǛvija, Nr.99, 1944. 

7
 Aistars E. Sejas aiz maskǕm. ERVA 1936, 85. lpp. 

8
 Erss, ǔ. Latgales vecticǭbnieki Maġǭnraksts 116 673. 

9
 Erss, ǔ. Kas ġǵǭra, kas vienoja. RMM 116682 ǔ. Ersa kolekcija. 
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gausos prǕtus tǕ, Zem krusta skumdama ar grǛku ziǺu.ò
10

 LiteratȊrzinǕtnieks R. Egle, raksturojot 

ĂAmora dǕrzuò, norǕda uz Ersa pietǕti pagǕtnei: ĂVisvairǕk romantikas ir Latgales dzejǕs 

(5. nodaǸa) un dzejǕs par ItǕliju. PirmajǕ dzejnieks, vǛrodams dziestoġo dabas skaistumu, lȊko atgȊt 

to, kas zudis, kas bijis; otrǕ ï senǕs iedomǕtǕs ǭstenǭbas apstarojumǕ redz esoġo.ò
11

 SakrǕlǕs Ǜkas 

(baznǭcas, plebǕnijas), priekġmeti (baznǭcu interjers), ar kalpoġanu dievam saistǭtie cilvǛki 

(baznǭckungi, pǛrminderi) ï kǕ viena no svarǭgǕkajǕm ġǭ novada identitǕtes iezǭmǛm: ticǭba. ǔ. Erss 

rezignǛ arǭ prozas darbos, piemǛram, krǕjumǕ ĂVecǕ Latgaleò (1931) stǕstǕ ĂPie krustaò, kur 

atmiǺas par seniem laikiem kǸȊst nenoturǭgas, mainǕs kultȊrvǛrtǭbu izpratne un attieksme pret tǕm: 

ĂKrusts palika ar vecǕs Latgales atmiǺǕm, kuras gadu no gada kǸuva citǕdas, senos ieradumos 

lȊkodamǕs kǕ caur apsȊbǛjuġǕm logu rȊtǭm. VecǕ Latgale aiziet pretim citai dzǭvei, kurai jǕnǕk ar 

jauniem laikiem un jaunǕm domǕm. Krusts paliek ar katru vasaru vientuǸǕksò
12
. RomǕnǕ ĂKrusts 

ceǸmalǕò (1938) ġǭ sakrǕlǕ zǭme personificǛta, kas lǭdzǭgi vecǕkiem izdzǭvo katra cieminieka likteni. 

Par to raksta E. Aistars: ĂTǕ ir autora ǭpatnǛja iejuġanǕs tǛlojamos priekġstatos ï priekġmetu 

dvǛseles redzǛġanaò
13

. 

Ar pirmo Latgalei veltǭto stǕstu ĂNo burvju kausaò (1914), autors aizsǕk prozas posmu savǕ 

daiǸradǛ (lǭdz tam ir rakstǭjis dzejoǸus), to gadu vǛlǕk nodrukǕ laikrakstǕ ñLǭdumsò, bet 1920. gadǕ 

tas ievada stǕstu krǕjumu ĂMaskasò. JǕatzǭmǛ, ka ġajǕ apstǕklǭ izsekojams Ersa literǕro darbu 

transfǛrs pie lasǭtǕja: laikraksts ï grǕmata. GalvenǕ varoǺa bruǺinieka Franļa romantiskajǕs 

paġrefleksijǕs par dvǛseles dzǭvi realitǕtes ainas, patiesi notikumi pǕraug mǭtiskos redzǛjumos, 

kurus savǕs atmiǺǕs glǕbǕ ticǭgie katoǸi: ĂKatoleete teica, ka Labrenļa nakts ainu redzǛjusi maizes 

cepeja sieva un ari viǺas paġas vǭrsò
14
. KatoǸticǭba ir tas caurviju motǭvs, kas vieno visus Ersa 

literǕros darbus par Latgali: to apstiprina sakrǕlǕ terminoloǥija (latǭniski: Dixit Dominus, 

Magnificat), sarunvalodas vǕrdi un izteicieni (DievmǕtes tǛls, jǕpateicas Dievam, slaucamǕ gunǭ), 

epiteti (mirstoġi eǺǥeǸi), salǭdzinǕjumi (diena gaiġa kǕ baznǭca, baznǭca kǕ balts eǺǥelis). 

Autentiskai vides uztverei un Latgales kolorǭta izveidei autors izmanto apvidvǕrdus, 

piemǛram, ļiuls (latvietis), brǭnǭgs (skaists), nabaġnieks (lǭǵis), skustiǺġ (lakatiǺġ) un izteicienus, 

piemǛram, ĂJezus saldenaisò. KǕds PuġmucǕnu sǕdģas latgalietis Bartolomejs savǕ 

kinematogrǕfiskajǕ stǕstǕ atspoguǸojot latgalisko pasaules modeli: sociǕlǕs dzǭves nianses, attieksmi 

pret lǭdzcilvǛkiem, pǕrspǭlǛto katoǸticǭbu simbiozǛ ar mǕǺticǭbu, vientiesǭbu, saǺem autora smalkǕs 

ironijas un humora devu. KǕ atzǭmǛ A. Goba (1932): Ă[..] ir divas galvenǕs pazǭmes: ironiska, 

skeptiska, lai arǭ vispǕr smalkjȊtǭga un neuzkrǭtoġa pieeja Latgales ǭpatnǭbǕm, un ï stipri 

                                                 
10

 Erss, ǔ. Amora dǕrzs. Latvju kultȊra, 1923, 161. lpp. 
11

 Egle, R. ǔdolfs Erss. Amora dǕrzs. Dzejas. Latvju GrǕmata, Nr. 11ï12 (01.11.1923). 
12

 Erss, ǔ. VecǕ Latgale. ǔdolfa Ersa stǕsti. Latvju kultȊra, 1931, 180. lpp. 
13

 Aistars E. Sejas aiz maskǕm. ERVA 1936, 101. lpp. 
14

 Turpat, 42. lpp. 

http://www.periodika.lv/periodika2-viewer/view/index-dev.html?lang=fr#issue:/p_001_lagr1923n11-12|issueType:P
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anekdotisks rakstursò
15
. Autors lǭdzpǕrdzǭvo un ar vieglu humoru ataino sareģǥǭto sadzǭves apstǕkǸu 

inspirǛtǕs nedienas. ReǕlas sadzǭves ainas, paspilgtinǕtas ar ǭpaġo Ădabǭgu vientiesǭbas humoruò
16

, 

kǕds pǛc E. Aistara vǛrtǛjuma ir Ăgandrǭz vai ik lappusǛò
17
. Ġajos stǕstos un novelǛs par Latgali 

parǕdǕs ǔ. Ersa talanta ġǵautnes, kǕ atzǭst dzejnieks A. VǛjǕns (1927 ï 2005): ĂLatgale ievada 

rakstnieku vǛrienǭgǕkos prozas ceǸos, atklǕj viǺa patiesǕs stǕstnieka un romǕnista dotǭbas.ò
18
KatoǸu 

dzǭvesveida atainojums, seno laiku romantiskais skatǭjums pieder pie ǔ. Ersa Latgales identitǕti 

raksturojoġiem elementiem. Savos stǕstos Erss pozicionǛ Latgales toposu, piemǛram, stǕstǕ ĂNo 

burvju kausaò ievadǕ norǕdǭts precǭzs bruǺinieku ceǸojuma marġruts: ĂMȊsu ceǸġ eet caur 

Daugavpili un Roziteni uz Pleskavas novadeem. Nu jau nedeǸa ir pagǕjusi, kamǛr apmetamees 

Rozitenes meestǕ.ò
19

 Visu notikumu, sarunu, pǕrdomu, attiecǭbu fons ir krǕġǺǕ Latgales dabas 

ainava. Erss akcentǛ domu par to, ka tǕ ir lǭdzvǛrtǭga pasaules etaloniem, ja tikai sociǕli 

ekonomiskie apstǕkǸi to atǸautu: ĂEģa ezers atrodas Latgales kalnainǕ dienvidu austrumu stȊrǭ, 

verstu trǭsdesmit no krievu robeģǕm, bet no dzelzceǸa vǛl tǕlǕk. Gadiem te neiemaldǕs ceǸotǕjs. Ja 

turp ietu dzelzceǸġ, diezin vai ġis ezers neiegȊtu tǕdu paġu slavu, kǕ Komo, vai Lago-Madģiore?ò
20

.  

 Ġeit jǕatzǭmǛ vǛl viena svarǭga Latgalei neiztrȊkstoġa identitǕtes iezǭme: daudznacionǕlǕ sastǕva 

kolorǭti nominanti ï krievu vecticǭbnieki. Izsekojot stǕstu un romǕnu galveno varoǺu (Ignata, 

Griġkas, FeǺas, Grigorija Agurjanova) attiecǭbu kolǭzijǕm, lasǭtǕjs iepazǭst vecticǭbnieku paraģas un 

tradǭcijas: lǭgavu zagġanu JaunajǕ gadǕ vai MeteǺos, jauno cilvǛku dzerġanas netikumu, attiecǭbu 

fizisku kǕrtoġanu supretkǕs (svǛtku ballǭtǛs). Erss savǕ publicistiskajǕ rakstǕ ĂLatgales 

vecticǭbniekiò precǭzi norǕda trȊkumus: ĂKamdǛǸ taisni vecticǭbnieki ir tǕdi izcilus ǵildnieki, 

kamdǛǸ viǺu morǕliskais lǭmenis tik zems? CǛloǺi meklǛjami izglǭtǭbas trȊkumǕ un reliǥijas 

primitivitǕtǛ. [..] ViǺu ticǭbǕ lielǕkais grǛks ir satikties ar citas ticǭbas cilvǛkiem. GrǛks iet teǕtros, 

koncertos, bet supretkǕ var iet, var sadzerties un izkauties, no tǕ visa var noġǵǭstǭtiesò
21
. Latgalieġu 

tradǭciju patriarhǕlǕ noteiktǭba liedz veidot jaunieġu personǭgǕs attiecǭbas. Ġo aspektu atklǕj ǔ. Ersa 

plaġǕkie prozas darbi ï Latgales tǛmai veltǭtie romǕni ñAglonas DievmǕtes atgrieġanǕsò (1927), 

ĂKrusts ceǸmalǕò (1938) un diloǥija ĂZemes balsisò (ñMǕtes dziesmaò (1939), ñZemes uzvarǛtǕjiò 

(1940)). Tie rodas tad, kad autors guvis dzǭves pieredzi un uzkrǕjis faktoloǥisku materiǕlu. PǛteris 

Aigars (1904 ï 1971) atzinǭgi novǛrtǛ: ĂViǺġ (ǔ.Erss, S.B.) papriekġu krǕj materiǕlus un iespaidus 

un tikai pǛc tam ǵeras pie spalvas, kad viss pǕrdomǕts un izsvǛrts. éSiģetus tiem viǺġ noskatǭjis 

tautǕ vai arǭ viǺa kundze izstǕstǭjusi, kurai bagǕtǭgs krǕjums nostǕstu un anekdotu no senǕs Latgales 

                                                 
15

 Goba, A. ǔdolfs Erss un Latgale. Daugava 1931, 1505. lpp. 
16

 Aistars, E. Sejas aiz maskǕm. ERVA 1936, 100. lpp. 
17

 Turpat,100. lpp. 
18

 VǛjǕns, A. Latgales tǛlotǕjs. Mǭlestǭbas zeme. Karogs, 1986 Nr. 1, 159. lpp. 
19

 Erss, ǔ. Maskas. StǕsti. RǭgǕ: grǕmatu apgǕdniecǭba ĂVaiǺagsôô, 1920, 5. lpp. 
20

 Erss, ǔ. Latgales stǕsti. Gar ezeriem. RǭgǕ: Latvju KultȊra, 1926, 119. lpp. 
21

 Erss, ǔ. Latgales vecticǭbnieki Maġǭnraksts RMM 116 673 ǔ. Ersa kolekcija. 



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

22 

dzǭvesò
22
. ParalǛles un alȊzijas ar iepriekġǛjiem darbiem velkamas romǕna tǛlos ï ValǛrijas un 

vecticǭbnieka ArbidǕnu Grigorija, Ignata un Geles mǭlestǭbas izvǛlǛs stǕstǕ ĂAntonija atdzǭvoġanǕsò 

(1922). Jaunieġu attiecǭbas pakǸautas laikmeta un socializǕcijas raksturǭgǕkajǕm izvǛlǛm: mǕkslas 

vide un zemnieku dzǭvesveids, konfesionǕlǕ piederǭba, aizspriedumi un gadsimtu tradǭcijas, 

grandiozie Griġkas sapǺi. Daudzi analoǥiski fakti kǕ caurviju motǭvs vieno darbus, pilnveidojas, 

paplaġinǕs. 

ǔ.Erss atklǕj latgalieġu vǛsturisko, patieso, savdabǭgo un bȊtisko. Katrs tǛls ir kolorǭts, 

realitǕtǛ balstǭts, autora dzǭves pieredzes inspirǛts, ietverot sevǭ Latgales savdabǭbu, 

neatkǕrtojamǭbu, veidojot kolorǭtu multinacionǕlu kultȊrainu. Erss iedziǸinǕs Latgales sareģǥǭtajǕs 

dzǭves niansǛs, atklǕjot un izceǸot sirsnǭbu, patiesumu, naivumu, dzǭvesprieku. Latgales mentalitǕte 

tiek prezentǛta kǕ dziǸa garǭguma un materialitǕtes simbioze, kǕ savdabǭga etnosistǛma, kuras 

identitǕte ir vǛsturiski determinǛta. Erss atklǕj, ka pamatǕ ir valodas savdabǭba, ticǭba, multietniskǕs 

kopienas dzǭvesveids, aizspriedumi, ticǭba misteriozajam, dabas ainavas krǕġǺums. Autors izceǸ 

sirsnǭbu, dzǭvesprieku un gadsimtiem noteiktǕs tradǭcijas. Erss parǕda Latgali senatnǛ, akcentǛjot to 

kǕ paraugu. Autora pietǕte pagǕtnei attǕlina lasǭtǕju no autentiskas Latgales situǕcijas izpratnes.  

SecinǕjumi 

RezumǛjot iepriekġ teikto: ǔ. Erss pieder pie Latgales kvintesences atklǕjǛjiem. Latgale viǺa 

tekstos no perifǛrǕ toposa kǸȊst par centrǕlo, svarǭgo. Tiek izveidota pozitǭva latgaliskǕs identitǕtes 

substance. Latgalieġu savdabǭba: kolorǭtǕ valoda, emocionǕlais patiesums, dzǭvesveids ir kǕ ideǕlǕs 

lietu kǕrtǭbas paraugs, kǕ centrǕlǕ, ErsaprǕt, dzǭvesziǺas telpa, ja vien varǛtu paturǛt aizejoġǕs 

sentǛvu vǛrtǭbas, ar smalku humoru novǛrst esoġos trȊkumus: vientiesǭbu, misticismu, ticǭbas 

pǕrspǭlǛjumus. VienǭgǕ nepǕrprotami harmoniskǕ identitǕti veidojoġǕ ġǵautne savǕ veldzǛjoġajǕ 

pirmatnǭgumǕ un lǭdzvǛrtǭbǕ pasaules etaloniem ir Latgales dabas ainavu krǕġǺums. 
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Abstract 

The Representation of Latvian Identity and Assimilation in I. Leitisô un U. Briedisô Travel Diary  

ñIn Search of Latvians in Siberiaò 

Key Words: travelogue, travel diary, Siberia, cultural heritage, identity, assimilation 

The image of Siberia has appeared in a number of works by various writers ï Latvian, Russian, European and even 

American. This place has always attracted travellers from different countries due to numerous reasons: its controversial 

history, the mixture of cultures, quite exotic space, and other. 

For the Latvian nation the space of Siberia has been primarily associated with the process of exile of Latvians in 1937ï

1938 that was demanded by the Soviet regime and their consequent immigration and settling in Siberia. One of the 

contemporary Latvian travelogue writers, who is widely known as the one, who describes the life of Latvian immigrants 

in Siberia in her travel diary Austrumos no saules un ziemeǸos no zemes (2005), is Inga ǔbele. Her travelogue bases on 

the writerôs three weeks trip to Bobrovka village in Omsk region, a home of around 150 Latvian immigrants. 

Ingvars Leitis is another traveller, who in 1975 undertook a trip to Siberia in search of his fellow countrymen. This 

travel could be regarded as quite unusual for those times: by bicycles from Riga to Vladivostok, which seemed rather 

complicated and very risky. Many years later, in 2016, the travel diary by I. Leitis and U. Briedis (a photographer) ñIn 

Search of Latvians in Siberiaò (ñLatvieġus SibǭrijǕ meklǛjotò) has been published. The travelogue represents not only 

the two young man adventures during their trip or the description of the places they visit; it focuses on the image of 

people, the Latvians they meet on their way, on their culture, traditions and the way of life. 

Thus, the aim of the present article is to reveal the identity of the Latvian immigrants in Siberia, to trace the signs of 

their assimilation, to analyse the influence of Soviet regime on the destiny of the Latvian nation. 

 

Kopsavilkums 

Latvieġu identitǕtes un asimilǕcijas tǛlojums I. Leiġa un U. Brieģa ceǸojumu dienasgrǕmatǕ  

ĂLatvieġus SibǭrijǕ meklǛjotò 

AtslǛgvǕrdi: travelogs, ceǸojuma dienasgrǕmata, Sibǭrija, kultȊras mantojums, identitǕte, asimilǕcija 

Sibǭrijas tǛls parǕdǕs vairǕku rakstnieku ï latvieġu, krievu, Eiropas un pat amerikǕǺu ï darbos. Ġǭ teritorija ir vienmǛr 

valdzinǕjusi ceǸotǕjus no daģǕdǕm valstǭm vairǕku iemeslu dǛǸ: neviennozǭmǭgo vǛsturisko notikumu dǛǸ, vairǕku 

kultȊru sajaukġanos dǛǸ, diezgan eksotiskǕs mǕkslinieciskǕs telpas dǛǸ utt. 

Latvijas tautai Sibǭrijas telpa pirmkǕrt asociǛjǕs ar izraidǭġanas procesu 1937.ï1938. gados, ko pieprasǭja Padomju 

reģǭms, un ar to saistǭto imigrǕciju un latvieġu apmeġanos SibǭrijǕ. Viena no mȊsdienu latvieġu ceǸojuma aprakstu 

autorǛm, kas ir plaġi pazǭstama ar savu ceǸojuma dienasgrǕmatu Austrumos no saules un ziemeǸos no zemes (2005), kur 

viǺa apraksta latvieġu imigrantu dzǭvi SibǭrijǕ, ir Inga ǔbele. ViǺas travelogs balstǕs uz autores trǭs nedǛǸu braucienu uz 

Bobrovkas ciematu Omskas reǥionǕ, kurǕ dzǭvo ap 150 latvieġu imigrantu. 

Ingvars Leitis ir vǛl viens ceǸotǕjs, kurġ 1975. gadǕ veica braucienu uz Sibǭriju tautieġu meklǛġanǕ. Ġo ceǸojumu var 

uzskatǭt par diezgan neparastu tajǕ laikǕ: ar velosipǛdiem no Rǭgas uz Vladivostoku, kas ġǵita diezgan sareģǥǭti un Ǹoti 

riskanti. Daudzus gadus vǛlǕk, 2016. gadǕ, tika publicǛta I. Leiġa un U. Brieģa (fotoģurnǕlists) ceǸojuma dienasgrǕmata 

"Latvieġus SibǭrijǕ meklǛjot". TǕ atspoguǸo ne tikai divu jaunieġu piedzǭvojumus ceǸojuma gaitǕ vai viǺu apmeklǛto 

vietu aprakstus; tas fokusǛjas uz cilvǛka tǛlu, to latvieġu tǛliem, kurus abi ceǸotǕji satiek savǕ ceǸǕ, kǕ arǭ uz viǺu 

kultȊru, tradǭcijǕm un dzǭvesveidu. 

TǕdǛjǕdi, ġǭ raksta pamatmǛrǵis ir noteikt latvieġu imigrantu identitǕtes pazǭmes, ko viǺi tika saglabǕjuġi dzǭvojot 38 

gadus SibǭrijǕ; izsekot tautas asimilǕcijas iezǭmes; analizǛt padomju reģǭma ietekmi uz Latvijas nǕcijas likteni. 

 

Ievads: ģanra iezǭmes, tipoloǥija un tematoloǥija 

CeǸojuma apraksta ģanrs jeb travelogs (aizguvums no angǸu valodas) jau kǕdu laiku ir 

izskatǭts un interpretǛts mȊsdienu literatȊrzinǕtnǛ, kǕ hibrǭdģanrs, kas ir izveidojies starp 

dokumentǕlo literatȊru un daiǸliteratȊru; tas ietver gan sociǕlo kultȊras parǕdǭbu liecǭbas, gan arǭ 

mailto:diana.ozola@du.lv
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mȊsdienas literǕrǕ kanona specifiskǕs mǕkslinieciskǕs izpausmes
23

. To hibriditǕti uzsver vairǕki 

pasaules literatȊras pǛtnieki. TǕ Tims Jangs (Tim Young
24
) savǕ pǛtǭjumǕ par ceǸojuma apraksta 

ģanru piedǕvǕ vairǕku kritiǵu domas saistǭtas ar ģanra neviendabǭgumu. PiemǛram Karls Tomsons 

(Carl Thomson) atzǭmǛ, ka pats termins ietver sevǭ formu, veidu un marġrutu neaptveramu 

daudzveidǭbu
25
. Mihaels Kovaleskis (Michael Kowaleski), akcentǛjot ģanra neviendabǭgu raksturu, 

norǕda, ka ġǭs ģanrs bieģi vien aizgȊst no memuǕriem, ģurnǕlistikas, vǛstulǛm, ceǸveģiem, 

konfesionǕlǕ naratǭva, un, vissvarǭgǕk, no daiǸliteratȊras
26
. CeǸojuma apraksta ģanra tipoloǥija, 

laika gaitǕ mainoties, pǕrsteidz ar savu daudzveidǭbu. TradicionǕlo travelogu formu (romǕnu, 

noveǸu, stǕstu utml.) vietǕ nǕk jaunǕs ï mazas ģanra formas (dienasgrǕmatas, ceǸojumu piezǭmes, 

esejas, vǛstules utml.) ar vairǕkǕm mȊsdienu ǭpatnǭbǕm un modifikǕcijǕm. I. Leiġa un U. Brieģa 

jaunais ceǸojuma apraksts ir spilgts piemǛrs ġǕda veida transformǕcijai. TǕ ir dokumentǕlǕ proza, 

proti, ceǸojuma dienasgrǕmata, tǕs ǭpatnǛjǕ, pat nedaudz neparastajǕ formǕ. Ġo ǭpatnǭbu no vienas 

puses veido teksts tradicionǕlajǕ dienasgrǕmatas formǕtǕ (ar datumiem, laikiem, vietu nosaukumiem 

utml.), kas ir papildinǕts ar piezǭmǛm, ar lielu skaitu fotogrǕfiju, dokumentu kopiju, avǭģu rakstu 

kopiju, kartes fragmentu utt., kas veido tǕ saucamo paratekstu. 

Ǭpaġa loma ir arǭ ceǸojumu aprakstu tematoloǥijai. Daģas ǥeogrǕfiskǕs un topogrǕfiskǕs vietas 

ir bieģi akcentǛtǕs pasaules literatȊrǕ, kas var kǸȊt par analǭzes un salǭdzinǕġanas objektu mȊsdienu 

literatȊrzinǕtnes ietvaros. TǕ Sibǭrijas tǛls ar savu plaġo un eksotisko mǕksliniecisko telpu, 

neviennozǭmǭgo vǛsturi, specifisko kultȊru un dzǭves veidu ir vienmǛr valdzinǕjis gan pasaules 

ceǸotǕjus, gan rakstniekus. SǕkot ar 17. gadsimtu, Sibǭrijas hronotopu galvenokǕrt interpretǛja 

krievu rakstnieki un ceǸotǕji. Sibǭrijas tǛls iegȊst ǭpaġu popularitǕti 19. gadsimtǕ, kad parǕdǕs 

ievǛrojams daiǸliteratȊras un zinǕtniski populǕro tekstu klǕsts, pǕrsvarǕ krievu valodǕ, kas veltǭti 

Sibǭrijai, tǕs dabas ainavai, kultȊrai un iedzǭvotǕjiem. Laika gaitǕ Sibǭrijas tǛls iegȊst vairǕkas 

interpretǕcijas. 18. gadsimta ceǸotǕjiem un autoriem tǕ bija sveġa zeme, kura daģkǕrt pat neasociǛjǕs 

ar Krieviju. Daģi autori interpretǛja Sibǭrijas tǛlu kǕ aukstuma (ziemas) vai nakts (mǛness) reǥionu. 

TǕ bieģi vien tika attǛlota kǕ plaġu teritoriju reǥions ar bagǕtǭgiem dabas resursiem. TomǛr 

vairǕkiem latvieġu rakstniekiem un ceǸotǕjiem Sibǭrija asociǛjǕs ar cietumu un trimdas vietu; to 

vietu, kur Latvijas iedzǭvotǕji bija simtiem deportǛti 1937ï1938 gados Padomju Savienǭbas reģǭma 

                                                 
23

 Travelogue is a hybrid genre developed between documentary literature and fiction; it incorporates both the 

testimonies of socio-cultural phenomena of the time of their production and the specific artistic expressions of its 

contemporary literary canon.ò In: Burima M. Orientalism, Otherness and the Soviet Empire: Travelogues by Latvian 

Writers of the Soviet Period. In: Journal of Baltic Studies, Vol. 47 (1), January 2016, 65. 
24

 Youngs T. The Cambridge Introduction to Travel Writing. Cambridge: Cambridge University Press, 2013. 
25

 [..] encompasses a bewildering diversity of forms, modes and itineraries. In: Thomson C. Travel Writing. London: 

Routledge, 2011. In: Youngs T. Introduction: Defining the Terms. In: The Cambridge Introduction to Travel Writing. 

Cambridge: Cambridge University Press, 2013, p. 1. 
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 [..] it óborrows freely from the memoir, journalism, letters, guidebooks, confessional narrative, and, most important, 

fictionô. In: Youngs T. Introduction: Defining the Terms. In: The Cambridge Introduction to Travel Writing. 

Cambridge: Cambridge University Press, 2013, p. 1. 
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ietekmǛ. MȊsdienu latvieġu literatȊrǕ Sibǭrijas tǛls parǕdǕs vairǕkos literǕrajos tekstos. Par Sibǭriju 

rakstǭja Sandra Kalniete savǕ romǕnǕ ĂAr balles kurpǛm Sibǭrijas sniegosò, kas ir izdots 2001. gadǕ 

un kas ir paġas autores atmiǺas attǛlojums. Latvieġu ceǸojumu aprakstu autore Inga ǔbele pievǛrġas 

Sibǭrijas telpai savǕ ceǸojuma dienasgrǕmatǕ ĂAustrumos no saules un ziemeǸos no zemesò (2005), 

balstoties uz savu trǭs nedǛǸu ceǸojumu un dzǭvi Augġbebru ciematǕ Omskas apgabalǕ, kur lǭdz 

ġodienai dzǭvo ap 150 Latvijas imigrantu. 

Austrumu latvieġu diaspora ir sastopama daudzos mȊsdienu Krievijas reǥionos, sǕkot ar 

Pievolgas teritoriju, kur 1875. gadǕ tika dibinǕts latvieġu ciems ar nosaukumu SarkanǕ Baltija, lǭdz 

paġai Vladivostokai. Ingvars Leitis ar savu lǭdzbraucǛju, fotoģurnǕlistu Uldi Briedi, apciemo savǕ 

pirmajǕ 1975. gada velobraucienǕ 19 imigrantu ciemus un apraksta to iedzǭvotǕjus, viǺu likteni, 

dzǭvesveidu, kultȊru un tradǭcijas nesen izdotajǕ ceǸojuma dienasgrǕmatǕ. 

I. Leiġa un U. Brieģa ceǸojuma dienasgrǕmata: galvenǕs stilistiskǕs un tematiskǕs ǭpatnǭbas 

AnalizǛjot Leiġa un Brieģa darbu, uzreiz rodas daģi jautǕjumi sakarǕ ar ģanra noteikġanu 

(ceǸojuma dienasgrǕmata) un ar diezgan lielu, 40 gadu laika intervǕlu no paġa ceǸojuma lǭdz 

grǕmatas izdoġanǕs gadam (1975ï2016). PirmkǕrt, vai lasǭtǕjs ġo ceǸojuma aprakstu var uzskatǭt par 

dienasgrǕmatu ġǭ termina pamatnozǭmǛ? Sniedzot pozitǭvo atbildi, mǛs varam paǸauties tikai un 

vienǭgi uz to, ka paġi autori to nosauca par ceǸojuma dienasgrǕmatu. TurklǕt, darbam ir 

dienasgrǕmatas struktȊra ar datumiem, laikiem un vietu nosaukumiem. Taļu tǕ ir rakstǭta 

mȊsdienǕs, jau citǕ laikmetǕ un citǕs ideoloǥijas apstǕkǸos. Uz jautǕjumu, kǕpǛc ġis travelogs tik ilgi 

nǕca pasaulǛ, ir grȊti dot viennozǭmǭgo atbildi. VisloǥiskǕk, analizǛjot tǕ laika vǛsturiski-politisko 

situǕciju, bȊtu pieǺemt, ka 1970-o gadu cenzȊra nekǕdǕ gadǭjumǕ neǸautu publicǛt ġǕda veida 

aprakstu, kas kǸuva iespǛjams tikai pǛcpadomju laikǕ. LiteratȊrzinǕtniece Maija Burima (2011) 

vienǕ no saviem pǛtǭjumiem izsaka domu, ka bijuġǕs Padomju Savienǭbas vektors ir aktualizǛts to 

autoru darbos, kuri ceǸoja Padomju Savienǭbas laikos. ViǺi dalǕs ar saviem nepublicǛtajiem tajǕ 

laikǕ tekstiem, jo tad viǺi nebija pǕrliecinǕti, ka cenzȊra Ǹautu tos publicǛt aizliegto tǛmu dǛǸ.
27

 

Anneli Kovamees (2008), analizǛjot ceǸojumu aprakstus Igaunijas literatȊrǕ, atzǭmǛ: Katra vieta, 

kur kǕds ceǸo, varbȊt attǛlota daģǕdos veidos ï tajǕ paġǕ laika periodǕ, taļu citǕs ideoloǥijas 

apstǕkǸos
28
. TǕtad Sibǭrijas tǛls Leiġa darbǕ ir atspoguǸots ar Padomju Savienǭbas reģǭma nokrǕsu 

mȊsdienu reprezentǕcijǕ. 

                                                 
27

 ñThe vector of the former Soviet Union is actualized by writers who had been there during the time of the Soviet 

Union. They share their previously unpublished texts as they had no certainty that censorship would have allowed to 

publish them due to critical or banned topics.ò In: Burima M. 2011. Travelogues in Latvian Literature (late 20
th
 ï early 

21
st
 century): Deconstruction and Reconstruction of Mental Borders. In: Environmental Philosophy and Landscape 

Thinking. Tallinn, p. 285. 
28

 Every place, where one travels, can be depicted in different ways ï during the same epoch, but under different 

ideological conditions. In: Kovamees A. Moscow to Rome: from one Centre to another. In: Back to Baltic memory: Lost 

and Found in Literature 1940-1968 (Edited by E. EglǕja-Kristsone, B. Kalnaļs). Rǭga: LU LiteratȊras, folkloras un 

mǕkslas institȊts, 2008, 227. lpp. 
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Savos aprakstos ceǸojuma dienasgrǕmatas autori izvirza priekġplǕnǕ vǛsturiskus notikumus, 

kǕ arǭ tautas un atseviġǵu cilvǛku likteǺus, kuri nonǕk lǭdz lasǭtǕjam caur 1938. gada notikumu 

liecinieku dzǭvesstǕstiem. DienasgrǕmatai un fotogrǕfijǕm ir vǛsturisku dokumentu svars. TǕs 

apliecina abu ceǸotǕju apbrǭnojamu spǛju pildǭt misiju, kas ir nozǭmǭga visai tautai. Milzǭgais 

dienasgrǕmatas saturs atklǕjas nenogludinǕtǕ tekstǕ, kǕdu nerakstǭtu ne profesionǕls vǛsturnieks, ne 

rakstnieks, bet kas noteikti pieġǵir tekstam zinǕmu specifiku un realitǕtes izjȊtu. CeǸotǕji sarunǕjas 

ar visdaģǕdǕkajiem cilvǛkiem, Ǜd makaronus, dzer ġǺabi, svin svǛtkus, lǕpa velosipǛdu riepas, 

raksturo apceǸotas vietas un tǕs iemǭtniekus. Tas viss pievieno aprakstam ǭpaġu nacionǕlo kolorǭtu. 

KopumǕ Leitis ir apmeklǛjis vairǕk nekǕ simts latvieġu apdzǭvotus apvidus trǭspadsmit Krievijas 

apgabalos un rajonos, gan velobrauciena laikǕ, gan arǭ pǛc tǕ. TǕdǛjǕdi, ġǭ pǛtǭjuma pamatmǛrǵis 

bija ekscerpǛt tǕs nacionǕlǕs ǭpatnǭbas un elementus, kurus latvieġu imigranti tika saglabǕjuġi 38 

gadu gaitǕ dzǭvojot SibǭrijǕ un kas veido tautas identitǕti, kǕ arǭ identificǛt latvieġu tautas 

asimilǕcijas sfǛras un noteikt tǕs galvenǕs pazǭmǛs. 

RunǕjot par ceǸojuma dienasgrǕmatas abiem autoriem, Ingvaru Leiti un Uldi Briedi, ir 

jǕatzǭmǛ, ka viǺu vǕrdi var izradǭties pavisam nepazǭstami plaġajai lasǭtǕju un literatȊrzinǕtnieku 

auditorijai. Tam ir savi iemesli un skaidrojumi. PirmkǕrt, minǛtǕja ceǸojumu dienasgrǕmata, 

ĂLatvieġus SibǭrijǕ meklǛjotò, parǕdǭjǕs pavisam nesen ï tǕs izdoġanas datums ir 2016. gads. 

TurklǕt, darba autori nav ne pasaules slavenie vai pat LatvijǕ pazǭstami rakstnieki, ne profesionǕlie 

vǛsturnieki: abi ir drosmǭgi ceǸotǕji, kuri devǕs meklǛt savǛjos SibǭrijǕ, ar velosipǛdiem no maija 

lǭdz novembrim virzǭdamies no Rǭgas uz Vladivostoku. Daģi grǕmatas lasǭtǕji un kritiǵi, analizǛjot 

divu jauno cilvǛku motivǕciju ġǕdam riskantajam ceǸojumam, nosauc to vai nu par jautrǭbas neprǕtu 

vai par dǛkaiǺu garu; tomǛr vairǕki uzskata ġo 1975. gada velobraucienu par sava veida misiju. 

Ingvars Leitis, ceǸojuma dienasgrǕmatas teksta autors, ir arǭ atpazǭstams, kǕ dokumentǕlo filmu 

autors, to reģisors un scenǕriju autors, bet Uldis Briedis ir pazǭstamais tajǕ laikǕ LiepǕjas 

fotoģurnǕlists, kura galvenǕ ġǭ ceǸojuma misija bija dabȊt unikǕlus kadrus un savǕkt tos plaġajǕ foto 

materiǕlǕ, kas ilustrǛtu gan abu jaunekǸu piedzǭvojumus ar visiem sastaptajiem ġǵǛrġǸiem un 

grȊtǭbǕm, gan arǭ atspoguǸotu tipisko Sibǭrijas ainavu, specifiskus sadzǭves kultȊras elementus, 

daudzveidǭgus cilvǛku tǛlus utml. Gandrǭz katrs, pat vismazǕkais ciems, kurǕ atbrauc abi autori un 

kas ir saistǭts ar austrumu latvieġu diasporu, ir aprakstǭts un ilustrǛts, akcentǛjot un detalizǛjot kǕdu 

no tǕs vietas ǭpatnǭbǕm. Daģas austrumu latvieġu diasporas apmetnes, tǕdas kǕ Borisova vai 

Taimenska, vairs neeksistǛ; to iedzǭvotǕji drǭzǕk jau sen asimilǛjǕs ar krievu tautu. TomǛr tǕs visas 

tika minǛtǕs ceǸojuma aprakstǕ, lai saglabǕtu vǛsturisko precizitǕti. 

Neskatoties uz savǕkta materiǕla bagǕtǭbu un detalizǛtajiem aprakstiem, ġo tekstu tomǛr nevar 

uzskatǭt par daiǸliteratȊras naratǭvu tǕ ĂtǭrajǕò veidǕ, jo tajǕ ievǛrojami trȊkst poǛtisma; to var drǭzǕk 

attiecinǕt pie dokumentǕlǕs prozas ar bagǕtu vǛsturisko materiǕlu pamatǕ un spilgto paratekstu, kas 
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aizǺem lielu dienasgrǕmatas daǸu (pusi, ja ne vairǕk) un kurǕ ietilpst fotogrǕfijas, dokumentu 

kopijas, vǛstules, avǭģu raksti, ǥeogrǕfiskǕs kartes fragmenti utml. AngǸu literatȊrkritiǵis Deivids 

Lodģs (David Lodge, 1997) savǕ esejǕ The Novelist Today: Still at the Crossroads? ierosina aplȊkot 

mȊsdienu ceǸojumu aprakstus kǕ zinǕtniski-populǕro vai masu literatȊru. PǛc rakstnieka domǕm, 

travelogs ir teksts, kurǕ tiek izmantoti daiǸliteratȊras tehniskie paǺǛmieni, tǕdi kǕ brǭvais stils, 

skatuves konstrukcija, stǕstǭjums tagadnes formǕ, iteratǭvais simbolisms utt. Kaut gan daģus 

minǛtus paǺǛmienus var sastapt Leiġa tekstǕ, tie neizvirzǕs priekġplǕnǕ analizǛtajǕ naratǭvǕ. 

Leitis un Briedis sasniedz sava ceǸojuma mǛrǵi ï atrod latvieġus ar viǺu atseviġǵiem likteǺiem 

un kopǛjo vǛsturi. Austrumu latvieġu diasporas asimilǕcijas sfǛras Krievijas un Sibǭrijas reǥionos un 

tǕs iespǛjamie iemesli un motǭvi, ka arǭ identitǕtes saglabǕġana kǸuva par ġǭ pǛtǭjuma praktiskǕs 

daǸas pamatu. 

AsimilǕcijas procesu sfǛras un identitǕtes saglabǕġana 

AsimilǕcijas procesus un to cǛloǺus, tǕpat ka nacionǕlǕs kultȊras jeb identitǕtes saglabǕġanu, 

var izsekot daģǕdos lǭmeǺos un daģǕdǕs dzǭves sfǛrǕs: tǕ, pirmkǕrt, ir valodas lietoġana, vietǛjo 

iedzǭvotǕju tǛls un dzǭvesveids, tautas kultȊra un tradǭcijas, kǕ arǭ vairǕki sadzǭves aspekti. ĠǕdas 

tǛmas ir parasti ǭpaġi raksturǭgas ceǸojuma apraksta ģanram, jo ar to palǭdzǭbu var izanalizǛt ģanram 

raksturǭgo pamata opozǭciju ĂsavǛjais ï sveġaisò, kas ir ǭpaġi akcentǛta ġajǕ ceǸojuma dienasgrǕmatǕ 

(nacionǕlais / aizgȊtais). 

1. Latvieġu valodas kopġana, saglabǕġana un izplatǭġana 

Viens no bȊtiskǕkajiem aspektiem, ko autors bieģi aktualizǛ savǕ ceǸojuma aprakstǕ, ir 

latvieġu valodas saglabǕġana, izkopġana un attǭstǭba. CeǸojuma gaitǕ autors atzǭmǛ, ka latvieġu 

valoda pakǕpeniski pazȊd imigrantu vidǛ un tam ir vairǕki iemesli. KǕ vienu no pirmajiem var 

minǛt krievu skolu ietekmi, kuras latvieġu diasporas bǛrniem bija jǕapmeklǛ latvieġu skolu trȊkuma 

dǛǸ. Imigranti apgalvo, ka bǛrni lǭdz bǛrnudǕrzam neprata nevienu vǕrdu krieviski (Leitis, Briedis 

2016: 78), taļu tagad daģi no viǺiem (pat ne visi!) drusku latviski saprot, bet nerunǕ vairs (Leitis, 

Briedis 2016: 78). VǛl viens valodas pazuġanas iemesls ir jauktǕs ǥimenes, kuru ar katru dienu kǸȊst 

vairǕk un vairǕk. Viens Ļakalnes iedzǭvotǕjs atzǭmǛ: Visas skuǵes aizgǕjuġas pie krieviem. PuikǕm 

nav ko Ǻemt ï jǕǺem krievietes (Leitis, Briedis 2016: 42). 

TomǛr ir daģas apmetnes, kur valodas saglabǕġanas tendence ir ǭpaġi akcentǛta. TǕ, SarkanajǕ 

BaltijǕ bieģi skan latviskotie vietvǕrdi (SizrǕne, KazǕne, ǴivǕte utml.). Autors atzǭmǛ, ka tur var ne 

reti sadzirdǛt Ǹoti skaistu un dzidro latvieġu valodu, tikai Pievolgas ĂaidǕò katrǕ teikumǕ, bet arǭ tas 

ieskanas kaut kǕ latviski (Leitis, Briedis 2016: 41). Ir zǭmǭgi, ka skola, kas ir galvenokǕrt latvieġu 

bǛrnu un jaunieġu asimilǕcijas vieta, daģreiz arǭ attǛlota, kǕ latviskuma saglabǕġanas institȊts. 

PiemǛrǕm, RiģkovǕ ir uzcelta jauna skola, kur ir arǭ latvieġu un igauǺu skolotǕji (Leitis, Briedis 

2016: 110), bet Lejas BulǕnǕ ir bǛrnudǕrzs, kas ir vienǭga mǕcǭbu iestǕde PSRS ar latvieġu valodu. 
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StǕsta, ka kǕdreiz RiģkovǕ krievu valodǕ tad nemaz nerunǕja (Leitis, Briedis 2016: 108), jo te 

nebija krievu, bet dzǭvoja tikai latvieġi un igauǺi. 

KopǕ ar latvieġu valodas kopġanu visǕs minǛtajǕs apmetnǛs, ǭpaġa nozǭme ir latvieġu folklorai, 

proti, dziesmu un tautasdziesmu tradǭcijǕm. TautasdziesmǕs, kas joprojǕm eksistǛ un diezgan 

izplatǭti imigrantu vidȊ, ir atspoguǸotas latvieġu tradǭcijas, latvieġu diasporas dzǭve SibǭrijǕ, uz kuras 

fona bieģi paradǕs arǭ Latvijas tǛls (piem. ĂDzimtenes dziesmaò). Daudz arǭ reliǥisku dziesmu; 

dziesmas skan JǕǺu svǛtkos tajos ciemos, kur tos plaġǕk svin; tǕs var dzirdǛt kǕzǕs vai citǕs ǥimenes 

svinǭbǕs. Daģos ciemos ir pat savi orǵestri un ansambli, kuri uzstǕjas auditorijas priekġǕ; imigranti 

saglabǕja tradǭcijas spǛlǛt kokli, akordeonu, vijoli. Daģi pat pieraksta dziesmas, droġi vien priekġ 

jaunǕkajǕm paaudzǛm, kuras diemģǛl nav tik aktǭvǕs dziedǕġanas un spǛlǛġanas tradǭcijǕ, kǕ vecǕkǕ 

paaudze. Vecrǭgas ciemǕ Uldis Briedis pat nofotografǛ vienu burtnǭcǕ pierakstǭto latvieġu dziesmu, 

kǕ piemǛru un pierǕdǭjumu dziesmu vǕkġanas procesam. Lejas BulǕnu autors sauc par Sibǭrijas 

dvǛselisko un emocionǕlo centru, jo tur viǺġ savǕc desmitiem dziesmu, lielǕkǕ daǸa no kurǕm pat 

nekad netika dzirdǛta. 

Latvieġu tautas identitǕte saglabǕjas arǭ pateicoties grǕmatǕm un latvieġu presei. SaltikovǕ, 

piemǛrǕm, divu gadu laikǕ vietǛjie izrakstǭja ĂPadomju Latvijas Sievietiò, bet latvieġu grǕmatas viǺi 

Ǻem cits no cita un lasa. SavukǕrt, Elizabetes ciemǕ ir bibliotǛka, kur pienǕk grǕmatas no Latvijas, 

kas ir bibliotekǕres iniciatǭva (Leitis, Briedis 2016: 132). 

2. Sadzǭves kultȊras elementu atspoguǸoġana 

Sadzǭves kultȊra ir vǛl viens no aspektiem, kas ir Ǹoti tipisks daģǕdiem ceǸojuma aprakstu 

veidiem. DaiǸliteratȊras vai zinǕtniski populǕrǕs literatȊras teksts, romǕns vai dienasgrǕmata, 

memuǕri vai ceǸojumu esejas ï katra no minǛtajǕm ceǸojuma teksta formǕm satur kaut vismaz 

nelielu teksta daǸu, kas tiek veltǭta vietǛjo iedzǭvotǕju sadzǭvei, viǺu ieraģǕm un tradǭcijǕm. 

CeǸojuma procesǕ un vǛlǕk, aprakstot savus iespaidus ceǸojumu aprakstos, rakstnieki pievǛrġ ǭpaġu 

uzmanǭbu vairǕkiem sadzǭves elementiem: Ǜdieniem; mǕjokǸu sakǕrtojumam, ikdienas aktivitǕtǛm; 

ǥimenes tradǭcijǕm u.c., kas bieģi vien ir Ǹoti unikǕlie katrǕ apmeklǛtajǕ vietǕ un parasti pǕrsteidz 

ceǸotǕju ar to specifiku, ǭpatnǭbǕm un vietǛjo kolorǭtu. 

Ir jǕatzǭmǛ, ka analizǛtajǕ ceǸojuma dienasgrǕmatǕ nav ǭpaġi akcentǛta latvieġu diasporas 

sadzǭves kultȊra. Pats autors atzinǕs, ka viǺam tas neesot tik pat interesanti, ka vǛstures notikumu 

liecinieku stǕsti. Par etnogrǕfisko aspektu viǺġ izteicǕs diezgan ironiski: Nav jau laika paǛst, jǕpilda 

etnogrǕfiskǕ programma, jǕpieraksta katrs Ǜdiens un produkts, istabu iekǕrtojums, krǛsli, galdi, 

tepiǵi un viss pǕrǛjais [..] Nav mani tǕ etnogrǕfija nekad ǭpaġi interesǛjusi, obligǕto ieskaiti kaut kǕ 

noliku, un viss. (Leitis, Briedis 2016: 45) DienasgrǕmatǕ parǕdǕs tikai daģas vietas, aprakstot kuras 

autors aktualizǛ sadzǭves kultȊru, kas norǕda uz latvieġu tautas asimilǕciju vai, pretǛji, uz tǕs 

nacionǕlo specifiku. TǕ, piemǛrǕm, aprakstot tradicionǕlus Ǜdienus un dzǛrienus JǕǺu svǛtkos, 



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

30 

autors citǛ vienu no vietǛjiem iedzǭvotǕjiem: JǕǺos paǺem veikala alu un pieliek cukuru, to 

iemǕcǭjǕs no krieviem. AgrǕk latvieġi taisǭja alu, nekǕdu cukuru nelika [..] (Leitis, Briedis 2016: 

69). ĠǕda veida tautas un tǕs dzǭvesveida asimilǛġanas procesus var ievǛrot arǭ citǕs ar sadzǭvi 

saistǭtajǕs sfǛrǕs. Vairs neviens neko neauģ. Auda tikai lǭdz kolektǭva laikiem, tagad vienǭgi ada 

cimdus. Putras vǕra ar putraimiem, ar kartupeǸiem, vǕra skǕbputras, cep speǵa pǭrǕgus. DǕrzos 

Ǖbeles neaug, Sibǭrijas ziemǕ tǕs izsalst. ǔbeǸu vietǕ avenes. (Leitis, Briedis 2016: 123) 

Daudzas apmetnes un saimniecǭbas tomǛr cenġas saglabǕt kaut maz vienu nacionǕlo elementu 

savǕ sadzǭves kultȊrǕ. Suhonojas ciemǕ, kas ir dibinǕta 1896. gadǕ, autors pievǛrġ uzmanǭbu 

iedzǭvotǕju apǥǛrbiem, atzǭmǛjot, ka saimniekam kǕjǕs ir vǭzes (Leitis, Briedis 2016: 184) un 

atzǭstot, ka pirmo reizi redz autentiskǕs vǭzes. IeraudzǛ arǭ saimnieci, kas spǛlǛ kokli. KamenskǕ, 

piemǛrǕm, ir saglabǕjuġǕs ǭstǕs latvieġu celtnes: Ġeit Krievijai netipisks, varens latvieġu bȊvǛts 

divstǕvu nams [..] (Leitis, Briedis 2016: 194); BaltijciemǕ divas mǕjas atgǕdina vecǕs latvieġu 

bȊves ar salmu jumtiem un gariem skursteǺiem (Leitis, Briedis 2016: 77); Riģkovas ciemǕ ir 

atrodami daģi latviskǕ stilǕ celtǕs mǕjǕs (Leitis, Briedis 2016: 109). 

Daģos latvieġu imigrantu ciemos ir jȊtama pat sava veida ietekme uz krievu tautu. AmȊras 

BaltijǕ, piemǛrǕm, krievi mǛǥinǕja latviski iemǕcǭties kaut daģus teikumus (Leitis, Briedis 2016: 

245), bet kǕdǕ nelielajǕ lauku ciemǕ AmȊra apvidȊ, ar nosaukumu Lazovaja, labi zina mȊsu Raini 

un nesen ġeit skatǭjuġies mȊsu filmu ĂPȊt, vǛjiǺiò (Leitis, Briedis 2016: 259) TajǕ paġǕ laikǕ autors 

atzǭmǛ, ka Ǹoti daudz cilvǛku brauc prom un latvieġu kultȊru un tradǭcijas ar katru dienu paliek 

grȊtǕk un grȊtǕk saglabǕt. TǕ latvieġu pȊtǛju orǵestra organizators AustrumciemǕ, stǕstot par sava 

orǵestra vǛsturi un darbǭbu, secina, ka jaunieġi te nepaliek. IemǕcu spǛlǛt, bet tad aizbrauc (Leitis, 

Briedis 2016: 84). 

3. SvǛtku un tradǭciju saglabǕġanas tendences 

DienasgrǕmatǕ ir nereti akcentǛts svǛtku un ar to saistǭto tradǭciju saglabǕġanas svarǭgums 

kopumǕ un katrǕ no apmetnǛm atseviġǵi. Neskatoties uz to faktu, ka tradǭcijas, kuras saglabǕjǕs lǭdz 

grǕmatǕ aprakstǭtajiem 80-ajiem gadiem, jau nav tǕs autentiskǕs latvieġu tradǭcijas, bet iezǭmǛtǕs ar 

krievu kultȊru, autors pievǛrġ tǕm lielu uzmanǭbu. VairǕkas reizes tika minǛta JǕǺu dienas 

svinǛġana, ko latvieġu imigranti asimilǕcijas ietekmǛ svin nevis 24. jȊnijǕ, bet 6. jȊlijǕ pǛc krievu 

kalendǕra un tradǭcijas. Vecrǭgas kolonijǕ, kas atrodas Kalaļinskas rajonǕ Omskas apgabalǕ, vietǛjie 

latvieġi stǕsta, ka ZiemassvǛtkus viǺi svin, kǕ senǕk ï trǭs dienas; MǕrtiǺos cep zosi; bet JǕǺu dienǕ 

ir paradums dziedǕt latvieġu dziesmas un aiziet uz kapiem. Latvieġu diaspora minǛtajǕ apmetnǛ 

prot, ja ne plaġi attǭstǭt, tad vismaz saglabǕt un kopt senas senļu tradǭcijas. Gandrǭz katrǕ ciemǕ, kur 

apstǕjǕs Leitis un Briedis, kǕds no vietǛjiem piemin JǕǺu dienas svinǛġanas tradǭcijas. BaltijciemǕ 

JǕǺus svin Ǹoti reti, vai nesvin vispǕr: JǕǺus nav, kas svin. Ja nu kǕds JǕnis (Leitis, Briedis 2016: 

79), bet Saltikovas apmetnǛ tos svin, kǕ katrs grib (Leitis, Briedis 2016: 123). Elizabetes ciemǕ 
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JǕǺus svin jau vairǕk cilvǛku, pat daģǕdu tautǭbu, ar riteǺu dedzinǕġanas tradǭciju un Ălǭgo, lǭgoò 

dziedǕġanu. Jermolajevkas ciema viena latviete atceras, ka gǕja lǭgot kopǕ ar piecǕm vecenǭtǛm, 

Ǻemot lǭdzi alus pudeli. DziǸǕk SibǭrijǕ, latvieġu koloniju apvidȊ, daģas JǕǺu tradǭcijas, liekas, ir 

saglabǕjuġǕs labǕk, kaut gan ir jȊtama krievu kultȊras ietekme un mȊsdienǭguma gars. IepriekġǛjos 

gados bija pa vecam, tagad pa jaunam. VecǕs pastaigǕ pa ielu dziedǕdamas. Alus vairs netiek 

brȊvǛts, ir tikai veikalǕ pirktais. Jaunie nelǭgo, bet tǕpat tikai papriecǕjas. (Leitis, Briedis 2016: 

186) VisspilgtǕk JǕǺu dienas svinǛġanas ir attǛlota Lejas BulǕnǕ, kur ir ap 253 saimniecǭbu, un 

kuras respektǛ, saglabǕ un pat mǛǥina attǭstǭt latvieġu valodu, kultȊru un tradǭcijas. TǕtad JǕǺi ġajǕ 

vietǕ svin gandrǭz tǕpat, kǕ pie mums LatvijǕ: dedzina ugunskurus, pin bǛrzu un puǵu vainagus, ko 

saliek JǕniem galvǕ, JaǺumǕtes cienǕ ar sieru un alu, dzied svǛtku tautasdziesmas ï visus aplǭgo un 

izlǭgo (Leitis, Briedis 2016: 172). 

SecinǕjumi 

AnalizǛjot Leiġa un Brieģa travelogu, kǸȊst acǭmredzami, ka tam piemǭt lielǕkǕ daǸa ceǸojuma 

apraksta tipisko iezǭmju. PirmkǕrt, tas ir faktiskais ceǸġ vai marġruts (ġeit: Rǭga ï Vladivostoka), kas 

ir ceǸojuma apraksta tematiskais un strukturǕlais pamats. Leiġa un Brieģa darbǕ dokumentǕlǕ proza 

bieģi saplȊst un mijiedarbojas ar emocionǕlajiem tǛlojumiem gan dialogu, gan vietu aprakstu 

lǭmenǭ. OtrkǕrt, tas ir paġa autora (ġeit divu autoru), kurġ tajǕ paġǕ laikǕ ir ceǸotǕjs, notikumu 

dalǭbnieks, novǛrotǕjs, noteiktǕs pasaules uzskaites nesǛjs, tǛls, kas papildina ceǸojuma apraksta 

ģanra struktȊru. Ir vǛrojama objektǭvǕ un subjektǭvǕ komponentu sintǛze, kas ir informatǭvo faktu 

reprezentǕcija autoru recepcijǕ un interpretǕcijǕ. TurklǕt, ñLatvieġus SibǭrijǕ meklǛjotò ir uzrakstǭta 

mȊsdienu hibrǭdģanra tradǭcijǕs: tǕ ir dienasgrǕmata, kurǕ ir akcentǛta faktu un dokumentu loma. 

Autori ilustrǛ savus stǕstus ar reǕlajiem dokumentiem, fotogrǕfijǕm, uzvǕrdiem un citiem 

dokumentǕlajiem elementiem, lai pǕrliecinǕtu lasǭtǕju par visa aprakstǭta autentiskumu.  

RezumǛjot analizǛtǕs ceǸojuma dienasgrǕmatas tematiku un galveno ideju, var secinǕt, ka 

latvieġu imigrantiem Krievijas, proti Sibǭrijas teritorijǕ, izdevǕs saglabǕt savu identitǕti daudzǕs 

dzǭves un kultȊras jomǕs. AsimilǕcijas procesi viennozǭmǭgi ietekmǛja to kultȊru, valodu un 

tradǭcijas, taļu tie neiznǭcinǕja latviskuma iezǭmes imigrantu apciemotajǕs vietǕs. Leiġa un Brieģa 

ceǸojumu dienasgrǕmata ir vǛl viens skatiens uz latvieġu diasporas likteni tǕlajos austrumos, kurǕ ar 

vǛstures notikumiem un likteǺu stǕstiem tika apvienotas tautas kultȊra, valoda, tradǭcijas un 

sadzǭve. Ġis liktenis varǛtu ġǵist drȊms un pesimisma pilns, taļu tǕ ir neatǺemamǕ Latvijas vǛstures 

daǸa. 
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Abstract 

Popular Culture in the Augusts Deglavsô Novel ñRǭgaò, Part 1 

Key Words: writer Augusts Deglavs, popular culture, cultural forms, everyday life, urban space, society, capitalism  

The cultural ï historical panorama of the 19
th
 century depicted in the Augusts Deglavsô novel ñRǭgaò also reveals the 

emergence and consolidation of popular culture in urban space. For the writer, the popular culture line is one of the 

advantageous methods to articulately elaborate the theme of the 19
th
 century modern Latvian society formation. The 

novel is interwoven with the colourfulness of the creation of the new era, in which not only the communication of 

various social, economic and ethnic groups and ideas take a substantial place but also the various forms and practices of 

popular culture, which also play an important role of the Latvians on their way from an ethnic group to a cultural nation. 

Through the popular culture emancipation prism, the author reflects the protagonistôs urban, social and ethnic 

experience and sense of belonging, and the formation of the meaning both in the urban space and the Latvian and 

German society, which goes further towards emancipation of national self-esteem. The author highlights the culture of 

modern urban mode of life, formation of societies, amateur groups, art ï emergence and popularity of trivial literature, 

theatre and other art forms, the importance of media (newspapers) in society, and other significant cultural segments 

that contributed to the formation of modern Latvian society and cultural nation building. 

 

Kopsavilkums 

PopulǕrǕ kultȊra Augusta Deglava romǕna ñRǭgaò 1. daǸǕ 

AtslǛgvǕrdi: rakstnieks Augusts Deglavs, populǕrǕ kultȊra, sadzǭve, kultȊras formas, pilsǛta, sabiedrǭba, kapitǕlisms 

Augusta Deglava romǕnǕ ñRǭgaò 19. gadsimta kultȊrvǛsturiskajǕ panorǕmǕ atklǕjas arǭ populǕrǕs kultȊras ienǕkġanas 

un nostiprinǕġanǕs atspoguǸojums pilsǛtas telpǕ. PopulǕrǕs kultȊras lǭnija rakstniekam ir viens no izdevǭgiem 

paǺǛmieniem, kǕ mǕkslinieciski pǕrliecinoġi risinǕt 19. gadsimta modernǕs latvieġu sabiedrǭbas veidoġanǕs tǛmu. 

RomǕnu caurvij jaunǕ laikmeta tapġanas kolorǭts, kurǕ bȊtisku vietu ieǺem ne tikai daģǕdu sabiedrǭbas sociǕlo, 

ekonomisko un etnisko grupu, un ideju komunikǕcija, bet arǭ populǕrǕs kultȊras daģǕdas formas un prakses, kam arǭ ir 

svarǭga loma latvieġu ceǸǕ no etniskas grupas uz kultȊras nǕciju. Caur populǕrǕs kultȊras emancipǛġanǕs prizmu autors 

atveido galvenǕ varoǺa urbǕnǕs, sociǕlǕs un etniskǕs pieredzes un piederǭbas izjȊtas, un nozǭmju veidoġanos tiklab 

pilsǛtas telpǕ, kǕ arǭ latvieġu un vǕcu sabiedrǭbǕ, kas tǕlǕk ved un nacionǕlǕs paġapziǺas emancipǛġanos. Autors 

izgaismo modernǕs pilsǛtas sadzǭves kultȊru, biedrǭbu, paġdarbǭbas kopu dibinǕġanos, mǕkslas ï triviǕlǕs literatȊras, 

teǕtra u.c. mǕkslas formu raġanos un popularitǕti, mediju (laikrakstu) nozǭmi sabiedrǭbǕ un citus bȊtiskus kultȊras 

segmentus, kas sekmǛja latvieġu modernǕs sabiedrǭbas un kultȊras nǕcijas veidoġanos. 

 

Cik plaġi un daudzveidǭgi tiek izprasts kultȊras jǛdziens, tikpat variatǭvi tiek traktǛts viens no 

tǕs tipiem ï populǕrǕ kultȊra. Britu kultȊras studiju pǕrstǕvis Dģons Storejs (John Storey), sprieģot 

par kultȊras bȊtǭbu, izmanto divus Reimonda Viljamsa (Raymond Williams) formulǛtus virzienus 

jǛdziena izpratnǛ: pirmkǕrt, kultȊra kǕ konkrǛta dzǭves veida izpratne, konkrǛtas kultȊras prakses, 

otrkǕrt, kultȊra kǕ izteicǛja, radǭtǕja vai iemesls jaunu nozǭmju radǭġanai. (Storey 2008: 2) PopulǕrǕs 

kultȊras traktǛjumǕ tiek izvirzǭtas vairǕkas raksturǭbas, kas to raksturo kopġ vǛsturiskǕ sǕkuma 

19.gadsimta vidȊ ï visaptveroġa izplatǭba, tautas lielǕ interese, zemǕka hierarhija iepretim augstajai 

kultȊrai, kǕ arǭ kvantitǕte ï ġo kultȊras tipu gaida un patǛrǛ lielǕkǕ daǸa sabiedrǭbas, tǕpǛc tǕs saturs 

tiek producǛts vairǕkkǕrt. PopulǕrǕs kultȊras izpleġanǕs un iespieġanǕs visdaģǕdǕkajǕs dzǭves sfǛrǕs 

cieġi saistǭta ar industrializǕcijas, komercializǕcijas un kapitǕlisma, un pilsǛtu attǭstǭbu, lǭdz ar to 

iespaidojot un mainot arǭ sociǕlpolitisko procesu dinamiku. (Storey, 2008: 5ï13) KultȊru pǛtnieks 

Tonijs Benets (Tony Bennett), analizǛjot populǕrǕs kultȊras un sociǕlǕs dzǭves attieksmes, atzǭmǛ: 

ñDaudzǕs un daudzveidǭgǕs prakses, kas parasti ir grupǛtas populǕrǕs kultȊras tematos, parasti tiek 

mailto:genese-plaude@inbox.lv
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uzskatǭtas par sistemǕtiski savstarpǛji saistǭtǕm ar tǕm vǛrtǭgajǕm ǭpaġǭbǕm, ko tǕs (kultȊras 

prakses) spǛlǛ saistǭbǕ ar plaġǕkiem sociǕliem un politiskiem procesiem, jo ǭpaġi tǕs, kas balstǕs uz 

piekriġanu valdoġai sociǕlai kǕrtǭbai gan tǕs patriarhǕlajǕs, gan kapitǕlistiskajǕs dimensijǕs.ò
29

 

(Benett, 1986: 81) PopulǕrǕ kultȊra jǕuztver kǕ indivǭdu vai atseviġǵu sabiedrǭbas grupu ikdienas 

dzǭves un identitǕġu izpausmes, kas ir sastopamas visur un lietotas bieģi, un kopumǕ veido konkrǛta 

laikmeta vispǕrǛjo tǛlu.  

RomǕns ñRǭgaò ï nozǭmǭgs kultȊras studiju avots 

Prozas plaġǕkais ģanrs ï romǕns, vienlaikus atveidojot daudzplǕnu un dziǸas laikmeta un 

sabiedrǭbas ainas to mijsakarǭbǕs, atspoguǸo arǭ parasto ikdienas dzǭvi un vidi, kas ir gan populǕrǕs 

kultȊras avots, gan tǕs mǛrǵis. Augusta Deglava (1865ï1922) romǕns ñRǭgaò (1. daǸa 1910ï1911, 

2.daǸa 1920) mȊsu kultȊras un literatȊras studijǕs joprojǕm tiek izmantots kǕ nozǭmǭgs pǛtniecisku 

spriedumu argumentǛġanas un citǛġanas avots kultȊrvǛsturisku procesu analǭzǛ (Hanovs 2003: 136, 

137), kǕ ñrokasgrǕmata kultȊras jǛdziena izpratneiò (Ļakare 1997: 11) un ñuzskatǕms par zinǕġanu 

un atmiǺas arhǭvuò (Kalnaļs 2017: 63). Tas arǭ sniedz bagǕtǭgu vielu mȊsu populǕrǕs kultȊras 

vǛsturǛ, atsedzot ġǭ kultȊras tipa emancipǛġanos un funkcionǛġanu 19.gadsimta otrǕs puses latvieġu 

kultȊrvǛsturiskajǕ diskursǕ daudzkultȊru sabiedrǭbas un divu varu, ar vǕcu varas dominanti, 

apstǕkǸos. Ġie specifiskie apstǕkǸi nosaka hibrǭdu masu kultȊras formu iedibinǕġanos un cirkulǛġanu.  

RomǕna 1.daǸa ñPatriotiò attǛlo procesus, kas raksturǭgi visai Rietumu pasaulei 19.gadsimtǕ ï 

plaġa migrǕcija no lauku vides uz pilsǛtǕm, lǭdz ar to dzǭves un nodarbinǕtǭbas, un sabiedrǭbas 

stratifikǕcijas totǕlas izmaiǺas, kas pǕrzǭmǛja laikmeta kultȊras un ideoloǥijas kartes. Latvieġiem tie 

ir 60.ï70. gadi, periods, kad ġeit, Krievijas impǛrijas vǕcbaltu pǕrvaldǭtajos rietumos, norisinǕjǕs 

visaptveroġa sabiedrǭbas modernizǕcija, iezǭmǛjǕs industrializǕcijas un kapitǕla aprites kontȊras; 

sakarǕ ar zemniecǭbas noslǕǺoġanos daǸa nabadzǭgo laucinieku devǕs uz lielǕkajǕm pilsǛtǕm, kur 

lǭdz ar to mainǭjǕs sabiedrǭbas struktȊra, mainǭjǕs un mijiedarbojǕs daģǕdi kultȊras modeǸi un 

prakses. AttǛlotajǕ periodǕ Rǭga tikko bija izrǕvusies no stagnatǭva stǕvokǸa, kǕds vǛl bija vǛrojams 

19. gadsimta 50. gados, un piedzǭvoja ievǛrojamas, uz modernas, eiropeiskas pilsǛtas statusu 

orientǛtas pǕrmaiǺas. (Oberlenders 2004: 11ï20) Rǭga jau bija kǸuvusi ñkulturǕli heterogǛnaò 

(Hanovs 2003, 136), tǕs robeģas paplaġinǕjǕs un iedzǭvotǕju sastǕvs dinamiski mainǭjǕs gan skaita, 

gan tautǭbu ǭpatsvara ziǺǕ. Zemnieku ǥimeǺu jaunǕs paaudzes (arǭ Deglavs pie tǕdas pieder) vai 

kalpu mǛrǵis, uzsǕkot dzǭvi pilsǛtǕ, vispirms bija materiǕla pamata atraġana savai dzǭvei. SǕkumǕ 

individuǕli tǕ ǭstenoġanai tiek izvirzǭts uzdevums iegȊt pilsǛtniecisko identitǕti, iedzǭvoties pilsǛtas 

                                                 
29

 [..] the many and diverse practises which are typically grouped under the heading of popular culture are more 

usually regarded as being systematically interconnected by virtue of the parts they play in relation to broader social 

and political processes, particularly those bearing on the production of consent to the prevailing social orderi n both its 

patriarchal and capitalist dimensions. [Tulk. latv. val. mans ï I.G.-P.] CitǛts pǛc: Cultural Theory and Popular Culture. 

A Reader. Edited and intruced by John Storey. 2009. ï P. 81. 
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struktȊrǕs. Ġis mǛrǵis visai Ǖtri pǕraug etniska mǛroga uzdevumǕ ï kopǭgu vǛrtǭbu ï paġapziǺas 

stiprinǕġana, savas valodas un kultȊras izvirzǭġana priekġplǕnǕ un nacionǕlǕs identitǕtes veidoġana. 

ñCeǸġ uz nǕcijas veidoġanos latvieġu pilsoniskajǕ kultȊrǕ tika formǛts kǕ ceǸġ no laukiem uz pilsǛtu, 

kǕ pilsǛtai piemǛrotǕku profesionǕlu iemaǺu apgȊġana, kǕ arǭ pilsǛtas iedzǭvotǕja dzǭves stila un 

uzvedǭbas normu pǕrǺemġana.ò (Hanovs 2003: 134) Augusta Deglava romǕns demonstrǛ, ka 

populǕrǕ kultȊra no saviem pirmajiem iedǭgǸiem Ǖtri iespieģas visdaģǕdǕkajǕs jomǕs un regulǛ 

ikdienas dzǭves norises, funkcionǛ un attǭstǕs arvien jaunǕs formǕs cieġǕs mijattiecǭbǕs ar 

industrializǕciju un kapitǕla ietekmes palielinǕġanos. AmerikǕǺu kultȊras kritiǵis Dvaits 

Makdonalds (Dwight Macdonald, 1906ï1982) pǛtǭjumǕ ñMasu kultȊras teorijaò (1953) runǕ par 

visaptveroġu populǕrǕs kultȊras varu: ñTǕpat kǕ 19.gadsimta kapitǕlisms, masu kultȊra ir dinamisks, 

revolucionǕrs spǛks, kas nojauc vecǕs ġǵiru barjeras, tradǭcijas, gaumi un izkliedǛ visas kultȊras 

atġǵirǭbas. TǕ sajauc un sakuǸ visu kopǕ, veidojot to, ko varǛtu saukt par homogǛnu kultȊru.ò
30

 

(Macdonalds 2004: 41) 

IndustrializǕcijas un sabiedrǭbas modernizǕcijas un populǕrǕs kultȊras saiknes  

KultȊru pǛtnieks Reimonds Viljams (Raymond Williams, 1921ï1988) norǕda, ka ñkultȊrai ir 

divi aspekti: zinǕmǕs nozǭmes un virzieni, kurus tǕs locekǸi ir apguvuġi; jauni novǛrojumi un 

nozǭmes, kas tiek piedǕvǕtas un pǕrbaudǭtas.ò
31

 (Williams 1989: 54) PretǛji laukos izjustajam lǛnǕ 

laika ritǛjumǕ iekǸautajam tradicionǕlajam dzǭves veidam, ienǕcǛji pilsǛtǕ tika ierauti straujǕ laika 

ritmǕ un Ǖtri mainǭgǕs jaunǕ laikmeta reprezentǕcijǕs. Deglava romǕns ñRǭgaò sniedz bagǕtǭgu 

populǕrǕs kultȊras reprezentǕcijas vǛsturisku ainu un tǕs kontekstus ï kaleidoskopiski mainǭgi 

notikumus, jaunu urbǕno artefaktu un sajȊtu iepazǭġanu un iesaistǭġanu ikdienas dzǭves norisǛs, 

kapitǕlisma izpausmes ï naudas un preļu plȊsmu, kuǥus un ostu kǕ ekonomiski un sociǕli 

stratǛǥisku vietu, iesaistǭġanos uzǺǛmǛjdarbǭbǕ, dzelzceǸu un citas tehnikas parǕdǭbas, arvien 

plaġǕkas iespǛjas iesaistǭties informatǭvi komunikatǭvǕs attieksmǛs pateicoties grǕmatu un laikrakstu 

izplatǭbai, sadzǭves kultȊras ï mǕjokǸu iekǕrtojuma, gastronomiskǕs un apǥǛrba kultȊras 

modernizǛġanos, brǭvǕ laika pavadǭġanas un komunikǕcijas modeǸu un vietu maiǺu, no ǥimenes loka 

un privǕtǕs telpas izejot publiskajǕ telpǕ ï biedrǭbǕs, kafejnǭcǕs, restorǕnos, teǕtrǭ, parkos.  

RomǕna ievadlapusǛs autors divu romǕna varoǺu ï lepna pilsǛtnieka kuļiera un zemnieka 

Mikuma dialogǕ iezǭmǛ atvǛrtu un dinamisku pasauli: ñ[..] Nepatǭk mȊsu kungiem RǭgǕ, tie 

aizbrauc ar eizenbǕni uz PǛterburgu vai Maskavu, padzǭvojas tur kǕdas dienas un brauc atkal mǕjǕs. 

                                                 
30

 Like nineteenth-century capitalis, Mass Culture is a dynamic, revolutionary force, breaking down the old barriers of 

class, tradition, taste, and dissolving all cultural distinctions. It mixes and scrambles everything together, producing 

what might be called homogenized culture, (..). [Tulk. latv. val. mans ï I.G.-P.] CitǛts pǛc: Hollywood. Critical 

Concepts in Media and Cultural Studies. Ed. by Thomas Schatz. 2004. ï P. 41. 
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 A culture has two aspects: the known meanings and directions which its members are trained to; the new 

observations and meanings which are offered and tested [Tulk. latv. val. mans ï I.G.-P.] CitǛts pǛc: Cultural Theory. 

An Anthology. Edited by Imre Sczeman and Timothy Kaposy. 2011. ï P. 54. 
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Vai atkal kǕpj stǭmerǭ un brauc uz Enǥelantié Vai mums mazums tǕdu? Tas lielǕkais jau tas, ka 

mums tǕ satikġana ar visiem, no Rǭgas viss piesniedzamséKa tu esi RǭgǕ, tiklab tu esi PǛterburgǕ 

aré.ò (Deglavs 1983: 27)  

GalvenǕ varoǺa Krauklǭġa pilsǛtas gaitas sǕkas ar gǕjienu cauri plȊdu dǛǸ stihiski izveidotajam 

tirgum DaugavmalǕ. TrokġǺainajǕ laukumǕ rindojas kantori, firmas, mazi uzǺǛmumi, iebrauktuves, 

vezumu rindas, maltǭtes ieturǛġanas vietas. Protagonists gan dzird, gan redz, ka ñdzelzs stieǺus 

lauģot, sverot un sitot, atskanǛja spilgts, ausǭs griezǭgs troksnis, kas jaucǕs ar cilvǛku balss kǺadu, 

zirgu zviegġanu, teǸu blǛġanu un cȊku kviekġanu. Bija te visǕdu mantu diezgan, gan dzǭvu, gan 

nedzǭvu, gandrǭz par daudzéò (Deglavs I: 41); viscaur saimnieciska rosǭba un kǺada kǕ jaunǕs un 

vǛl nepazǭstamǕs pasaules zǭmes, kas signalizǛ par sociǕlǕm un kultȊras pǕrmaiǺǕm, jaunǕm 

sociǕlǕm grupǕm, daģǕdiem dzǭves lǭmeǺiem. Ne tikai pilsǛtnieki un uz jaunu dzǭvi ceroġie ienǕcǛji 

ir jaunǕs, topoġǕs kapitǕlistiskǕs vides un sabiedrǭbas reprezentanti. TǕdi Deglava skatǭjumǕ ir arǭ tie 

laucinieki, kas iebrauc pilsǛtas tirgȊ un pǛc tam, kad aprǛǵinǕta cena par saskaitǭtajiem, 

nosvǛrtajiem labǭbas maisiem un tie pǕrdoti, dodas atpakaǸ, bet par dabȊto naudu ir iepirkuġi dzelzi, 

sǕli, siǸǵes, citas nepiecieġamas lietas, un, ja var atǸauties ï arǭ avǭzes. ViǺi ir kǸuvuġi jauno 

sociǕlekonomisko attiecǭbu partneriem ï viǺi vairs neraģo tikai savǕm vajadzǭbǕm, bet arǭ pilsǛtas 

tirgum, un par iegȊtajiem lǭdzekǸiem var nopirkt nepiecieġamo. KultȊras dinamika ir izrietoġa no ġǭs 

vides, tǕ pielǕgojas, tiecas lǭdzi. Tirgus laukumǕ, gluģi kǕ antǭkajǕ agorǕ, paveras karnevǕliska, 

trokġǺaina, kustǭga, ġǵietami juceklǭga aina, ko var uztvert kǕ attǛlojamǕ laikmeta kultȊras 

simbolisku naratǭvu, kurǕ iekǸǕvǕs un spilgti reprezentǛjǕs arǭ populǕrǕs kultȊras segmenti, un kas 

galvenajam varonim ir pirmais socializǕcijas kanǕls pilsǛtas kultȊrǕ. Te pǛrk, pǕrdod, te 

ñleijerkastnieki uz visiem stȊriem. AkrobǕti [..] ñiztaisa visǕdas ñfigȊrasò ï stata rutkus, iet uz 

rokǕm, lien ar galvu caur kǕju starpu, [..], kamǛr otrs rauj leijerkasti, ka spiedz vien, un treġais sit ar 

sietiǺu. [..] Te atkal kolportieri izsauca ñMǕjas Viesaò jaunǕko numuru, ar ñpaġa augstǕ kunga un 

ǵeizara vǛlǛġanuò ñjauki, derǭgi stǕsti no Anġa LeitǕna.òò [..] un tad vǛl jauka rǭme ñKǕ tǕ liela mǕte 

TrȊte tikke kǕ godǭga Pidriǵa brȊte.ò Tur vǛl citi kolportieri, kuri izsauc sekoġas grǕmatas: 

ñĠveidleru Marijaò, ñPrieģu kalna Rozeò, ñǤenovevaò, ñPuǵu kurvǭtisò. Jauka, derǭga lasǭġana. Tad 

vǛl drukǕti rǭmǛs uz garǕm papǭru strǛmelǛm, par lielkungu PlǕteru un ñVai tad mǭlǛt kǕdi varas 

darbi.ò Laucinieki labprǕt bȊtu pirkuġi, bet nezinǕja tǕs meldijas. PǕrdevǛjs izdziedǕja priekġǕ. 

PircǛji un apkǕrtǛjie sǕka raut lǭdzi, tǕ ka korǭ pǕrspǛja pat netǕlǕs leijerkastes dȊkoǺu.ò (Deglavs I: 

41) Lai arǭ te cits citu nepazǭst, tomǛr neviens nejȊtas sveġs un necenġas distancǛties. Izmantojot 

Eliasa Kaneti (Elias Canetti, 1905ï1994) atziǺas par masas veidoġanos, var teikt, ka te redzamas 

svǛtku masas iezǭmes, kad ñit viss ir pa pilnam ierobeģotǕ telpǕ, un ikviens, kas ġajǕ areǕlǕ uzturas, 

var Ǻemt dalǭbu.ò (Kaneti 1999: 51) Fragmenta patoss, notikuma spontanitǕte, kad visi klǕtesoġie 

vienojas kopǭgǕ jaunradǭġanas aktǕ, simboliski demonstrǛ kardinǕlas kultȊras pǕrmaiǺas un arǭ 
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atgǕdina par populǕrǕs kultȊras saikni ar tautas tradǭciju garu, kas, nodots cits citam, saglabǕjies uz 

mȊsu kultȊras vǛstures laiktelpas asǭm un kalpoja kǕ tautas kopǭbas saite. FragmentǕ uzskaitǭtie 

literǕrie teksti ir modǛ nǕkuġǕs no vǕcu valodas pǕrtulkotǕs ñtautas grǕmatasò (Limane, 1986: 138), 

kas kǕ izklaides lasǕmviela piedzǭvojuġas unikǕlu popularitǕti un masu patǛriǺu kopġ 19. gadsimta 

40. gadiem lǭdz pat gadsimta beigǕm, un iedibinǕjuġas pamatus latvieġu lasǭtǕju sabiedrǭbas 

attǭstǭbai (Apǭnis, 1991: 156ï166), kalpoja arǭ par paraugu latvieġu sentimentǕlǕs literatȊras 

rakstǭġanai, tǕtad bija vǛrǕ Ǻemams faktors nacionǕlǕs kultȊras attǭstǭbǕ. Augusts Deglavs ġajǕ 

laikmetǕ ir saskatǭjis jau informǛtu lasǭtǕju un tuvǕkǕs un tǕlǕkǕs norisǛs ieinteresǛtu topoġǕs 

modernǕs sabiedrǭbas locekli ï par izsauktajǕm stǕstu grǕmatǕm klǕtesoġie vairs nebrǭnǕs, jo tǕs jau 

pazǭst, bet nosauktǕs ziǺǥes ir sveġas un tǕpǛc uzreiz netiek pirktas. SavukǕrt avǭzes kalpoja kǕ 

varas reprezentǕcijas medijs un tǕs labprǕt iegǕdǕjǕs (ñMǕjas Viesisñ ar ñpaġa augstǕ kunga un 

ǵeizara vǛlǛġanu.ò (Deglavs I: 41)) un informǕcijas un izglǭtoġanǕs avots ï ñ [..] ja ir par kariem, tad 

paǺemġu arǭ vienu ñceitunguò, laucinieks izsaka, pǛc kam uz pǛdǕm notiek andele.ò (Deglavs I: 41) 

Ġǭ epizode galvenajam varonim kalpo kǕ savdabǭga citas sabiedrǭbas, jauna laika atklǕġana, tǕ ir 

pirmreizǛja pieredze, kas manifestǛjas caur pǕrsteidzoġu kopǭbas un radǭġanas prieku. KlǕtbȊtne ġajǕ 

notikumǕ viǺu padarǭjusi droġǕku, jo tirgus pȊlǭ piedzǭvotajǕ nebija atġǵirǭgo, te visi bija jutǕs 

lǭdzǭgi.   

Izmantojot katru izdevǭgu epizodi, Augusts Deglavs parǕda, ka kultȊras formas, kas bija 

adresǛtas tautai un ko latvieġi iepazǭst 19. gadsimta 40.ï60. gados, un bija vǕcu kultȊrǕ radǭtas vai 

lokalizǛtas, vai Eiropas sabiedrǭbǕ populǕras, latvieġu vidȊ bija labi zinǕmas un pieǺemtas, un 

cirkulǛja daģǕdǕs dzǭves situǕcijǕs. Kad PǛtera Krauklǭġa paġa nodibinǕtajǕ vǭnȊzǭ satiekas divas 

sievietes ï Matilde un Maris, sǕncenses uz PǛtera sirdi, un Matilde pie sevis dungo ñpopularitǕti un 

ilgdzǭvoġanuò (Vǭksna 1995) piedzǭvojuġo vǕcu tautasdziesmu (ziǺǥi) ñMans brȊtgǕns ir jǕtnieks/ 

Un jǕtnieks stalts./Tas zirgs ir gan ǵeizara, / Tas jǕtnieks ir manséò (Deglavs 1983: 272)  

Varas un pilsǛtas sabiedrǭbas komunikǕcija 

Deglavs parǕda pilsǛtu, kurǕ funkcionǛ organizǛta plaġǕku masu un pilsǛtas varas 

komunikǕcija, kas ir svarǭga gadǭjumos, kad jǕpaziǺo svarǭga, oficiǕla informǕcija; ne visiem bija 

iespǛjams iegǕdǕties avǭzes, ne visi bija tik izglǭtoti, lai interesǛtos par aktuǕlǕm norisǛm, bet 

pilsǛtas varas pienǕkums bija sniegt informǕciju un pilsǛtniekiem tǕ bija jǕsaǺem. RǭgǕ, tǕpat kǕ 

19.gadsimta Eiropas pilsǛtǕs, problǛma tika risinǕta ar publiskiem ielas paziǺojumiem, kas tika 

nolasǭti noteiktǕs dienǕs pilsǛtas laukumos (parasti pie RǕtes nama). Autors pievǛrġ lasǭtǕja 

uzmanǭbu, ka svǛtdienǕ, ñtaisni dienu pǛc MiǵeǸdienasò (Deglavs 1983: 154) daudz Ǹauģu plȊst uz 

baznǭcǕm, ñbet vǛl jo vairǕk uz RǕtȊģa laukumu. Ġodien no rǕtsnama balkona tiek nolasǭta Rǭgas 

bursprǕka jeb tiesǭbas un likumi, tǕpat arǭ pasludinǕts, ko augstǕ rǕte ievǛlǛjusi no jauna savǕ 

sastǕvǕ.ò (Deglavs 1983: 154). TǕlǕk autors vairǕku lappuġu atkǕpǛ uzskaita pilsǛtas kǕrtǭbas 
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noteikumus, kuru uzdevums pǛc bȊtǭbas ir regulǛt un kontrolǛt pilsǛtnieku masas tiklab pilsǛtas 

sadzǭves un privǕtǕ lǭmenǭ, kǕ arǭ sociǕlo grupu un etnisko grupu attieksmju lǭmenǭ. TǕ ir 

dokumentǕli vǛsturiska satura atkǕpe, kuras uzdevums ir paplaġinǕt romǕna pasaules robeģas un 

kontȊrǛt plaġǕkas kopsakarǭbas, tǕpǛc tǕ nodalǭta no romǕna teksta ar izceltiem virsrakstiem ï 

ññPilsǛtas patvaǸas likumi un tiesǭbasò, ñPar droġǭbu uz ielǕmò, ñPar tǭrǭbu uz ielǕm, ñPar pirkġanu 

un pǕrdoġanuò, ñPar nevǕciem, item mǕjas kalpiem un meitǕmò (Deglavs 1983: 158ï166) u.c. 

Ikdienas dzǭve  

DaudzǕs romǕna lappusǛs autors atseviġǵǕs rindkopǕs vai garǕkos teikumos apraksta 

pilsǛtnieku sadzǭvi un ikdienu, izgaismojot 19. gadsimta 60. gadu populǕrǕs kultȊras segmentus. 

Rakstnieks akcentǛ apǥǛrba modes tendences (ñpatlaban bija uznǕkusi modǛ ģakete [..] hȊte, baltais 

krǕgs un ġlipse [..].ò (Deglavs 1983: 211)) un to, cik labprǕt latvieġi, ja vien bija iespǛja, centǕs 

ǥǛrbties atbilstoġi pilsǛtas modei, tǕdǛjǕdi iekǸaujoties kopǛjǕ sabiedrǭbǕ, un latvieġu gadǭjumǕ 

atbilstoġs apǥǛrbs bija arǭ solis uz priekġu karjeras veidoġanǕ. Arǭ gastronomija kǕ populǕrǕs 

kultȊras sastǕvdaǸa ietekmǛ sabiedrǭbas modernizǕciju, tekstǕ ir ñvairǕkas epizodes un detaǸas, kas 

Ǹauj spriest, ka rakstnieks Ǜdienu un dzǛrienu atzinis par nozǭmǭgu lǭdzekli identitǕtes meklǛjumu un 

laikmeta kultȊras poǛtikas atklǕsmǛò (Genese ï Plaude 2014: 98), kur vieta atrasta arǭ moderno 

kulinǕro izstrǕdǕjumu garġu un smarģu, no daģǕdǕm kultȊrǕm ienǕkuġo populǕru dzǛrienu 

aprakstiem (draudzeni Mari un viǺas mǕti PǛteris savǕ vǭnȊzǭ var pacienǕt ar ñdubultǵirġu, naǸifku, 

biġofu vai pat sarkano vǭnuéò (Deglavs 1983: 245)), virtuvju iekǕrtojumu, galda kultȊras attǭstǭbas 

atveidojumam.  

SecinǕjumi 

PopulǕrǕs kultȊras izvǛrġanǕs un dinamiska ieplȊġana visdaģǕdǕkajǕs dzǭves sfǛrǕs 

19. gadsimtǕ cieġi saistǭta ar kapitǕlisma, industrializǕcijas, komercializǕcijas un pilsǛtu attǭstǭbu, 

iespaidojot un mainot sociǕlpolitisko procesu dinamiku. PopulǕrǕ kultȊra nojauc ġǵiru barjeras, 

vecǕs tradǭcijas, ietekmǛ gaumi un izjauc kultȊru atġǵirǭbas.  

Augusta Deglava romǕna ñRǭgaò 1. daǸa demonstrǛ latvieġu kultȊras veidoġanos populǕrǕs 

kultȊras tǭkla, pilsǛtas, kapitǕlisma ekonomikas un nacionǕlǕs apziǺas pieaugġanas savstarpǛjǕs 

mijattieksmǛs sabiedrǭbas modernizǕcijas un industrializǕcijas apstǕkǸos. RomǕnǕ tǛlots plaġs 

populǕrǕs kultȊras spektrs ï augoġas tirgus ekonomikas un daģǕdu kultȊras produktu un procesu 

attieksmes, triviǕlǕs literatȊras izplatǭba un popularitǕte, sadzǭves kultȊra (brǭvǕ laika pavadǭġana 

publiskǕs vietǕs, apǥǛrbu mode, gastronomija), laikrakstu izplatǭba un sabiedrǭbas informǛtǭba, 

informǕcijas aprite pilsǛtas varas un pilsǛtnieku attiecǭbǕs. 

  

  



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

39 

BibliogrǕfija 
Apǭnis A. 1991. GrǕmata un latvieġu sabiedrǭba lǭdz 19.gadsimta vidum. Rǭga: Liesma, 156.ï

166. lpp. 

Bennett T. 2009. Popular Culture and the óTurn to Gramschiô. In: Cultural Theory and Popular 

Culture. A Reader. Editor John Storey. Pearson/Longman. pp. 81ï87.  

Ļakare V. 1999. MultikulturǕlisms romǕnǕ ñRǭgaò. No: Rǭgas kultȊrvide 19. gadsimtǕ. A. Deglava 

romǕns ñRǭgaò. Rǭga: PǛtergailis, 10.ï17. lpp. 

Deglavs A. 1983. Rǭga. 1. sǛjums. Rǭga: Zvaigzne. 

Genese-Plaude I. 2014. ǚdiens un identitǕte Augusta Deglava romǕnǕ ñRǭgaò. No: LiteratȊra un 

kultȊra: process, mijiedarbǭba, problǛmas. Gastronomiskais teksts literatȊrǕ un kultȊrǕ. ZinǕtnisko 

rakstu krǕjums XV. Daugavpils UniversitǕte: AkadǛmiskais apgǕds ñSauleò, 97.ï104. lpp. 

Hanovs D. 2003. Pilsonǭbas nǕcija: Baltijas VǛstnesis. 1868ï1906. Rǭga: Elpa. 

Kalnaļs B. 2017. NǕcijas kartǛġana un kultȊras atmiǺa 19. un 20. gadsimta mijas latvieġu literatȊrǕ. 

Fin de si®cle literǕrǕ kultȊra LatvijǕ. KolektǭvǕ monogrǕfija. Rǭga: LU LiteratȊras, folkloras un 

mǕkslas institȊts, 17.ï94. lpp. 

Kaneti E. 1999. Masa un vara. Rǭga: Jumava, 51.ï52. lpp. 

Limane L. 1986. RobinsoniǕde un stǕsts par Genovevu latvieġu grǕmatniecǭbǕ. GrǕmatas un 

grǕmatnieki. Rǭga: ZinǕtne, 138.ï145. lpp. 

Macdonald D. 2004. A Theory of Mass Culture. In: Hollywood. Critical Concepts in Media and 

Cultural Studies. Ed. by Thomas Schatz. London: Rotledge, pp. 38.ï52. 

Oberlenders E. [b.g.] Rǭgas izaugsme par daudznacionǕlu ekonomisku metropoli. Volfarte K., 

Oberlenders E (sast.). Katram bija sava Rǭga. Rǭga: AGB, 11.ï30. lpp. 

Storey J. 2008. Cultural Theory and Popular Culture. Pearson/Longman, pp. 1ï15. 

Vǭksna M. 1995. Tautasdziesma un tǕ sauktǕ ziǺǥe. https://www.vestnesis.lv/ta/id/35551 

[03.04.2028]. 

Williams R. 1989. Culture is Ordinary. In: Cultural Theory. An Anthology. Edited by Imre Sczeman 

and Timothy Kaposy. Willey ï Blackwell, pp. 53ï59. 

 

  



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

40 

VǚSTURE / HISTORY, HISTORY OF CULTURE  

 
REUSE OF GARMENTS AND ACCESSORIES OF  

LATGALIAN CLOTHING IN THE 19
TH

 CENTURY 
 

Ieva Pǭgozne 
Institute of Latvian History at the University of Latvia, Kalpaka bulvaris 4, Riga LV-1050, 

pigozne@inbox.lv 

 
Abstract 

Reuse of Garments and Accessories of Latgalian Clothing in the 19th Century  

Key Words: reuse, clothing, Latgale, Latvia, 19th century 

The paper discusses reuse and second use of pieces of clothing and accessories worn by the Latvian-speaking peasants 

living in Daugavpils, Ludza, and RǛzekne districts of the Governorate of Vitebsk in the 19
th
 century. 

Traditional clothing reflects the local traditions of producing, ornamenting and wearing clothing and it was worn by 

local Latvian peasants till the second half of the 19th century. Latgalian traditional clothing has not been researched to 

the same extent as that of the other regions. 

This paper studies how items of traditional clothing in Latgale were reused and therefore were not collected by 

museums, as well as what effect this had on the formation of the museum collections and what has to be considered 

when researching traditional Latgalian dress. It analyses evidence of reused garments and repurposed accessories when 

they were outworn or out of fashion. It is based on a thorough examination of the interviews carried out by the 

ethnographers of the Monument Board in 1925, 1926, 1937, and 1943, drawings, photographs and garments stored at 

the National History Museum of Latvia, Archives of Latvian Folklore, as well as interviews carried out by Ieva Pigozne 

in 2017. This paper reveals one part of the results of the postdoctoral research project ñDevelopment of Folk Dress in 

Latgale in the 19th Centuryò funded by The European Regional Development Fund. 

This paper concludes that Latgalian peasantôs festive clothing was usually worn as everyday clothing when it was worn 

out; many garments were reused as leg wraps or nappies for babies. Footwear was worn as long as possible or kept for 

funerary attire. Thus there was rarely anything left to be collected by the museums in the first half of the 20th century. 

Such popular accessories as woollen sashes were usually repurposed and were used as decorative gift wraps, for 

lowering a coffin into the grave during the funeral, tying babies or as upper parts of slippers. Sashes were still made and 

kept in many homes till the World War II but they were not used for holding the ladiesô skirts as in the first half of the 

19th century. Abundance of sashes contributed to creation of a misconception that they were used together with 

traditional clothing and thus to unfounded formation of sets of Latgalian traditional clothing. 

 

Kopsavilkums 

ApǥǛrba un tǕ piederumu atkǕrtota izmantoġana LatgalǛ 19. gadsimtǕ 

AtslǛgvǕrdi: AtkǕrtota izmantoġana, apǥǛrbs, Latgale, Latvija, 19. gadsimts 

PǛtǭjumǕ analizǛts, kǕ latgalieġu zemnieki, kuri 19. gadsimtǕ dzǭvoja Vitebskas guberǺas Daugavpils, RǛzeknes un 

Ludzas apriǺǵos, atkǕrtoti un otrreizǛji izmantoja novalkǕtǕs tradicionǕlǕ apǥǛrba daǸas. 

TradicionǕlais apǥǛrbs atspoguǸo vietǛjǕs apǥǛrba izgatavoġanas, rotǕġanas un valkǕġanas tradǭcijas. Latvieġu zemnieki 

to valkǕja lǭdz 19. gadsimta otrajai pusei. Latgales tradicionǕlais apǥǛrbs lǭdz ġim ir pǛtǭts mazǕk nekǕ citu novadu tǛrpi. 

PǛtǭjums atklǕj, kǕ tradicionǕlǕ apǥǛrba daǸas LatgalǛ tika pilnǭbǕ izlietotas un nesaglabǕjǕs lǭdz brǭdim, kad tǕs varǛja 

tikt savǕktas muzeju kolekcijǕm, tǕdǕ veidǕ ietekmǛjot to veidoġanos. Ġos procesus jǕǺem vǛrǕ tradicionǕlǕ Latgales 

apǥǛrba pǛtniecǭbǕ. RakstǕ uzrǕdǭtas liecǭbas tam, kǕ novalkǕtie vai no modes izgǕjuġie apǥǛrba gabali tika otrreizǛji 

izmantoti, bet aksesuǕri tika lietoti citiem mǛrǵiem. PǛtǭjums balstǭts rȊpǭgǕ avotu analǭzǛ: 1925., 1926., 1937. un 1943. 

gadǕ veiktajǕs PieminekǸu valdes etnogrǕfisko ekspedǭciju intervijǕs, Latvijas NacionǕlajǕ VǛstures muzejǕ glabǕtajǕs 

fotogrǕfijǕs un apǥǛrba daǸǕs, Latvieġu folkloras krǕtuves Paraģu kartotǛkǕ, kǕ arǭ Ievas Pǭgoznes 2017. gadǕ veiktajǕs 

intervijǕs LatgalǛ. RakstǕ atspoguǸota daǸa no Eiropas ReǥionǕlǕ Attǭstǭbas fonda finansǛtǕ pǛcdoktorantȊras projekta 

ĂApǥǛrba attǭstǭba LatgalǛ 19. gadsimtǕò pǛtǭjuma rezultǕtiem. 

PǛtǭjumǕ secinǕts, ka Latgales zemnieku goda tǛrpa daǸas pǛc to apvalkǕġanas parasti tika valkǕtas kǕ ikdienas un darba 

apǥǛrbs. Daudzu apǥǛrba gabalu audums tika otrreizǛji izmantots kǕjautiem vai bǛrnu autiǺiem. Apavi tika valkǕti tik 

ilgi, cik vien iespǛjams vai glabǕti bǛru apǥǛrbam. TǕdǛjǕdi lǭdz 20. gadsimta sǕkumam, kad tika veidotas muzeju 

kolekcijas, saglabǕjuġos priekġmetu bija Ǹoti maz. SavukǕrt tǕdi populǕri aksesuǕri kǕ austǕs jostas arvien tika 

izmantotas, taļu citiem mǛrǵiem ï kǕzu dǕvanu apsieġanai, zǕrka ielaiġanai kapǕ, zǭdaiǺu autiǺu apsieġanai vai koka 

klikatu virsǛjo daǸu izgatavoġanai. Austo jostu izmantoġana daudzǕs mǕjǕs turpinǕjǕs lǭdz Otrajam Pasaules karam, taļu 

tǕs netika izmantotas sievieġu brunļu saturǛġanai kǕ 19. gadsimta pirmajǕ pusǛ. Pieejamo jostu lielais skaits ietekmǛja 

aplama priekġstata izveidoġanos, saskaǺǕ ar kuru tǕs tika nepamatoti pievienotas sakomplektǛtajiem Latgales 

tradicionǕlajiem tǛrpiem. 
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Introduction  

The paper discusses reuse, second use and repurposing of pieces of traditional clothing and 

accessories worn by the Latvian-speaking peasants living in Daugavpils, Ludza, and RǛzekne 

districts of the Governorate of Vitebsk in the 19
th
 century. The aim of the article is to analyse the 

evidence of reuse, examine what the reused pieces were used for and show how this influenced the 

formation of the museum collections. 

Traditional clothing reflects the local traditions of producing, ornamenting and wearing 

clothing and it was worn by local Latvian peasants till the second half of the 19th century. 

Traditional clothing for women consisted of a long linen shirt, woollen or linen skirt, an apron, a 

jacket, a shawl for festive occasions, a coat, leg-wraps or socks, footwear, one or two head 

coverings. Traditional clothing for men consisted of a linen shirt, linen or woollen trousers, a jacket, 

one or two coats, leg-wraps or socks, footwear, a hat. 

Latgalian traditional clothing has not been researched to the same extent as that of the other 

regions. Among the very few studies devoted to the Latgalian clothing of the 19th century, earlier 

research does not mention reuse of garments (Slava 1973), and the more recent one touches upon 

this subject in one sentence (Bremze, Rozenberga, ZiǺǥǭte 2003: 186). Reuse of traditional Latvian 

garments has never been the topic of any research, and also studies devoted to other regions pay 

little attention to this problem, mentioning that the fabric of skirts or shawls were used as lining, 

underwear or childrenôs clothing (Bremze, Rozenberga, ZiǺǥǭte 1997: 11; Jansone 2016: 90). 

Data for this study were obtained from thorough examination of the interviews carried out and 

drawings and photographs made by the ethnographers of the Monument Board in 1925, 1926, 1937 

and 1943, as well as the garments stored at the National History Museum of Latvia, interviews 

carried out by Ieva Pigozne in 2017, and published sources. All this material is studied using the 

method of content analysis, and then categorised, analysed, and the conclusions are presented here. 

The shortcoming of the interviews of the Monument Board is that they do not have an inventory 

number and therefore can be referred to only by the names of the informants and municipalities they 

live in. 

Discussion 

Evidence of reused garments and accessories suggests that there are three main ways of 

reusing traditional Latvian garments and accessories: use of the garment in different context; 

destroying the garment in order to reuse its fabric; repurposing the use of the accessories. 

There are two main types of peasantôs clothing: everyday clothing for work and festive 

clothing for attending the church, proposing and engagements, weddings, christenings, and funerals. 

In the first half and middle of the 19
th
 century when the traditional clothing was still in use, every 
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grownup peasant used to have one set of festive clothing (rarely two) and one or more sets of 

everyday clothing. 

The analysed material suggests that it was a common practice to make special linen shirts to 

be worn for work. They were of much coarser fabric than those for festive clothing. Sometimes 

there were also skirts or trousers made from coarse fabric to be used for work. At the same time 

jackets, coats and hats were almost never made for work only for festive wear. The analysed 

material indicates that it was widely practiced to use worn-out festive clothing for everyday dress. 

There was much more demand for everyday clothing as it was used more often and it soon became 

damaged and useless due to hard and continued use. Therefore a person could have one set of 

festive clothing for a relatively long period and several sets of everyday clothing until they became 

worn out. The material shows that a garment of festive clothing could be first used for very 

important festive occasions, later it was worn on Sundays or going to the market and finally old 

festive garments were used for everyday wear and work until they were not wearable. A change of 

fashion could influence this process. The most dramatic changes in fashion took place in the sixties 

and seventies of the 19
th
 century when the traditional clothing became unfashionable and was 

replaced by European town fashion (Karlsone 2013: 17ï20; UǸanovska 2017: 39ï40). 

The practice of using the outworn festive garments for everyday clothing was mentioned in 

the interviews: in Cibla municipality, 1926; IrǛn aGraznova, born in 1842, in RundǛni municipality, 

1937; Antons TeicǕns, 75 years old, in MǛrdzene municipality, 1937; Agata BǸudniks, 80 years old, 

in Briǥi municipality, 1937; Ludvigs Strumps, 64 years old, and Zuzanna Rimģe, 87 years old, in 

Pilda municipality, 1937. 

Another way of using the festive clothing was that carefully worn festive dress (sometimes 

wedding clothing) and footwear was kept to become the funerary attire and thus was buried together 

with its wearer. This was confirmed by Sofija Lǭgnerskis, 80 years old, SilajǕǺi municipality,1943; 

and IrǛna Graznova, born in 1842, in RundǛni municipality, 1937. The interviewed people indicated 

that the festive dress was usually worn with great care, and this was mainly done due to poverty. 

Moreover they could not afford to keep newly-made wedding/funerary attire and had to wear it until 

it did not show signs of being worn out. 

It can be concluded that using festive clothing in different context ï as everyday wear or as 

funerary attire ï completely extinguished these garments and they were not available for 

ethnographers who were later collecting items for museum collections. 

The analysed material points out that destroying the garment in order to reuse its fabric was 

also a widespread practice. In this case it did not matter whether it was a festive garment or an 

everyday garment, as both could be used this way. The fabric of festive garments, however, was 

more frequently used for making other clothing as it was of better quality. These were most often 
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old fashioned garments that belonged to festive clothing and were not worn out yet: traditional 

woollen shawls and skirts. The interviews that mention re-sewing them into other garments (e.g. a 

fashionable dress) are by Viktora Vaspan, 60 years old, in SilajǕǺi municipality, 1943; and 

Veronika Skutel, in Vidsmuiģa municipality, 1926. Stefania Ulanowska, Polish ethnographer, also 

writes that old fashioned traditional womenôs shawls with colorful embroidery have been long ago 

re-sewn into menôs trousers or childrenôs clothing and are no longer to be found in ViǸǕni 

municipality in 1891 (UǸanovska 2017: 41). 

Outworn garments of traditional clothing could be destroyed in order to use their fabric for 

many purposes. The most common appears to be tearing old garments, especially coats, and making 

leg-wraps. This is mentioned by AdeǸa UzuleǺġ, 65 years old, in Nirza municipality, 1937; Agata 

BǸudniks, 80 years old, in Briǥi municipality, 1937; Anna Strods, born in 1851, in NautrǛni 

municipality, 1937; and Zuzanna Rimģe, 87, years old, in Pilda municipality, 1937. It is often said 

in the interviews that leg-wraps were commonly used for everyday wear, especially by men, 

however they were never made new. It can be argued that every man used many pairs of leg-wraps 

during his lifetime and therefore needed many old garments to satisfy the demand.  

Another purpose of destroying garments was making nappies and swaddling-clothes for 

babies. As Sofija Lǭgnerskis, 80 years old, in SilajǕǺi municipality, 1943, puts it: a baby was first 

wrapped in an approximately 1 square meter of linen that was cut from an outworn manôs shirt and 

then in a woollen piece that was cut from their motherôs old skirt and tied with tablet-woven bands. 

One can imagine that most of the families had several children and each of them needed more than 

10 nappies for a period of at least a year. This practice could form great demand for old traditional 

clothing. 

 

 
 

Fig. 1. A baby wrapped in old clothing and tied with a tablet-woven band. A reconstruction from a 

sketch by Auguste SiliǺa, the Monument Board, 1943. Drawing by Laura Pǭgozne. 

 

As a by-product of destroyed linen garments there were handkerchiefs made from the sleeves 

of shirts. Zuzanna Rimģe, 87 years old, in Pilda municipality, 1937, confirms that. It can be 

presumed that these handkerchiefs were not used for decorative purposes but for blowing oneôs 

nose and were thrown out when they were worn out. 
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Last but not least the interviewed people told that outworn garments had been used as rags or 

sold to travelling Jewish merchants in order to be made into rags. This is mentioned by IrǛna 

Graznova, born in 1842, in RundǛni municipality, 1937; and Viktora Vaspan, 60 old, in SilajǕǺi 

municipality, 1943. Neighbour of the second informant, Marija VaspǕns, 64 years old, in SilajǕǺi 

municipality, 1943, also referred to woven rugs that were made of rags. 

It can be concluded that only re-sewing garments could possibly lead to parts of the original 

garment to be preserved and potentially collected by the museums. All other ways of reusing them ï 

as leg-wraps, nappies, handkerchiefs or rags ï would eventually contribute to their ultimate 

disappearance.  

There is more and more evidence gathered that woven sashes were used in womenôs clothing 

only while wrap-around skirts were worn. When women started to make skirts that were gathered 

around the waist and sewn to a waistband, sashes were no longer needed and therefore not worn. It 

seems that this could have happened in the 18
th
 century or in the first half of the 19

th
 century at the 

latest (ZariǺa 1999: 40, 122; Petri 1809: 467ï478). Tablet-woven sashes were, however, made and 

used in Latgale until the first half of the 20
th
 century. They were still used by men to tie long coats 

and fur-coats (Bremze, Rozenberga, ZiǺǥǭte 2003: 188, 195), but most importantly, they were 

repurposed and used in several other ways. It has been noted that sashes were used as gifts, for 

lowering coffin into the grave during funeral and as reins for horses (Bremze, Rozenberga, ZiǺǥǭte 

2003: 184). 

Tens of interviews carried out by the Monument Board and the Latvian Folklore Archives 

indicate that sashes alone were rarely given as gifts. They could be given as offerings by the bride 

when she was walking around her new farm-stead for the first time and leaving ñgiftsò for the well, 

the bath-house, the gate, the cattle, etc. At the same time the newly married couple would receive 

gifts from their family and friends, and most women would present them with some handcrafted 

garments that were tied with a sash. The bride would give presents to the members of her husbandôs 

family, and these presents could also be tied with a sash. This means that sashes were used for 

decorative purposes as gift wraps. The interview with Sofija Lǭgnerskis, 80 years old, in SilajǕǺi 

municipality, 1943, confirms this. She also affirmed that women would wear a sash only if her skirt 

was too loose and otherwise would fall down. Anna Strods, born in 1851, in NautrǛni municipality, 

1937, confirmed that women did not wear sashes except to tie a coat when working. 

From other regions there are examples of blankets sewn together of many different sashes and 

they reflect the period of time when there were lots of sashes around but they were not used for 

clothing any more (Bremze, Rozenberga, ZiǺǥǭte 2003: 81ï82; LietuviȎ liaudies menas 1957: fig. 

238, 251). In Latgale there are no such blankets remaining, however, there is evidence that saddle-
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pads were made of two sashes sewn together. This was noted by Zuzanna Rimģe, 87 years old, in 

Pilda municipality, 1937. 

Interview with Valentǭna UsǕne, born in 1933, conducted by Ieva Pǭgozne in GalǛni 

municipality in 2017 re-confirmed that woollen tablet-woven sashes were used for lowering coffin 

into the grave during the funeral, as well as they were used as upper parts of slippers with wooden 

soles. Interview with Veronika MeikulǕne, born in 1939, in GalǛni in 2017 also re-confirmed that 

babies were wrapped and then tied with tablet-woven sashes, and she showed a sash that had 

changed colours due to babiesô urine. Interview with Anna MoļǕne, born in 1924 in BǛrzpils, in 

2017 reconfirmed that tablet-woven bands were used as reins for horses. 

 

 
 

Fig. 2. Valentǭna UsǕne demonstrating how sashes were used for upper parts of slippers.  

Photo by Ieva Pǭgozne in GalǛni, 2017. 

 

 
 

Fig. 3. A slipper with a wooden sole and an upper part made from sashes.  

A reconstruction by Ieva Pǭgozne. Drawing by Laura Pǭgozne. 

 

It can be concluded that repurposing of sashes not only helped to preserve them, it also 

contributed to keeping the tradition of making them alive. This is why many sashes made their way 

to the museums and even century-old tablet-woven sashes can still be found in many homes in 

Latgale. Abundance of sashes probably also contributed to creating the false image of sashes being 

worn by women in the middle and second half of the 19
th
 century. 
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Yet another part of clothing is footwear. Traditional Latgalian footwear is bast shoes (vǭzes), 

cord shoes (petǛrnes), one-piece leather shoes (pastalas), slippers with a wooden sole and textile 

upper part (klikatas), and shoes and boots made of black, hard leather. The most commonly used 

were bast shoes, all leather footwear was considered to be expensive and prestigious. Bast shoes 

and one-piece leather shoes have been around for centuries and seem to be a very stable type of 

traditional footwear. 

There are many interviews by the Monument Board that confirm wearing all types of 

traditional footwear, but the most valuable are those that provide information on how long a pair of 

traditional footwear could be worn until it was unusable. An interview from Stirniene municipality 

in 1926 affirms that bast shoes from osier bark could be worn for three days until they disintegrated, 

however, those made from linden bark could be worn for a week. If they were mended, they could 

last a little longer. Cord shoes could last for a month or two. When shoes could not be worn any 

longer they were burnt or thrown away. (Pigozne-Brinkmane 2008: 209) A pair of one piece leather 

shoes from Latgale at the National History Museum of Latvia (inventory number CVVM 5170) 

shows how they were mended several times, as there are two layers of patches on them. When the 

patches got holes, the shoes were thrown away. Interview with IrǛna Graznova, born in 1842, in 

RundǛni municipality, 1937, suggests that the best footwear that people owned and wore for festive 

occasions was kept for their funerary attire and buried together with their wearer. 

It can be argued that footwear was either worn out completely or kept for the funerary attire 

and very rarely any of it survived and was collected by the museums. Most of the bast shoes in 

museum collections are new or represented by just one shoe. Apparently they could be collected 

because there were so many of them made every year that people could afford to give a pair to the 

ethnographers. Other types of shoes could be collected if the museum worker was lucky to get 

outworn footwear before it was destroyed. This could explain why the museum collections have 

almost no other footwear but a few bast and cord shoes from Latgale in the 19
th
 century. 

Conclusions  

Garments and accessories of traditional clothing in Latgale were used very thrifty in the 19
th
 

century. Due to shortage of resources most of the textile garments were used as long as it was 

possible. This often meant reusing their fabric for other wear or finally for rags. Only the festive 

garments that were made of better fabric could be used for making new garments or as lining and 

therefore could survive for a longer period. Evidence of the older garments therefore continued to 

exist alongside newer clothing, often hidden under the modern garments of town fashion. This 

represents a good example of how several layers of traditions coexisted simultaneously. Uncovering 

these different layers is one of the main tasks of the modern researchers (Alsupe 1983). 
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Many garments and footwear never made it to 1890s or 1920s and 30s when they could be 

collected by the museums. Interviews of the Monument Board mention that occasional garments 

were kept by the family as a memory of their older relatives. Very often these items were bought by 

the ethnographers and ended in the museum collections. This shows how little consequence there is 

of which items reached the museums. It would have been ideal, though not possible to pick an 

example of every typical garment that was made and worn in every decade of the 19
th
 century and 

make sure it was represented in the museum collections. 

This has two main consequences. One took place in the 1930 when the sets of Latgalian 

clothing were made based on what garments could be found in the National History Museum of 

Latvia. These sets included garments that were easy to collect, e.g. skirts from the last decade 

before the town fashion took over, more than 100 years old shawls that had survived as a memory 

of previous generations, bast shoes that were easiest to be found due to their quantity and above all 

sashes (DzǛrvǭtis 1931; Karnups, Kivicka 1938). The other consequence is for the modern 

researchers who have to consider this complicated process of garments surviving and being 

collected by the museums and take all that into account when reviewing the sets of traditional 

Latgalian dress that were made in the 1930s. Today the research has to be done not only looking at 

the garments stored at the museums but also thoroughly studying the interviews by the Monument 

Board, Latvian Folklore Archives and every possible other source that is available. The time has 

come to consider ñthe whole pictureò and review our perceptions of the traditional Latgalian dress 

in the 19
th
 century. 
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Abstract 

Prisons in Latgale during the Initial Period of Activities of the Main Board of Prisons, 1920ï1921 

Key Words: Main Board of Prisons, War of Independence, imprisonment places, Penal System, prisons 

The present paper reviews the function of the penitentiary system of the Republic of Latvia and its organisation in 

Latgale since the Red Army left its territory and the Main Board of Prisons, in the jurisdiction of the Ministry of Justice 

of the Republic of Latvia, started operating in 1920. The most important questions are related to the infrastructure of 

imprisonment places and their administrations. The paper mainly focuses on the goals set by the Main Board of Prisons, 

management of imprisonment places, and the efforts to achieve these goals.  

At the same time, this paper provides the characteristics of the prisoners (who were prisoners?) and discusses the 

measures that aimed at reforming the prisoners. The research provides an understanding of the situation in Latgale 

during the War of Independence and provides unknown facts about the public administration activities there. The paper 

is based on the documents of the Latvian State Historical Archives at Latvian National Archives. 

After the liberation of Latgale, integration of prisons into the common penitentiary system of Latvia was not only an 

important step towards the organisation of Latviaôs domestic policy and judicial system, but also ensured order in the 

region. Based on the experience gained so far, the Main Board of Prisons started to organise the prisons in Daugavpils, 

RǛzekne and Ludza. These prisons were successfully integrated into the system of Latvian prisons. 

 

Kopsavilkums  

Latgales cietumi pirmajos galvenǕs cietumu valdes gados, 1920ï1921 

AtslǛgvǕrdi: GalvenǕ cietumu valde, Neatkarǭbas karġ, ieslodzǭjuma vietas, penitenciǕrǕ sistǛma, cietums 

RakstǕ aplȊkota Latvijas Republikas penitenciǕrǕs sistǛmas darbǭba un tǕs politikas organizǛġana LatgalǛ no laika, kad 

teritoriju pameta SarkanǕ armija un darbu uzsǕka Latvijas Republikas Tieslietu ministrijas pakǸautǭbǕ esoġǕ GalvenǕ 

cietumu valde (1920. gads), lǭdz 1921. gada aprǭlim, kad LatvijǕ pieǺǛma jauno Instrukciju cietumu darbiniekiem. 

NozǭmǭgǕkais aplȊkoto jautǕjumu loks saistǭts ar ieslodzǭjuma vietu infrastruktȊru un to administrǕciju, galvenokǕrt 

koncentrǛjoties uz GalvenǕs cietumu valdes un atseviġǵu ieslodzǭjuma vietu vadǭbas izvirzǭtajiem mǛrǵiem un 

centieniem tos sasniegt. Vienlaikus sniegts ieslodzǭto personu raksturojums (kas bija ieslodzǭtie?) un apskatǭti pasǕkumi, 

kas vǛrsti uz ieslodzǭto laboġanu. TǛmas izpǛte Ǹauj labǕk izprast Latgales stǕvokli Neatkarǭbas kara laikǕ un ielȊkoties 

lǭdz ġim nezinǕmos faktos par valsts pǕrvaldes darbǭbu. ReferǕts galvenokǕrt balstǭts Latvijas NacionǕlǕ arhǭva Latvijas 

Valsts vǛstures arhǭva dokumentos. 

Lǭdz ar Latgales atbrǭvoġanu, ġajǕ teritorijǕ esoġo ieslodzǭjumu vietu pievienoġana kopǭgajai Latvijas penitenciǕrajai 

sistǛmai bija ne tikai nozǭmǭgs solis Latvijas iekġpolitiskǕs un tieslietu sistǛmas sakǕrtoġanai, bet jo vairǕk kǕrtǭbas 

nodroġinǕġanai reǥionǕ. GalvenǕ cietumu valde, balstoties lǭdz tam gȊtajǕ pieredzǛ, uzsǕka aktǭvu Daugavpils, RǛzeknes 

un Ludzas cietumu organizǛġanu un tos sekmǭgi iekǸǕva kopǭgajǕ Latvijas ieslodzǭjuma vietu sistǛmǕ. 

 

Introduction  

Organisation of prisons in Latgale was started later than in the rest territory of Latvia which 

was related to the military political situation. During the time, when the main organisation of the 

Latvian prison administration, the Main Board of Prisons (hereinafter ï MBP), took over prisons of 

Latgale from the Latvian military institutions, the policy of the field was still in the development 

phase, however, the basic operating principles had already been developed and the conditions in 

other prisons of Latvia had been normalised, therefore the management of the MBP was able to use 

the previous experience when the operations were expanded to Latgale.  
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However, in the beginning of 1920, the situation in the prisons of Latgale was critical and 

their integration into the network of the Latvian prisons was delayed due to considerable issues in 

the region and prisons themselves. Evacuation of prisons that was performed during World War 

One worsened the condition of prisons, as a result of which the equipment was taken away, 

moreover, damages had occurred as a result of the continuous military operations and intense use of 

prisons during the Soviet time. Prisons played a significant role in the Bolshevik terror, for 

example, in January 1920, approximately 200 people were shot in the prison of Daugavpils 

overnight (Ġteimans 2005: 52). 

After the War of Independence, the state started organising for peace time conditions, and 

with the ñInstruction for the Employees of Prisonsò in April of 1921 the first phase of establishment 

and operations of the Latvian penitentiary system was completed, and this was selected as the 

chronological border of this article.  

Organisation and infrastructure of prisons in Latgale 

In the spring of 1920, the MBP took over the following three prisons in Latgale and integrated 

those into the joint national system of prisons: prison of Daugavpils, RǛzekne, and Ludza. All the 

three prisons had been built and used during the Russian Empire and actively exploited during 

World War One and the War of Independence. 

The building of Daugavpils prison was built
33

 in the second half of the 19th century in a 

simple technique, using burned bricks. The prison consisted of several buildings: a four-storey 

block with shared cells and simple workshops on the basement floor, a one-storey household 

building, chancellery building, warehouse, drying house, sauna, and stable. The prison was located 

in the suburbs of the city, however, along with expansion of Daugavpils and the centre of the city, 

in the beginning of the 20th century, the prison was rather close to the centre (currently 18. 

novembra Street, Daugavpils, the block of buildings is still used as prison). During the Russian 

Empire, approximately 500 to 800 prisoners were placed in the prison. It was the largest prison and 

the most suitable to secure the prisoners in Latgale (Veitmanis 1939: 103, 104).  

The prison of RǛzekne was built in the second half of the 19th century, changing the former 

horse post office. The prison is located next to the cityôs market square (currently LielǕ Street, 

RǛzekne). The block of prison buildings included the prison, chiefôs house, office building, and 

sauna. These premises were not enough to satisfy the needs of imprisonment, therefore in 1920, the 

cityôs arrest building was transferred to the prison of RǛzekne. This building was located on 14 Pils 

Street and this building complemented the block of prison of RǛzekne (Veitmanis 1939: 145, 148). 

                                                 
33
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The prison of Ludza (see Image 1), the smallest one of the three, and it is the second smallest 

prison subjected to the Ministry of Justice in Latvia (the arrest house of Smiltene was the smallest 

one). The prison of Ludza was built in the middle of the 19th century and consisted of just the 

building of prisoners with shared cells, sauna, and warehouse. (Veitmanis 1939: 153). In the spring 

of 1920, the prison premises were taken over by the superintendent of Ludza and the arrested 

Latvian and German soldiers were placed in the prison. Transition of the prison of Ludza to the 

MBP was delayed due to the wish of the superintendent to ensure that the prison would accept all 

the persons he had sent, even without specific documents and the provisions of the law, the MBP 

refused to comply with these requirements. The prison of Ludza, with 43 prisoners at the time, was 

the last one of the Latvian prisons to be taken over by the MBP on 4 May 1920 (LVVA, 3275. f., 2. 

apr., 267. l., 34., 35., 39., 41. lp.). 

In the summer of 1920, the Chief of Latgale, Andrejs BǛrziǺġ (1875ï1941), superintendents, 

and other officials initiated the discussion on opening of several other prisons in the region. More 

specifically, they wanted to organise prisons subjected to the MBP in KrǕslava, Dagda, and Drisa 

(currently Verhnedvinsk, Belarus). However, this idea was not implemented due to the fact that 

stateôs resources had to be saved and prisons had never been in these cities, and the discussion of 

this topic was ended (LVVA, 3275. f., 2. apr., 267. l., 50. lp.). 

All the three prisons of Latgale were in poor condition when the MBP took them over. The 

premises were damaged and dirty, ovens were demolished, and windows were broken. For example, 

in the prison of Daugavpils, prisoners were initially placed only on one storey, as the remaining 

premises could not be used. Over the course of time, the premises were arranged and equipped, and 

gradually prisoners were placed there thereby increasing the number of prisoners in the prison. 

Similarly, the premises of the prison of RǛzekne and former arrest house, as well as the premises of 

the prison of Ludza could not be fully used, and repairs were started immediately (LVVA, 3275. f., 

2. apr., 267. l., 12. lp.).  

Successful completion of repairs and other arrangements of prisons is characterised by the 

audit of the prison of Daugavpils conducted by the Ministry of Justice on 27 November 1921 during 

which the prison ñwas recognised in order but it was concluded that the catering of prisoners should 

be improved and it should be ensured that the arrested would be taken out for walks as much as 

possible. Moreover, the process of provision of beds in cells should be sped up and the library of the 

prison should be expanded.ò (LVVA, 3275. f., 2. apr., 48. l., 27. lp.). However, several issues 

remained for a longer period and in June 1922 the Minister of Justice, Vilis Holcmanis (1889ï

1941), in a discussion on the budget of the Ministry of Justice at the Constitutional Assembly 

admitted that ñit is unacceptable that there are people in the prison of Daugavpils who are 
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imprisoned for a period of a year and sleep without any clothes on the floor. We cannot provide 

them everything that is needed the mostò (Valdǭbas VǛstnesis, 20.06.1922.). 

The situation in other prisons of Latgale was similar, for example, on 4 May 1920, it was 

concluded that the prison of RǛzekne is in a ñdangerous sanitary conditionò (LVVA, 3275. f., 2. 

apr., 713. l., b.p.), but during audit of the prison of RǛzekne, in the second half of 1921, the MBP 

did not detect any sanitary issues and concluded that ñdiscipline and administrative system is goodò, 

however, certain improvements should be introduced (LVVA, 3275. f., 2. apr., 48. l.,158. lp.). 

Staff of prisons 

To facilitate successful inclusion of the prisons of Latgale in the penitenitiary system of 

Latvia and to normalise the conditions of imprisonment as soon as possible, recruitment of staff of 

prisons was especially significant. Heads of prisons and their deputies played a significant role in 

establishment of the Latvian prison system. To a certain extent they managed the prisons assigned 

to them independently and took on responsibility for successful execution of orders provided by the 

Ministry of Justice and the MBP. 

The first Head of the prison of Daugavpils was lieutenant Spricis (or ñFricisò in other sources) 

ZariǺġ (1888ï?), who was former Head of the prison of Valmiera (he worked for the Ministry of 

Justice since November 1919). He remained in the position in Daugavpils until 1925 when he left 

the prison service by his own choice. In May 1920, the prison of Daugavpils employed 29 people: 

Head, two chancellery clerks, prisonôs doctorôs assistant, two senior guards, 18 junior guards, three 

junior female guards, and one head of department (LVVA, 3275. f., 2. apr., 599. l., b.p.; 5601. f., 1. 

apr., 1279. l.). 

JǕnis Kronvalds (1869ï1926), the son of the well-known Young-Latvian (Jaunlatvieġi), Atis 

Kronvalds, was the first Head of the prison of RǛzekne starting 15 February 1920. From November 

1918 he was the Assistant Head of the Central Prison of Riga and before, in the Russian Empire, he 

worked in the justice field. JǕnis Kronvalds was the Head of the prison of RǛzekne until 31 July 

1923. Then he left the prison service and started working for the customs office in Daugavpils. 

(LVVA, 5213. f., 1. apr., 2394. l., b.p.; Latvijas Kareivis, 22.03.1926.). In May 1920, the prison of 

RǛzekne employed 21 people: Head, Assistant Head, doctor, secretary, chancellery clerk, senior 

guard, 14 junior guards, and one female guard (LVVA, 3275. f., 2. apr., 636. l., b.p.). 

On 4 April 1920, the MBP appointed Ervǭns GrenctǕls (1887ï?, see Image 2) as the first Head 

of the prison of Ludza (in other sources he is referred to as the acting head). He was in the position 

until 10 August 1923.
 
Previously, GrenctǕls was the Head of the prison of Jelgava. In May 1920, 

the prison of Ludza employed 12 people: Head, Assistant Head, doctor, secretary, chancellery clerk, 

senior guard, 9 junior guards, and one female guard (LVVA, 675. f., 2. apr., 53. l., 30. lp.). 
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According to the above, the Heads of the prisons of Latgale, and their assistants, had worked 

for the MBP before and had obtained experience in the penitenitiary of Latvia. The MBP appointed 

experienced people in leading positions at the prisons of Latgale intentionally to ensure that the 

prisons are managed by reliable, and professional heads of prisons which allowed to avoid many 

deficiencies that had occurred in other prisons of Latvia before and thereby it was possible to put 

the prisons in order significantly faster. Other staff of prisons included local inhabitants and 

specialists (doctors, teachers, and clergymen). 

Health care was particularly important at prisons, especially during the time when infections 

spread rapidly. To ensure health monitoring and treatment of prisoners, doctors were employed at 

prisons and, along with takeover of prisons, the operations of prison hospitals were restored. Local 

doctors were employed in all the three prisons of Latgale. In Daugavpils, Viktors Krecers (1888ï?; 

see Image 4), in RǛzekne, from 6 March 1920, Sergejs Gavrilovs (1887ï?; see Image 5) (LVVA, 

3234. f., 2. apr., 11432. l., 5. lp.; Valdǭbas VǛstnesis, 20.06.1922), and, in Ludza, AǺisims Rekaġevs 

(1859ï1955; see Image 6) (Vǭksna 2004: 161ï163). 

Prisoners were allowed to practice religion freely but it was not mandatory. A much as 

possible, religious care of prisoners was provided by the management of prisons as a part of 

correctional policy and education of prisoners. During its first years of operations, the prison of 

Daugavpils had recruited representatives of two religions: Orthodox, and Catholic priest, in the 

prison of RǛzekne, the religious life was managed by the Orthodox priest Jevstafijs Ruġanovs 

(1873ï?), and, in Ludza, several local priests served at the prison (LVVA, 3275. f., 2. apr., 293. l. 

b.p.). 

Description of prisoners 

All persons transferred by the war and civil administration institutions based on relevant 

documentation were imprisoned. In total, in the summer of 1920, in 19 prisons of Latvia, on 

average, 1,861 prisoners were imprisoned at the same time. Out of which, 176 or approximately 

10% of all prisoners imprisoned in the territory of Latvia were imprisoned in Latgale. In detail, in 

the prison of Daugavpils, on average 106 prisoners were imprisoned at the same time, in RǛzekne ï 

55, and in Ludza ï 15 prisoners (LVVA, 3275. f., 2. apr., 267. l., 39. lp.; Veitmanis 1939: 33). 

Viewing the year 1920 in detail, according to the data summarised by the Statistics 

Department of the MBP, it can be concluded that in 1920, prisoners of all categories spent in total 

of 683,854 days in prisons. Out of which, 59,591 days or 9.5% of all the days spent in prisons in 

Latvia were spent in Latgale. In detail, in Daugavpils, 38,735 days (5.7%), in RǛzekne, 20,298 

(3.0%), and in Ludza, 558 days (0.8%) (LVVA, 3275. f., 2. apr., 731. l., 3, o.p., 4. lp.). At the same 

time, it should be noted that other prisons of Latvia operated the whole year 1920, while in Latgale 

the process was delayed. Moreover, only part of the prison buildings of Latgale were used in 1920, 
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and many prisoners were moved to other prisons of Latvia, mainly to the Central Prison of Riga, 

due to the lack of capacity. 

To understand the position of the prisons of Latgale towards other prisons of Latvia, the 

situation on 1 January 1921 has been viewed. In total, 336 prisoners were imprisoned in the prisons 

of Latgale which was less than 15% of all the prisoners imprisoned in Latvia (LVVA, 3275. f., 2. 

apr., 556. l., b.p.). 

Viewing the data in detail (see Diagram 1), it can be concluded that in Daugavpils, on 1 

January 1921, there were 217 prisoners (190 men and 27 women, including six under-age). In 

RǛzekne, there were 90 prisoners (82 men and 8 women, including one under-age), and in Ludza, 

there were 29 prisoners (25 men and four women, including one under-age) (LVVA, 3275. f., 2. 

apr., 562.l., b.p.).  

In all the prisons, including others in the territory of Latvia, the number of prisoners is higher 

than it was possible to accommodate in the provided premises. In May 1920, the management of the 

prison of RǛzekne, asked the MBP to suspend adding new prisoners due to the lack of capacity. As 

all the prisons of Latvia were overcrowded, the MBP denied the request of the prison of RǛzekne, 

suggesting that the imprisoned women could be transferred to the arrest house of RǛzekne, thereby 

ñvacating the prison premises a littleò. (LVVA, 3275. f., 2. apr., 216. l., 257. lp.). 

Prisoners spent a short time in prisons and rapid turnover of prisoners could be observed that 

was characteristic of all the territory of Latvia. This refers also to many prisoners who were 

imprisoned during investigation. Absolute majority of prisoners were not convicted (see Diagram 

1), investigation or litigation had started. For example, in RǛzekne, in November 1920, only four 

convicted prisoners were imprisoned (LVVA, 3275. f., 2. apr., 216. l., 362.). Moreover, the short 

term of imprisonment was facilitated by amnestying of criminals and other matters. 

Viewing the convicted persons, it can be concluded that in 1920, in the prisons of Latgale, 

none of the prisoners were convicted with coerced labour, or convicted by the corrective institutions 

(LVVA, 3275. f., 2. apr., 176., 177., 179 lp.).  

The rapid turnover of prisoners and the short imprisonment term is confirmed by the fact that 

the registration book of prisoners imprisoned in Ludza that was started in 1922 contains an entry 

just on one prisoner who was imprisoned in 1920, and 29 prisoners imprisoned in 1921, out of 

whom only one was imprisoned in the beginning of 1921, and majority in the end of 1921 (LVVA, 

675. f., 3. apr., 513. l., 1., 2. lp.). 

In all the prisons, the prisoners were of different nationalities, genders, different ages, 

religious beliefs, education (including, there were a lot of illiterate persons in the prisons of 

Latgale), material conditions, and had different social indices. For example, in October 1921, in the 

prison of Daugavpils, 328 prisoners were imprisoned with the following religious beliefs: 160 
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Catholics, 79 old-believers, 44 Lutherans, 24 Orthodox believers, and 21 Jews (LVVA, 3275. f., 2. 

apr., 293. l., b.p.). 

Based on current research, it is known that there were 513 women imprisoned in the prisons 

of Latgale from 1920 to 16 April 1921. The first 11 women were imprisoned in the prison of 

Daugavpils in March 1920 (BǛrziǺa 2016: 140, 141). 

A bright description of prisoners in the beginning of the operations of the prisons of Latgale 

has been provide by the teacher of the prison of Daugavpils, Ludvigs Ozols, who has concluded that 

prisoners are divided in two groups which do not get along with each other. The first group included 

ñthose who regret the crime they have committed either due to light-mindedness or enticement of 

others, and it is expected that after serving their sentence they will not become a burden for the 

communityò, but the other group included those ñwho regret only that their crime has not succeeded 

and who, due to their lack of resourcefulness, have ended up in the prisonò (LVVA, 3275. f., 2. apr., 

293. l., b.p.). 

In this context, viewing the behaviour of prisoners, it can be concluded that, although 

different disciplinary punishments (reprimand, prohibition to meet, prohibition to walk, prohibition 

to accept food, prohibition to read book, prohibition to accept tobacco, prohibition of 

correspondence, punishment cell) were common, the situation in the prisons of Latgale was the 

same as the other prisons in Latvia.  

The same refers to escape attempts of prisoners. There was smaller number of successful 

attempts, compared to other prisons of Latvia, however, these happened. Escape attempts, including 

the successful ones, most often occurred when the prisoners were taken to or from interrogation, or 

elsewhere outside the prison. An interesting case has been recorded in August 1920, when the 

prison of Daugavpils reported to the MBP that in the partition wall of a cell on the 4th storey a 6 

inches wide, 4 inches high, and 7 inches long hole had been stumped under the bunks of prisoners. 

After interrogation of all nine prisoners imprisoned in the said cell, it was discovered that at night, 

the prisoners had planned to escape through the hole in the wall, entering the part of the prison that 

was not yet inhabited and through that, out of the prison. The prisoners had made the hole in the 

wall with an 8 inches long piece of iron with a sharp end that was brought into the prison as a result 

of negligence of a guard (LVVA, 3275. f., 2. apr., 216. l., 259., 261. lp.). 

Description of correctional measures 

The goal of the national penitentiary policy was not only to isolate the accused and convicted, 

but also to engage in a vast correction measures that would ensure resocialization of prisoners after 
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serving their sentence. One of the most significant parts of the correction policy was prison 

labour
34

. 

In the prison of Daugavpils, small workshops that serviced the household of the prison were 

established on the first storey of the prison in the spring of 1920, but only a small number of 

prisoners could be employed there. The premises of the prisons of RǛzekne and Ludza were not 

suitable for establishing workshops, therefore initially the prisoners were involved in household 

activities and occasional work outside the prison only (LVVA, 3275. f., 2. apr., 397. l., b.p.). 

It was planned to employ only convicted prisoners, but not those who were not sentenced yet. 

However, as the work of prisoners was necessary not only for the correction purposes, but initially 

mainly to normalise the conditions in the prison, and to conduct the urgent work, the MBP could 

attract also the prisoners that were not convicted. For example, the Head of the prison of RǛzekne, 

in November 1920, wrote that water had to be brought from the river for the prison, the territory had 

to be cleaned, prisoners had to work in the kitchen, and other work had to be completed, but he had 

only four convicted prisoners, out of whom one is a cook, one has served his sentence on the day of 

writing and would be released, one had wooden legs, and the fourth is 80 years old. In regard to the 

above, the MBP allowed to involve in the work, including work outside prison, prisoners not yet 

sentenced, ñonly such prisoners that can be trustedò (LVVA, 3275. f., 2. apr., 216. l., 359., 360. lp.). 

The work of prisoners served not only as a part of correction programme, but generated 

certain profit for the prison and prisoners. In 1920, the prison of Daugavpils earned more than 

56,500 roubles from the work of prisoners. Out of that, 22,252.77 roubles were obtained by the 

prison of Daugavpils, and 33,201.43 roubles were paid out to the prisoners, and 1,066.46 roubles 

were transferred to the State Treasury (LVVA, 3275. f., 2. apr., 397. l., b.p.). 

In RǛzekne, organisation of work was not so successful, the first profit from the work was 

generated only in July 1921 (3275. f., 2. apr., 453. l, b.p.), and in Ludza, in August 1921 (3275. f., 

2. apr., 439. l, b.p.). 

Educating the prisoners was another significant part of correction policy. Prisoners were 

educated not only religiously, as mentioned above, but also by organising schools, libraries, and 

educating events. The prison of Daugavpils was one of the first prisons where the prison school 

started operating in the end of 1920.
35

 In October 1920 (in November, in some places), teacher, 

Ludvigs Ozols, started to work in the prison of Daugavpils. He had worked in local schools before. 

Ozols continued working in the prison of Daugavpils until August 1922 (Valdǭbas VǛstnesis, 

23.08.1922). During this time he taught prisoners Latvian and Russian languages, as well as Maths, 

                                                 
34

 More on employment of prisoners in the prisons of Latvia: BǛrziǺa 2017. 
35

 In 1920, only five prison schools operated in Latvia: in the Central Prison of Riga, in the prisons of Daugavpils, 

LiepǕja, Jelgava, and CǛsis. 
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and organised and presented different lectures, and took care for the prison library. Lessons were 

organised in Latvian and Russian languages (LVVA, 3275. f., 2. apr., 293. l., b.p.).
36

 

Lectures in Latvian and Russian on different topics according to a pre-approved programme at 

the prison of Daugavpils were organised four times a week and were dedicated to different topics 

that would motivate prisoners to become better and that would be useful for them in their lives. The 

topics of lectures included fruit-growing and gardening, agriculture and household matters, harm of 

alcohol, and operations of cooperative societies in Latvia and globally (LVVA, 3275. f., 2. apr., 

293. l., b.p.). 

The school and lectures in Daugavpils were attended by prisoners of both genders and 

different nationalities. For example, it is known that courses of Latvian language were attended by 

Latvians and foreigners, 50 men and 6 women at the same time. When characterising his work in 

the prison, Ozols reported that part of prisoners ñperceived the lectures with great pleasure,ò with 

others, however, ñ[I] have to fight with for them to reach reasonable mind, and it must be done 

indirectly, patiently and prudentlyò, as well as he notes that ñthe teacherôs position in prisons with 

adults is as serious and full with blessing as in the city and countryside schools with children.ò 

(LVVA, 3275. f., 2. apr., 293. l., b.p.). 

In the prison of RǛzekne, in the beginning of its operations, it was not possible to organise a 

school or courses. In the prison of Ludza, in its turn, it was not planned to organise a school, as only 

the short-term prisoners were placed there. However, to ensure that the ñmorally ethical educationò 

of prisoners would not be restricted, different lectures were organised in these prisons, too. These 

lectures were mainly presented by the priests of prisons (LVVA, 3275. f., 2. apr., 293. l., b.p.). 

In all the three prisons, the libraries were actively developed and supplemented. On 1 January 

1921, the library of the prison of Daugavpils had 239 publications, out of which 141 in Latvian, 64 

in Russian, and 34 in German. These publications included fiction (for example, ñKaǵǭġa 

Dzirnavasò (ñThe Catôs Millò) by KǕrlis Skalbe and other tales), plays (for example, ñKlavigoò by 

Wolfgang Goethe, ñZvanǭgs ZvǕrgulǭtisò (ñJingling Tinklerò) by Anna Brigadere), educating 

literature (for example, publications on psychology matters of K. Aġmanis, ñGeometry for Primary 

Schoolsò by A. Leimanis), periodicals (for example, monthly articles of the Ministry of Education), 

etc. The teacher of the prison, Ozols, presented large part of books, 94 in total, to the prison 

(LVVA, 3275. f., 2. apr., 293. l., b.p.). 

Small libraries were also in the other two prisons of Latgale, and they were continuously 

supplemented. In 1921, 7,000 roubles were provided to the prison of RǛzekne, and 6,000 roubles to 

                                                 
36

 In the prison of Daugavpils, Latvian lessons with textbooks were held for four hours (from 8.00 a.m. to 12.00 a.m.) 

three times a week (on Tuesdays, Thursdays, and Saturdays). Russian lesson lasted three hours (from 8.00 a.m. to 11.00 

a.m.) and the lesson was held once a week, on Mondays. Maths lesson lasted three hours three times a week, on 

Tuesdays, Wednesdays, and Fridays. 
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the prison of Ludza to supplement the libraries, and the libraries of both prisons included a lot of 

books and they were continuously supplemented (see Image 7). (LVVA, 3275. f., 2. apr., 293. l., 

b.p.).  

Conclusions 

During the period under review, just a small part of prisoners of Latvia were imprisoned in 

Latgale which was due to the fact that the prisons of Latgale were integrated into the system of 

Latvian prisons later and in 1920 they were in a worse condition than other prisons in Latvia, 

improvement of which was already started in 1919. Moreover, compared to the period of the 

Russian Empire, the number of prisoners in the prisons of Latgale was comparatively small which 

can be explained by the poor condition of the prisons. At the same time, the cells in use were 

overcrowded and the number of premises was insufficient. 

Intentional rotation of managing staff of prisons (Heads of prisons and their assistants) to 

Latgale ensured comparatively successful organisation of prisons and allowed to avoid issues 

characteristic for other prisons in the beginning of their operation: lack of understanding of the 

MBP policy and consequently wrong interpretation and execution of orders, as well as intentionally 

criminal action of the management, for example, misappropriation of money. 

The prison of Daugavpils was the largest prison in Latgale, therefore this prison was 

developed the fastest in the region, providing the work to employees and organising school. 
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Image 3. Solemn oath of the prison duty workers. Solemn oath of Milda Vikmane ï 

the clerk of the prison of Ludza. Ludza, 10.04.1920. (LVVA, 675. f., 2. apr., 40. l., 2. lp.) 

 

 

 

   
 

Image 4. Viktors Krecers ï 

doctor of Daugavpils prison. 

(1888ï?).  
Passport photo from 1925. 

(LVVA, 2996. f., 10. apr., 

43913. l.) 

 

Image 5. Sergejs Gavrilovs ï 

doctor of Rezekne prison. 

(1887ï?).  
Passport photo from 1928. 

(LVVA, 2996. f., 7. apr.,  

7851. l.) 

 

Image 6. AǺisims Rekaġevs ï 

Doctor of Ludza and prison 

of Ludza (1859ï1955). 
(Vǭksna, A. Latgales Ǖrsti un 

Ǖrstniecǭba. LU, 2004.) 
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Image 7. List of books in Ludza prison library. Fragment. 1920. 

(LVVA, 675. f., 1. apr., 14. l., 9. op., 10. lp.) 

 
 

Diagram 1. Inmates in Latgale prison in 1921, January 1. 

Created by author. (LVVA, 3275. f., 2. apr., 562.l., b.p.)
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Abstract 

Analysis of characteristics of cross-border cultural projects  

Key Words: cultural project, intangible cultural values, international cooperation, integration, innovation 

Objective is to analyze the specifics of the implementation of cross-border cultural projects based on the characteristics 

of the cross-cultural project "Daugavpils and Vitebsk: cultural cooperation and development". In the conditions of the 

increasing globalisation culture cooperation between cross-border nations that share similar history and traditions is one 

of key factors for sustaining own ethnic identity. Long-term cooperation in the cultural field between the cities of 

Daugavpils and Vitebsk is crucial for preservation of the common cultural heritage of the Latvian-Belarusian border 

region. There is a need to improve the knowledge about Latvian and Belarusian traditional culture and its cross-border 

distribution. Cultural projects also play an important role in integration processes ï those promote tolerance and mutual 

understanding, bring people together and promote communication, help to solve social problems of the society, ensure 

people's identity, sense of belonging, make culture more accessible to wider and more diverse segments of society, 

promote cooperation between different sectors and organisations, in a particular case ï also at the international level. 

During cultural projectsô activities the achievements and innovations of creative collectives and target groups are 

demonstrated. The cultural heritage and its preservation are special and important objectives of international cultural 

projects, which include the preservation of both material and intangible cultural heritage. During this work, the 

characteristics of the implementation and management of the cultural project ñDaugavpils and Vitebsk: cultural 

cooperation and developmentò have been explored, analysing its cross-border cooperation aspects. 

 

Kopsavilkums  

PǕrrobeģu kultȊras projektu ǭpatnǭbu analǭze 

AtslǛgvǕrdi: kultȊras projekts, nemateriǕlǕs kultȊras vǛrtǭbas, starptautiskǕ sadarbǭba, integrǕcija, inovǕcijas 

Darba mǛrǵis ir analizǛt pǕrrobeģu kultȊras projektu realizǛġanas specifiku, balstoties uz pǕrrobeģu kultȊras projekta 

ñDaugavpils un Vitebska: kultȊras sadarbǭba un attǭstǭbaò raksturojumu.  

Pastiprinoties globalizǕcijai, sadarbǭba kultȊras jomǕ starp pǕrrobeģu tautǕm, kam ir lǭdzǭga vǛsture un tradǭcijas, ir 

viens no atslǛgas faktoriem savas etniskǕs identitǕtes un tradicionǕlǕs kultȊras saglabǕġanǕ. IlgtermiǺa sadarbǭba 

kultȊras jomǕ starp Daugavpils un Vitebskas pilsǛtǕm ir aktuǕla Latvijas-Baltkrievijas pierobeģas reǥiona kopǛjǕ 

kultȊrvǛsturiskǕ mantojuma saglabǕġanai. PastǕv nepiecieġamǭba uzlabot zinǕġanas par Latvijas un Baltkrievijas 

tradicionǕlo kultȊru un to pǕrrobeģu izplatǭbu. KultȊras projektiem ǭpaġa loma ir arǭ integrǕcijas procesos ï tie veicina 

toleranci un savstarpǛjo izpratni, pulcǛ kopǕ cilvǛkus un veicina komunikǕciju, palǭdz risinǕt sabiedrǭbas sociǕlǕs 

problǛmas, nodroġina cilvǛku identitǕtes, piederǭbas izjȊtu; tie padara kultȊru pieejamǕku plaġǕkiem un daģǕdǕkiem 

sabiedrǭbas slǕǺiem, veicina sadarbǭbu daģǕdu nozaru, sektoru un organizǕciju starpǕ, konkrǛtajǕ situǕcijǕ ï arǭ 

starptautiskajǕ lǭmenǭ. KultȊras projektu pasǕkumos tiek demonstrǛti radoġo kolektǭvu un mǛrǵgrupu sasniegumi un 

inovǕcijas. KultȊras mantojums un tǕ saglabǕġana ir ǭpaġs un svarǭgs starptautisko kultȊras projektu mǛrǵis, kas sevǭ 

iekǸauj gan materiǕlǕ, gan nemateriǕlǕ kultȊras mantojuma saglabǕġanu. Darba gaitǕ tiek pǛtǭtas kultȊras projekta 

ñDaugavpils Vitebska: kultȊras sadarbǭbas veicinǕġanaò ievieġanas, vadǭġanas ǭpatnǭbas, analizǛjot tǕ pǕrrobeģu 

sadarbǭbas aspektus.  

 

Introduction  

British authors and cultural researchers Ch. Landry and M. Pachter in the publication ñCulture 

at the Crossroads: Culture and Cultural Institutions at the Beginning of the 21
st
 Centuryò point out 

how culture affects its enjoyer: ñA rich cultural experience, causing emotional experience, gives 

meaning and purpose to life. A deep emotional experience can last a very short time, but often it 

brings revelation and transforms us. It affects both our instincts and the intellect, thus enriching our 

understanding of ourselves and educating us. An example of good cultural institutions shows how, 
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through their projects and the way they communicate, they can evoke the feeling and find 

understanding at any level, helping us to cope with the problems in lifeò (Lendrijs, Pahters 2010: 

39). 

For the development of culture several levels of activity are necessary: ñ1) cultivation of the 

existing values, interpretations, explanation, co-creation, understanding and acceptance of values; 

2) creativity that breaks down the frameworks of cultural paradigms and creates a new perspective 

and new valuesò (CimdiǺa 1998: 142). 

Cultural institutions introduce and implement various traditional and innovative projects on a 

daily basis not only in the area of the country, but also in the cross-border area. Cultural projects 

also play an integral role in integration processes ï they promote tolerance and mutual 

understanding, bring people together and promote communication, help to solve social problems of 

society, ensure the sense of peopleôs identity and belonging, they make culture more accessible to 

wider and more diverse segments of society, promote cooperation between different fields, sectors 

and organizations, in a given situation, also at the international level. The events of cultural projects 

demonstrate the achievements and innovations of creative groups and target groups. 

Creative orientation service (theatre play, museum exposition, concert, etc.) at the basis of a 

cultural project is funded not only from the state or local government budget, co-financed from its 

own revenues (entrance tickets, participation fees, souvenirs, programs, excursions, creative 

workshops), but the co-funding of the European Union structural funds is also attracted. Cultural 

projects are basically characterized by a set of features that differentiate them from projects in other 

areas: uniqueness, links between fields, innovation and risk, the difference from routine everyday 

work; they are usually linked to the introduction of novelties, and there are certain conditions for 

their implementation. The peculiarity of international projects is that they encourage or require 

austerity operating with limited resources. 

The Ministry of Culture of the Republic of Latvia on its home page describes the impact of 

the solutions of creative thinking of cultural and creative industries on the economy and society: 

ñCultural and creative industries are interdisciplinary, on the one hand, they include culture, on the 

other hand ï economy. Art and culture are considered to be the centre of the system surrounded by 

cultural and creative industries, while the broader economic context encompasses cultural and 

creative industries. Both cultural and artistic expressions that are at the centre of such a system, as 

well as cultural and creative industries have great potential in local, regional and national 

development, and they have a significant positive impact in the broader economic contextò 

(KultȊras ministrija. https://www.km.gov.lv/lv/kultura/radosas-industrijas/kulturas-un-radoso-

industriju-definicija). 
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In the field of culture, with the exception of commercial enterprises, it is not primarily a 

matter of profit-making circulation of money, but of cultural or artistic effects. The resonance of the 

audience is predominantly manifested not in relevant donations of money, but in the form of 

applause as an expression of approval of the offered. 

During the implementation of a cultural project, the works are divided into project 

phases/stages, which ensure the gradualness and transparency of the project, in order to ensure the 

control of the projectôs activities as efficiently as possible, notice problems and prevent them in 

time. Already in the project preparation phase, it is necessary to evaluate the teamôs ability to 

implement the intended scale of the project. During the planning of projectôs timetable and expected 

flow of money, it is particularly important to evaluate all risks that can prolong the project 

implementation time. 

Territorial cooperation programs are a priority in the context of contemporary cultural 

projects, and the most topical of them are Latvia-Lithuania, Latvia-Russia, Latvia-Estonia, Latvia-

Lithuania-Belarus (information about these funds is available at http://varam.gov.lv/lat/fondi/). 

International cooperation is a tool for promoting cultural accessibility, whether it is a local or 

large-scale project. The beginning of a successful project is a good project idea, an innovative and 

creative conception, a clear goal, tasks to be accomplished and the results to be achieved. Funds 

from the European Union (EU) are additional support that can help to achieve the objective. 

Prior to organizing an international cultural project, its feasibility should be assessed, which 

involves identifying various factors of the external environment (legislation, infrastructure, 

provision of technical requirements, co-financing, specifics of cultural traditions, staff resources, 

etc.), and the partiesô interest should be assessed. The aim of this article is to analyze the specifics 

of the implementation of cross-border cultural projects on the basis of the characteristics of the 

cross-border cultural project "Daugavpils-Vitebsk: Cultural Cooperation and Developmentò. 

Description of the development of the cultural project ĂDaugavpils-Vitebsk: Cultural 

Cooperation and Developmentò 

In the Daugavpils City Development Programme for 2014ï2020 it is stated that: ĂCultural 

tourism, in particular in the surrounding region, at the national level and in the nearest cross-border 

region, must be promoted in order to maintain the number and diversity of cultural events. Active 

action, determined efforts and financial resources are required for the improvement of the image of 

the city, both from the point of view of guests and residents of the cityò (Daugavpils. 

https://www.daugavpils.lv/files/components/main_content/files/DAP_2014_2020%2020%2005%2

02013%20HT%20gala%20tiks.pdf). 
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Fig. 1. Territory which can submit projects for cross-border programme 

(http://www.varam.gov.lv/lat/print/?doc=13011&from=775) 

  

The cross-border cooperation project ñDaugavpils-Vitebsk: Cultural Cooperation and 

Developmentò was submitted and supported by the Latvian-Lithuanian-Belarusian cross-border 

cooperation programme of the European Neighbourhood and Partnership Instrument (ENPI) 

programme, which aims to promote a sustainable and equal socio-economic development of the 

border region in order to make it more competitive for the economic and business development and 

attractive for living and visiting (Fig. 1) (VARAM. http://www.varam.gov.lv/lat/print/?doc= 

13011&from=775). Daugavpils municipality is actively involved in the acquisition of the EU 

structural funds. With the support of ERDF (European Regional Development Fund), ESF 

(European Social Fund), etc. infrastructure and cultural life improvement projects are being 

implemented in the city (Fig. 2). 

 

 
 

Fig. 2. Daugavpils municipal investment portfolio.  

Total financing volume 187.6 mil ú (2007ï2013)  
(Daugavpils. https://www.daugavpils.lv/upload/2014_doc/DAUGAVPILS%20eng.pdf) 
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The city of Daugavpils has engaged in a long-term cultural cooperation with the city of 

Vitebsk (Belarus). Bilateral visits and participation in events take place since 1998. In the context of 

the growing culture of globalization, cooperation between cross-border countries which have 

similar history and traditions is one of the key factors in preserving their ethnic identity. Cultural 

cooperation between the cities of Vitebsk and Daugavpils is essential for maintaining the common 

cultural heritage of the Latvian-Belorussian border region. 

The methodological material ñA Guide for the Management of a Culture Centreò published by 

the Ministry of Culture of the Republic of Latvia states that ñcultural projects, high-level events and 

festivals increase the attractiveness of cities and improve their image and ensure the meeting of 

diverse needs of society: education, knowledge, entertainment, leisure, self-expression, etc.ò 

(Hermane, Jurka 2008: 108). 

The successful transnational dialogue is reflected in the implementation of the project 

ñDaugavpils-Vitebsk: Cultural Cooperation and Developmentò by the Daugavpils municipal 

institution ñLatvian Culture Centreò (LCC) in cooperation with the Vitebsk State institution 

ñCulture Centre ñVitebskòò from December 2011 to June 30, 2013, by fully implementing its 

intention: to improve knowledge about the traditional culture of Latvia and Belarus through the 

dissemination and promotion of knowledge in cross-border area, to promote cooperation of cultural 

workers, to improve the material and technical basis of the institutions (project budget ï 296 785 

euro). The distribution of funding for this project is shown in Figure 3, where we can see the 

distribution of co-financing between the parties involved in the implementation of the project. 

 

 
 

Fig. 3. Distribution of financing for the project ñDaugavpils-Vitebsk:  

Cultural Cooperation and Developmentò (archive of Latvian Culture Centre) 
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In the course of the project the rehearsal premises for artistic groups on the 4
th
 floor and the 

Small Hall on the 3
rd

 floor were renovated in the LCC, an open-air stage was built in Vitebsk 

(Mazurino Park), folk costumes for the LCC childrenôs dance group ñPienupǭteò, folk song and 

dance group ñSvǕtraò and instruments for the LCC Professional Wind Instrument Orchestra 

(PWIO) ñDaugavaò, as well as for the group of musicians from the Republic of Belarus amateur-art 

dance ensemble ñLyavonihaò (Vitebsk) were bought. Concerts with participation of ñSvǕtraò, 

ñLyavonihaò and ñDaugavaò were organized in Daugavpils and Vitebsk, folk dance master classes 

were held, ñKupalleò celebrations were organized in Vitebsk and celebrations of JǕǺi (summer 

solstice) in Daugavpils, thus promoting the preservation and popularization of ethnic national 

traditions on the international scale. In the light of these concerts a creative bilateral meeting of the 

managers of cultural institutions was organized. 

The exchange of cultural specialistsô experience between the cities has made it possible to 

evaluate and analyze the traditions of organizing celebrations and innovation in Latvia and Belarus, 

thus encouraging the process of cultural communication between the neighbouring countries. The 

exchange of the participants of festivals, concerts and cultural events organized within the 

framework of the project helped to restore their cooperation and cultural life in both cities, which 

would not be available without improved cultural objects in Daugavpils and Vitebsk. The exchange 

programme of cultural workers has increased their professional and creative potential as cultural 

workers participated in master classes and meetings and discussions of cultural professionals. Since 

cultural management is focused on the development of cultural and art events, in order to gain 

transparency, the manager needs complex knowledge and competencies, which undeniably were 

improved by the project approved in the international cultural space. 

Culture can be both a means and a goal to promote the preservation of various types of 

material values (buildings, monuments, cultural and historical places, works of art, etc.) and non-

material values (ideas, traditions, symbols, etc.) and processes that facilitate the development of 

society. The organization of innovative cultural events in Daugavpils and Vitebsk has contributed to 

the productive capacity of the artistic groups involved in the project. The inhabitants and tourists of 

the cities have indirectly become acquainted with the intangible cultural heritage and historical 

moments of their nations, thus learning and inheriting the content of traditions, as well as the ability 

to use them in modern time and space. Particularly important is the participation of young people ï 

the carriers of the traditions ï in such events, to raise awareness about other nations, their ethnic 

identity and universal humanitarian priorities. The need for cooperation in the framework of the 

cross-border cultural project ñDaugavpils-Vitebsk: Cultural Cooperation and Developmentò is a 

demonstration of the promotion of traditional cultural heritage and skills, capacity building and the 
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exchange of sustainable practices between Latvian and Belarusian cultural professionals for the 

cultivation and development of cultural and historical sites and creation of new sites to visit. 

After the study of the project it can be concluded that both partners have enormous potential 

that could be further developed through regular cross-border cooperation in the field of culture. 

There are 16 amateur and two professional art groups in the Latvian Culture Centre, while in the 

cultural centre ñVitebskò ï 47 amateur groups. As the previous cultural work in the cross-border 

region has been successful, there is the possibility to diversify concert programs that could be even 

more high-value and diverse, but a wider cultural exchange, as well as a joint project 

implementation platform could be provided for cultural workers. 

Restoration of cultural infrastructure is important and topical for both partners as it gives 

added value to cultural elements and events, for example, the events organized in the renovated and 

improved premises attract more participants and interested parties. The project plays an important 

role both in preserving and adapting cultural and historical heritage sites, and in promoting culture, 

history and traditions in its national environment, and it results in more resonance outside the city 

and the country, thus attracting more tourists to both regions. 

The publication ñManagement of People, Brands, Media, Cultureò emphasizes that ñcultural 

projects are a challenge for both the national cultural administration and cultural institutions and for 

the organizers and participants of cultural project themselves. They force to be more dynamic, 

promote the democratization of cultural processes, creativity, the development of ideas, inter-field, 

cross-sectoral and international cooperation. They allow cultural organizations to diversify their 

offer, implement creative ideas, increase their knowledge and experience, reduce the routine, 

address new target groups, attract additional funding, expand the network of contacts, attract more 

public and media attention, etc.ò (BǛrziǺġ, NǛbels 2006: 97). 

Skills, cultural traditions, languages and dialects, songs and music, traditional dances, 

legends, rituals and festivals form the cultural heritage of every nation, which is one of the most 

important conditions and treasures of national and ethnic values. 

Conclusions 

¶ Cultural heritage and its preservation is the idea of the project ñDaugavpils-Vitebsk: Cultural 

Cooperation and Developmentò, which is fully implemented. During the project cultural 

traditions, special history and status of two nations were actualized. The international resonance 

of the project has facilitated the exchange of experiences of good practice among experts in the 

field of culture. During the project implementation and post-project time, the inflow of 

financial resources into the particular territory has been facilitated. 

¶ The development of infrastructure necessary for the promotion of cultural and historical 

heritage in cultural and historical objects has been facilitated. The material and financial 
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resources (folk costumes, musical instruments, restored premises, equipment, royalties), 

acquired within the framework of the project, have created motivation for further action, 

mobilized the artistic group, ensuring its growth. 

¶ The project has stimulated the preservation of values of tangible and intangible culture and has 

acknowledged the cultural identity and uniqueness of nations on a cross-border scale. 

¶ The result achieved by the project is useful to the society; it is aimed to create lasting values, 

based on cooperation and involvement of cross-border interested parties (tourists). The results 

of the project have proven their long-term importance by receiving new funding from the ENI-

LLB programme for the further implementation of innovative activities. 
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Abstract 

Conceptual art phenomena of the past period 

Key Words: conceptualism, art, phenomena, design 

The artist ï in his own language is a monkey, whos behavior is understandable thanks to a civilized critic only. Art 

rejected visual images and the importance of expressive elements, turned to general concepts. In conceptualism, the 

concept of work is more important than physical expression. The purpose of art ï the idea of broadcasting.  

Art objects can be formed and exist in different ways: text, graphics, protographs, audio and video materials. 

Conceptual art does not rely on a visual aesthetic pleasure, but on introspection, thinking and intellectual effort. 

The aim of the research it to investigate that conceptual art is, itôs essence, to look at the passage of time when the 

conceptual art emerges. 

  

Kopsavilkums 

KonceptuǕlǕs mǕkslas parǕdǭbas pagǕjuġajǕ laika posmǕ 

AtslǛgvǕrdi: konceptuǕlisms, mǕksla, parǕdǭbas, dizains 

MǕkslinieks ï savǕ valodǕ ir pǛrtiǵis, kura uzvedǭba ir saprotama pateicoties tikai civilizǛtajam kritiǵim. MǕksla 

noraidǭja vizuǕlus tǛlus un ekspresǭvo formas elementu nozǭmi, pievǛrsǕs vispǕrǭgiem jǛdzieniem un priekġstatiem. 

KonceptualismǕ darbas koncepcija ir svarǭgaka nekǕ fiziskǕ izteiksme. MǕkslas mǛrǵis ï idejas pǕrraidǛ. 

MǕkslas objekti var formǛties in eksistǛt daģǕdos veidos: tekstǕ, grafikǕ, fotoattǛlos, audio un video materiǕlos. 

KonceptuǕlǕ mǕksla nebalstǕs uz vizuǕlu estetizǛtu baudǭjumu, bet gan uz iedziǸinǕġanos, domǕġanu un intelektuǕlu 

piepǭli. 

PǛtǭjuma mǛrǵis ir izpǛtǭt kas vispǕr ir konceptuǕlǕ mǕksla, tǕ bȊtǭbu, aplȊkot pagǕjuġo laika periodu kad parǕdǕs 

konceptuǕlǕ mǕksla.  
 

Introduction  

Aim of the research: to study the conceptual art, its phenomena, to analyze this type of art in 

the last period.  

The objectives: to study modern literature about the theme of research work, to choose and 

analyse information about a conceptual art. To consider the articles that assisted understanding of 

conceptualism in the last century. What were event and as they influenced on this art. 

Methods: analyse and systematize the obtained data about a conceptual art in the last century; 

to draw conclusion and do the summaries of theory. 

In this research an author investigates importance of theme about a concept art both in modern 

society and in the last century, analyses what changes appeared in our time, what features of this art. 

In this research the author will examine the importance of the theme about a conceptual art, 

analyses works of some famous authors. 

About art 

An art is expression of ideas, display of human spirit, satisfying a natural for people 

requirement in beauty.  

An art assists aesthetic education, and it will not be harmonically without it. 

Art over science and religion, but under work. Work can be called the father of mankind, and 

the arts. Hundreds of years ago, people started to manufacture rudimentary tools and have lurked 
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the future of art. All art is developed simultaneously and cognition, creativity, and communication 

between people. 

Common vision about a conceptual art 

From latin "conʩʝʨtus" is translated, as a "idea". Indeed, after all conceptual art one or another 

idea stands in a certain form. 

Conceptual art is art for which the idea (or concept) behind the work is more important 

than the finished art object. It emerged as an art movement in the 1960s and the term usually 

refers to art made from the mid-1960s to the mid-1970s. 

It refused visual sculptures and expressive sign of form elements, applied to general concepts 

and presentations. This time when starts conceptualism is one of the most important artistic 

practices of the XX century. Conceptual art dominated not shape or material, ideas and values. It 

cannot be described in terms of artistic technique or style, rather to understand what conceptualism, 

ask: "what is it an art?" (Pict.1). 

In conceptualism concept works is more important than its physical expression, the aim of 

conceptual art ï in the transmission of ideas. Conceptual objects can be formed and exist in the 

form of phrases, texts, charts, graphs, drawings, photographs, audio and video materials.  

The object of conceptual art can be any object, phenomenon, process, as conceptual art is a 

pure artistic gesture. 

Authors of conceptual art was first fully attempted (and quite successfully) to deliver the 

meaning and idea ahead of the work or even more ï to completely refuse of its significance. 

There is a wonderful term for conceptualism ï the dematerialization of the art object. At the 

time, everyone is baffled as the audience and the gallery, which now was hard to imagine the 

possibility of evaluating works of art and sale, in connection with the loss of their initial wealth 

(Pict.2). 

Ideas that troubled the authors was very different from environmental issues to capitalism. 

Conceptual objects can be formed and exist in the form of phrases, texts, charts, graphs, 

drawings, photographs, audio and video materials. 

An artists of conceptual art 

The founder of conceptualism is ï Joseph Kosuth (1945) (Pict.3) is an American 

postmodernist, Creator of the bright sample in the style of conceptualism ï ñOne and three chairsò.  

Joseph Kosuth was one of the originators of Conceptual art in the mid-1960s, which became a 

major movement that thrived into the 1970s and remains influential. He pioneered the use of words 

in place of visual imagery of any kind and explored the relationship between ideas and the images 

and words used to convey them. In 1965, Joseph Kosuth moved from Ohio to New York, where he 
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began creating experimental conceptual installations, museum exhibitions, and public commissions 

that explore the role of language and meaning within art (ɸʥʥʘ ʄʘʨʪʠʥ 2015). 

The most famous work of this author is ñOne and Three Chairsò (1965) (Pict.4). This work is 

the first and most famous example of Kosuth's series of One and Three installations, in which he 

assembled an object, a photograph of that object, and an enlarged dictionary definition of the object. 

It questions what actually constitutes a chair in our thinking: is it the solid object we see and use or 

is it the word "chair" that we use to identify it and communicate it to others? Furthermore, it 

confronts us with how we use words to explain and define visible, tangible, ordinary things, how 

words represent, describe, or signify things, and how this often becomes more complex when the 

thing is simple, fundamental, or intangible (The art story). 

Some of Joseph Kosuth key ideas: 

¶ Kosuth believed that images and any traces of artistic skill and craft should be eliminated from 

art so that ideas could be conveyed as directly, immediately, and purely as possible. (The art 

story) 

In 1967, the term conceptualism was used of Sol LeWitt (1928ï2007) (Pict.5). Sol LeWitt 

earned a place in the history of art for his leading role in the conceptual movement. His belief in the 

artist as a generator of ideas was instrumental in the transition from the modern to the postmodern 

era. Conceptual art, expounded by LeWitt as an intellectual, pragmatic act, added a new dimension 

to the artist's role that was distinctly separate from the romantic nature of Abstract Expressionism. 

LeWitt's work ranged from sculpture, painting, and drawing to almost exclusively conceptual pieces 

that existed only as ideas or elements of the artistic process itself (The art story). 

ñIn conceptual art the idea or concept is the most important aspect of the work. When an 

artist uses a conceptual form of art, it means that all of the planning and decisions are made 

beforehand and the execution is a perfunctory affairò. Soll LeWitt wrote this in 1967, ñParagraphs 

on conceptual artò. He believed that ñthe Idea becomes a machine that creates art.ò The idea and the 

project take precedence over material embodiment. 

Some of Joseph Kosuth key ideas: 

¶ LeWittôs refined vocabulary of visual art consisted of lines, basic colors and simplified shapes. 

He applied them according to formulae of his own invention, which hinted at mathematical 

equations and architectural specifications, but were neither predictable nor necessarily logical 

(The art story). 

Marcel Duchamp (1887ï1968) (Pict.6) was raised in Normandy. Few artists can boast 

having changed the course of art history in the way that Marcel Duchamp did. By challenging the 

very notion of what is art, his first "readymades" sent shock waves across the art world that can still 
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be felt today. In his insistence that art should be driven by ideas above all, Duchamp is generally 

considered to be the father of conceptual art (The art story).  

In 1917 decided to participate in the exhibition. He went to the store, bought a urinal, signed 

his false name and brought expert advice: here my work of art called "Fountain"! What nonsense, 

thought the members of the Commission and from the urinal in the exhibition refused, and on the 

author looked skeptical. And in vain ï "the Fountain" became one of the main works in the history 

of XX century art. The essence of Duchamp's installation was the fact that the finished factory 

object could not be art, but because to him his hand the artist, he automatically acquires artistic 

value. It was important that he took the subject and displayed him in a new life. The idea itself came 

over a phenomenon of fiction that did not exist (ʈɹʂ ʉʪʠʣʴ 2015) (Pict.7). 

Every conceptual artist sees his work differently. He does not care to convey to the viewer 

what he's up to, let the viewer think for himself what comes to his mind. The most important thing 

is an idea. The work of Joseph Kosuth ñOne and Three Chairsò is interesting, unusual. Gives 

wonder human a lot. Like all is different things but the theme have in common.  

Modern art  

Art that claim to be modern, should be a shade of marginality, a sort of "negative elitism", 

which would lead to freedom by means of rebellion, of exaltation and of maladjustment to 

environment (Breus 2012). 

Indeed, one might be tempted to claim that it is in the intimacy of its relationship with 

philosophy ï an intimacy at times verging on complete identification ï that the specificity of 

Conceptual art resides, were its formation not so multiple and complex, despite its relatively brief 

life, as to refuse any such straightforward definition (Michael Newman and Jon Bird 1999). 

"When an artist uses a conceptual form of art, this means that all planning is done in advance, 

all decisions are made beforehand and the execution is done formally, superficial, shallow... the aim 

of the artist working with conceptual art to make his work intellectually interesting for the viewer, 

and it does not affect his soul" (ART TODAY, Soul LeWitt 1970ï2005). 

Type of conceptual art affirms life, human existence. Works of conceptual art are often only 

gestures or projects, indicating only the possibility of art. Purposeless play is an important 

component of conceptual art (ɽʨʤʘʢʦʚʘ). 

Painting, performance, installation ï all this is conceptual art, these are the main areas of 

implementation. Components of conceptualism ï a form of words that is meaningless, empty space, 

silence. In this art there are no goals. This meaning just activates the person's life, and all the same 

art as the idea there is to human life.  
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Conceptual art in our days 

Unlike other artistic movements, which peaked and then gradually faded over a couple of 

decades, conceptualism is not losing ground now. The Turner prize ï one of the most prestigious in 

the world still regularly awarded for works of conceptual art. For example, in 2001 Martin ʉreed 

(Pict.8) won the award for "Work No. 227" ï an empty room in which turn on and off the light 

(ʈɹʂ ʉʪʠʣʴ 2015) (Pict.9). 

It is unknown whether or not it's work or not, because it is the unity and struggle of light with 

darkness, or can be existence and nonexistence. Now all the techniques in the concept art in our 

days is used in commercial advertisement and is firmly established in culture of masmedia. But 

actual as people think, it does not mean conceptual.  

The precise definition of design has theoretical and practical significance because it gives a 

designer initial reference points (Design-code 2016). 

An integral part of conceptual art 

The range of problems of conceptual art and minimalism is general why sometimes both 

directions are combined into a trend currently referred to as postminimalism, together with the 

procedural art, land art and site specific art. Conceptualism asserts the priority of the mental over 

the visual, the priority of conception over perception. Within conceptual art there were several 

trends: analytic line creation and social criticism. Some artists use their works with photos, letters 

and other things, increasing the series to collections and archives. The art object can be any object, 

phenomenon, process, as conceptual art is a pure artistic gesture.  

Conclusions 

Artists first give priority for ideas and for concept. The challenge of conceptual art to cause 

society for the dialogue. The wording "I would not have in house" is not appropriate. 

The true value of art lies in its sense, not in technical skill. In the modern world is impossible 

to correctly or incorrectly understand the work, everyone understands what he wants. Every opinion 

of the viewer completes the work. The viewer is in some sense acts as a co-author of the work.  

Conceptual objects can be formed and exist in the form of phrases, texts, charts, graphs, 

drawings, photographs, audio and video materials. 

Conceptualism is under minimalism influence, but they refused theconditions that existed in 

this style. The sence of conceptualism it the transmission of thoughts and theories, the formation of 

new ideas in the process of creative search. 
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Abstract 

Contemporary art features in Latvia in 2016 ï 2018 

Key Words: contemporary art, Latvian artists, conceptual art, artifact, artistic message 

Contemporary art is so diverse that it cannot be specifically identified, so some theories about the phenomenon of 

contemporary art arose. All these theories combine one idea: contemporary art is phenomenal art. What distinguishes 

contemporary art artifacts depends on the means of expression of the artist (messages, technologies, ideas, concepts, 

materials used, etc.). An artifact or an art work is a powerful tool by which contemporary Latvian artists exist in Latvian 

culture. 

The aim of the research is to determine how the most prominent representatives of Latvian art express themselves in the 

content of their work in the modern age. 

 

Kopsavilkums 

LaikmetǭgǕs mǕkslas iezǭmes LatvijǕ 2016. ï 2018. gadǕ 

AtslǛgvǕrdi:  laikmetǭgǕ mǕksla, latvieġu mǕkslinieki, konceptuǕla mǕksla, artefakts, mǕkslinieciskais vǛstǭjums 

LaikmetǭgǕ mǕksla ir tik daudzveidǭga, ka to nevar konkrǛti identificǛt, tǕpǛc izveidojǕs daģas teorijas par laikmetǭgǕs 

mǕkslas parǕdǭbu. Visas ġis teorijas apvieno viena ideja: laikmetǭgǕ mǕksla ir fenomenǕla mǕksla. Tas, ar ko atġǵiras 

laikmetǭgǕs mǕkslas artefakti, ir atkarǭgs no mǕkslinieka izteiksmes lǭdzekǸiem (vǛstǭjumiem, tehnoloǥijǕm, idejǕm, 

koncepcijǕm, izmantojamiem materiǕliem utt.). Artefakts jeb mǕkslas darbs ir stiprs lǭdzeklis, ar kuru mȊsdienu latvieġu 

mǕkslinieki eksistǛ Latvijas kultȊrǕ. 

PǛtǭjuma mǛrǵis ir noteikt to, kǕ izpauģas spilgtǕkie latvieġu mǕkslas pǕrstǕvji sava darba saturǕ mȊsdienu laikmetǕ. 

 

Introduction  

The aim of the research is to determine how the most prominent representatives of Latvian art 

express themselves in the content of their work in the modern age. 

Definitions of art are already so much that it's hard to count, but they all have one unusual 

feature. Over time, the definition of art is changing. The debate about the role of beauty in 

contemporary art is not new, but in the 21st century it can be said that art is not just aesthetics. 

Contemporary art is a term without a specific definition that is used in art relatively recently. 

Inspiration is one of the most important things in a creative person's life. Contemporary art is 

exactly what can inspire, because it can make us think more creatively and deeply, but not 

indifferent. Conceptual ideas, technological progress, forms of living art and new aesthetics are 

what contemporary art representatives reflect in their artifacts. Latvian artists successfully use the 

features and advantages of contemporary art in their design artifacts. 

The work is based on V. Velġs (2005), I. Chilvers, J. Glaves-Smith (2009), J. Taurens (2009), 

T. Smith (2010), N. Mankovskaya, V. Bychkov (ʅ. ʄʘʥʴʢʦʚʩʢʘʷ, ɺ. ɹʳʯʢʦʚ 2011), S. Phillips 

(2014) and F. Bonami (2015) authors researches. Methods of work research: analysis and synthesis, 

classification, deduction and induction. 

Contemporary art identification  

What is contemporary art and what is not? This is a question that cannot be answered briefly 

and specifically. Despite the fact that the word itself is quite simple, understanding what is 

mailto:leracernova@gmail.com
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contemporary art is not so easy. The concept of contemporary art refers to painting, sculpturing, 

installation, photography, video and other artistic activities. But the exact starting point of 

contemporary art is still being debated, because the parts related to its definition, which often have 

uncertainties, are different from the interpretations of different people. 

Sam Philips, the British art scientist, writes in his book about contemporary art, starting from 

the book title, "Isms: Understanding Modern Art", that the beginning of contemporary art can be 

counted from the beginning of the 20th century. He writes that contemporary art is structured from 

"isms" more than anything else (Philips 2014). The author's view was based on the fact that the 21st 

century is in its own way a continuation of the 20th century ideas that can be observed when 

reading a book. 

Terry Smith in his book, entitled "The State of Art History: Contemporary Art," writes that 

the term contemporary art has two definitions: 1) the art created today, present-day art; 2) art 

created since the Second World War. Nowadays contemporary art is more directly related to the 

first definition, but contemporary art museums define their collections more as contemporary art as 

artwork created since the Second World War (Smith 2010). 

If we take the I. Chilvers and J. Glaves-Smith Dictionary of Contemporary and Modern Art, 

then we can observe that the author called the contemporary art as "the spirit of his time." In the 

major part of the 20th century, the term "contemporary art" was rather flexible. The term did not 

have a purpose to run for a certain period of time, but had a tendency to move forward to reflect 

what defines it. In modern times, modern and contemporary art is separated based on the fact that 

"modernism" has ended, despite the fact that there is no clear agreement on when it happened 

(Chilvers, Glaves-Smith 2009). 

From the aforementioned views on contemporary art, one can say that the art scientists 

themselves cannot concretely and undoubtedly identify what is contemporary art. Sarah Thornton in 

her book "Seven Days in the Art World" generally called contemporary art as a kind of alternative 

religion for atheists (Thornton 2008). Each scientist can have his own opinion, but if you go into the 

name of "contemporary", then the period of contemporary art is immediately narrowing down. 

Terry Smith writes that the term "contemporary" is used in most languages to indicate the closest 

present (Smith 2010). Francesco Bonami writes about contemporary art as an instrument which 

"task is to make us reflect on the present and a bit about our future" (Bonami 2015:15). Therefore, it 

can undoubtedly be asserted that contemporary art is a progressive and conceptual art of the present 

or the near past. 

What distinguishes contemporary art artifacts depends on the artist's means of expression and 

on the features of contemporary art. Contemporary art has the following characteristics: 1) always 

conveys a conceptual message based on the fresh idea of an artist, even if it reveals absurd things; 
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2) it is characterized by metaphoricity, ironicity and inadequate assessment; 3) contemporary art is 

temporary and focuses on the moment "here and now"; 4) contemporary art is characterized by a 

quotation of classic samples and their use in unexpected contexts; 5) contemporary art has an 

activity of actions that involves interaction, multi-stage communication (installations, performances, 

happenings, etc.); 6) a socially active message and other features (Chilvers, Glaves-Smith 2009; 

Smith 2010; Hashanskaya 2013). 

Such a phenomenon as contemporary art manifests itself throughout the world. Contemporary 

art also attracted the attention of Latvian artists with its freedom and conceptual direction. An 

artifact or an artwork is a powerful means by which contemporary Latvian artists exist in Latvian 

culture. 

Concepts and ideas in Latvian design 

The key of contemporary art is the idea, and it is also enough because the work of art is "not 

only effort, work, studies, technique, but also frenzy, vision, action, emptiness, nothing, joke ï all 

that, just like exhausting, complicated and boring things with full rights are part of life" (Bonami 

2015:15). It can be said that contemporary art is mental art, in which most important is not how the 

artist shows the message in the artifact, but how the viewer can understand this message. 

Symbolism is the basis of almost any artistic work in any creative activity, which ultimately 

determines artistic quality. If a complete artistic symbolism is created, then a unique artwork arises 

(ɹʳʯʢʦʚ 2014). Contemporary art artifacts sometimes contain symbols used by the artist. 

Artist Elǭna Ǥibiete, in her work "The little hero pulls a lot of weight", which was shown in 

the "Cilme" in the Riga Art Space of 2018, showed the sociopolitical impoverishment of Latvians 

(PǕrups. Arterritory. Priekġstati par latvisko visumu. http://www.arterritory.com/lv/teksti/ 

recenzijas/7324-prieksstati_par_latvisko_visumu/) (1. pic.). The Latvian flag, which is the main 

national symbol of Latvia, in Ǥibiete artwork has a blackened color, which could symbolize all the 

negative things. In this way, the artist tried to challenge the idea of unity of the nation. 

Kirils PanteǸejevs in his work "Cross links" (2016) used a human figure with elongated body 

parts (Timofejevs. Arterritory. Kirils PanteǸejevs. "Es esmu ViǺġ". http://www.arterritory.com/lv/ 

teksti/intervijas/6097-kirils_pantelejevs._es_esmu_vins). According to the artist's idea, the form of 

this figure symbolizes the inner spiritual processes of the human being, who are striking between 

different values. 

JǕnis Taurens defined the conceptual art as "an art that does not deal with forms and 

materials, but with ideas and meanings, as an art that cannot be determined by any media or style, 

but determined by the way in which it asks what art is" (Taurens 2009: 23). From this, it can be said 

that the conceptual objects were judged not from the aesthetic point of view, but depending on how 

effectively they created the artifact idea. 
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In order to show his message, Latvian artist Ingrǭda PiļukǕne created an object that could be 

named as "Silent tower" (2017). This object looks like a big rum, made of veneer, foam rubber, 

paper and rubber. This artifact was presented at the exhibition called "I touched myself", which was 

set up on March 8 and focused on the theme of feminism (Kukaine 2017). The artwork of PiļukǕne 

shows that any cup may be overflowed and, the bigger it is, the more you can cast it out. 

One of the phenomenal contemporary artwork can be called Andris Teikmanis's 2017 

exhibition entitled "documento futurae / future document" (2. pic.). In the central part of the 

exhibition there was created a huge scheme consisting of circles, triangles, squares and arrows, 

reflecting everything that defines art in Latvia. The artist wanted to "turn art into a bare, semantic 

future research instrument" (Dorofejevs 2017: 48). In the center of the exhibition hall there was a 

large black four-dimensional hypercube, which formed the main semantic center, which can 

symbolize that the future art can be shaped very differently and cannot be knocked out. In this way 

one can say that everything that Teikmanis wanted to create was in his own way useless, but 

contemporary art is ironic and contradictory in its own way. 

Kristians Brekte is one of those Latvian artists whose almost all artifacts convey a conceptual 

message. For example, the installation "Soldiers" (2016) (3. pic.) is made of glazed ceramic skulls 

and wood (Mums patǭk. LNMM IZSTǔĢU ZǔLE ñARSENǔLSò AICINA UZ DISKUSIJU ñMǔKSLA 

UN PROVOKǔCIJAò. http://www.mumspatik.lv/lnmm-izstazu-zale-arsenals-aicina-uz-diskusiju-

maksla-un-provokacija/). Everyone has its own lifetime, but when it comes to the soldiers, they are 

associated with the heroes in our head, and they are also people who gave the policy to death. 

It can be argued that Latvian artists are very witty and successful in using the benefits of 

contemporary art. They use their ideas and concepts in their artifacts as the central object. Artists try 

to show their message to viewers through different directions, but, despite how successful they 

might be, it's sometimes hard to understand the message without explaining the artist's concept. 

This is the main phenomenon of contemporary art, because the main thing for the audience is to try 

to find the true message of the artist, since each person can have one and the same artifact 

symbolize something of its own. 

The impact of technological progress on art 

Technological civilization, which until the middle of the 20th century got an unprecedented 

development level and unexpectedly large scientific and technical progress, significantly impacted 

all cultural areas. From the beginning of last century to the technical bases it appeared in new forms 

of art ï photography, cinema, radio, a little later ï TV and video. They began to compete with 

traditional forms of art. As written N. Manjkovskaja (ʅ. ʄʘʥʴʢʦʚʩʢʘʷ) and V. Bychkov 

(ɺ. ɹʳʯʢʦʚ) in their book "Contemporary art as a technological civilization phenomenon" 

(ñʉʦʚʨʝʤʝʥʥʦʝ ʠʩʢʫʩʩʪʚʦ ʢʘʢ ʬʝʥʦʤʝʥ ʪʝʭʥʦʛʝʥʥʦʡ ʮʠʚʠʣʠʟʘʮʠʠò) artistic and aesthetic sphere 
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elections keep track of time, county classical value to intensive margins (ɹʳʯʢʦʚ, ʄʘʥʴʢʦʚʩʢʘʷ 

2011). Until the beginning of this century, we have a whole range of new experimental forms and 

genres, which are now often referred to art projects and art practice. They have all sorts of 

installations, performances, happenings, promotions and so on. 

Kriġs Salmanis is one of those Latvian artists who use technology to express themselves in 

contemporary art. Salmanis uses a video with a certain audio recording for the art of expression, 

which directs the viewer to search for the correct message. In his 2016 film "Skilando", the artist 

combined the traditional Japanese puppet theater with documentary views of the multi-layered 

building (4. pic.). Skiland is a large-scale reinforced concrete structure located in the Japanese 

mountains of island Shikoku (Salmanis. AnimǕcija un video. Skilando. http://www.salmanis. 

com/lv/skilando1). Initially, Skiland was built as a ski resort on the slopes of the hill, but now 

without a snow it is a roaring hotel. In the film people can feel the tension from the beginning. One 

can imagine that the artist's monster, who leads the viewer through abandoned rooms, is the spirit of 

the hotel. This film reminds viewers the instability of life, the fact that anything can be lost at any 

time, that nothing, even the greatest, is eternal. 

Maija Kurġeva is one of those Latvian artists who sometimes show videos or animations in 

their exhibitions. In this way, the artist is better able to show the full message of his senses to the 

viewers. Her personal exhibition of 2016 was named by the artist as "Checkered Order", in which 

Kurġeva tried to show what is happening when nothing happens (Maija Kurġeva. RȊtainǕ kǕrtǭba /// 

Checkered Order. http://kurseva.berta.me/16/). The artist showed it through a number of 

compositions using graphics, installation and also animation. It's hard to understand something in 

these ruddy animations. The trolleys were placed on elements that were moving and transforming 

all the time. In this way, the artist could show his feelings when there is no clear idea in his mind, or 

his thoughts change rapidly. The real artist can come up with a message from which it seems that he 

cannot figure out anything. 

Video and sound are the artwork of Katrǭna Neiburga, with which the artist better shows her 

message (Neiburga. SELECTED WORK. http://neiburga.lv/selected-work/). For example, in 2018, 

the video "KȊku Marija", in which the artist herself dug a pit, pictured them, and then Neiburga 

herself got out of it. The message shows that, in order to relax from all sorts of life problems, be 

alone for some time, to think or meditate. In a rhythm of modern life, it's sometimes difficult to find 

time for yourself, but it needs to be done to understand yourself better and that all problems can be 

solved. 

Nowadays, artists have more opportunities to express themselves, and precisely technological 

progress can make them appear brighter. Artists make video and audio works, use 3D printers, GIF 



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

83 

and other animations, and more. Technological progress is an important means for the artist to 

create a phenomenal artifact. 

Contemporary process art 

Process art ideas have already arisen "In the second half of the 20th century when a number of 

new titles were introduced to the revolutionary turnaround in the development of visual arts: 

"happening", "performance", "bodyart" and others " (Taurens 2009: 3). The main idea is that the 

process art expression must be dynamic. A large part of the created process artworks is not publicly 

known. Many of them are not featured, because the process art is sometimes so provocative that 

there is a risk of drawing negative public safety institution attention (Matule 2010; ʄʦʩʢʦʚʩʢʠʡ 

ʛʦʩʫʜʘʨʩʪʚʝʥʥʳʡ ʫʥʠʚʝʨʩʠʪʝʪ ʢʫʣʴʪʫʨʳ ʠ ʠʩʢʫʩʩʪʚ. 2015. ɺʠʜʳ ʠʩʢʫʩʩʪʚʘ. ʇʨʦʮʝʩʩʫʘʣʴʥʦʝ 

ʠʩʢʫʩʩʪʚʦ. https://studfiles.net/preview/3048390/page:15/). 

Performance or Live Art is one of the provocative ways in contemporary art. The deliberate 

act of an artist's body and his earlier ideas acquires an artistic significance, composed by one artist 

or with participants for at least one viewer, attempts to accept transgressive character and 

conceptual idea using any means of expression (Matule 2009; ʌʠʣʣʠʧʩ 2014). 

Writing about performance, Zane Matule claims that performance in Latvia cannot be as 

extensive as it is in the United States, but this does not mean that Latvian artists make less valuable 

performances. Contemporary Latvian performances are most often conceptual and rarely use 

experiments with the body (Matule 2009). Latvian artists sometimes use the process art to show 

their message to viewers. 

As an example of a "bloody" Latvian performance can be called two ArtȊrs BǛrziǺġôs related 

performances of 2017 (5. pic.) (BǛrziǺġ. KonceptuǕlisms. http://www.berzinsh.lv/lv/works/ 

konceptualisms). To show his message, the artist hangs women on ropes and men on hooks. In such 

a provocative manner, the artist shows in the message the ability of Latvians to sacrifice their 

suffering. 

Ivars GrǕvlejs on July 22, 2016, made an audiovisual performance entitled "Latvia loves me, I 

love Latvia" (Latvijas NacionǕlais mǕkslas muzejs. PERFORMANCE: Ivars GrǕvlejs. Latvija mǭl 

mani, es mǭlu Latviju. http://lnmm.lv/lv/apmekle/pasakumi/1899-performance-ivars-gravlejs-latvija-

mil-mani-es-milu-latviju). In his performance, the artist dances with an unparalleled sound 

landscape and repeats one phrase "Look, look at where they are, do and make it". All this was 

accompanied by smoke and soap bubbles. When performance ended, the artist said that now 

everyone can think about what this performance was. GrǕvlejs gives everyone the opportunity to 

conceive a message to be a common process. It is possible that in this way the artist shows that 

Latvia is progressive and accepts the manifestations of contemporary art and its art. Repetition of 

one phrase and rhythmic music can show that a person easily remembers vivid things, when 



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

84 

something repeats, a rhythm arises similar to an advertisement. We, having seen the same product 

advertisement for a hundred times, will be very likely to buy it when we will see it in the store. 

In 2007, Anda LǕce demonstrated the performance "Attention". The idea of performance was 

due to the fact that "a poison full man as a fountain splashes it from all sides" (Bunkġe 2017: 26). 

The artist was dressed in a bright dress, from which, like from the heart, a fountain, which was 

illuminated with bright light, began to flow. From the beginning the water was clean, but later, 

when the artist began to force the white silhouettes of people and animals to the heart, black water 

began to flow, which symbolizes human poison. Performance ended with the appearance of a large, 

retouched hill of silhouettes in front of the artist. There is no one person without sins. We live and 

sometimes do not see when we are doing things that can offend others. Even an accidental word can 

offend a person. Every day we destroy nature, we do not want to help the poor, and do not respect 

our parents. That is the essence of man. 

Latvian artists successfully use performances for their benefit, one of them is Ingrida 

Piļukane. The artist combines painting and living art, and in this way a reproductive large-scale 

painting called "The Red Room" (2017) arose (6. pic.) (Kukaine. Dzǭvǭbas upe. 

http://www.studija.lv/?parent=8142). Performance viewers had to take off their shoes and take the 

booze. The artist himself was dressed in white garments with golden shoes. With a large brush and 

a drumming sound, the artist painted a huge amount of paintings. There was a rare chance for 

viewers to see the artist at work and feel the entire process. 

It is possible to say that Latvian artists in their performances more show the conceptual idea. 

In Latvia performances are in their own way a small concert with a deep thought. The process art is 

one of the brightest artifacts of the artist, which could be used to show his message. 

New aesthetics in contemporary art 

The debate about the role of beauty in contemporary art is not new. In the 21st century the art 

is not only aesthetics, because sometimes artists themselves can say that the artwork is too perfect, 

which will only receive criticism and not an excellent appreciation in the artistic environment 

(JeromǕne 2016). The art, that cannot be understood immediately by people without art education, 

seems ugly or generally, they can say that it is not an art. "In the past, in the aesthetically poorer 

world, it showed beauty as bliss; when sensuality was in danger in the modern world, art tried to 

become a sensual preacher and savior, remembering its ancient connection with the senses" (Velġs 

2005: 144). Francesco Bonami is generally adored of ugly art and writes that "ignorance causes 

transformations, whose extravagance, elegance, and arrogant impudence intermixes and brings 

together, giving rise to new, undefined social subjects, small plagues that are not even worthy of the 

name of the monster, but difficult to defend" (Bonami 2015: 137). 
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ArtȊrs BǛrziǺġ is one of the brightest young artists who is trying to show social problems and 

philosophical thoughts in his artworks. One of the last installations of BǛrziǺġ in 2017 is an artwork 

entitled "Life is not a rose garden". The main image in this installation is the red rose, in which 

flowerless plastic human head images can be observed (BǛrziǺġ. KonceptuǕlie. 

http://www.berzinsh.lv/lv/works/konceptualie). Life cannot be perfect for a person, each has its own 

devils, just like every thrush has thorns, each has its ugly sides and difficulties that are accepted 

with respect by others, while others do not accept it. 

One of the examples of the new aesthetic artworks is A. Ģmijevska photography and video 

artworks (Arterritory. Kristǭne Madjare. FotoreportǕģa: ArtȊra Ģmijevska personǕlizstǕdes 

ñNeredzamǕs zonasò atklǕġana. http://www.arterritory.com/lv/dzivesstils/atklasanas/6657-

fotoreportaza_artura_zmijevska_personalizstades_neredzamas_zonas_atklasana/). The artist's 

works are socially influential, with the idea of changing the values of society. The artist shows in 

his work the disabled, the needy, the people in places of imprisonment, etc (7. pic.). The artist 

successfully connects two people together, which looks quite controversial, which cannot be called 

aesthetics, but his works cannot be described as disgusting. 

An example of Contemporary Art of New Aesthetics can be described as Ansis Dobiļinsôs 

work "Urban motives I" (2017) (8. pic.). The installation was made of rusted gutters, from which 

water periodically drains off (Studija. DiǕna Laguna. (Re)konstruǛtǕ realitǕte. http://www.studija. 

lv/?parent=8225). Rusted buildings and gutters are not things on what in our live we can pay 

passersby attention, and not what people talk about as a benchmark for beauty. The artist saw 

something unusual in these rusting gutters. Perhaps it is a connection between the city's non-

idealism and its citizens who live in this city with their rustling hearts. 

Regardless of whether we know the concepts or not, in the artwork, unlike a scientific paper, 

there is always something unchanged. If one starts to think deeper and more creative, not only by 

observing the outstanding techniques of the artist and relaxing, contemporary art will no longer be 

so loose to the viewer. Of course, all people are different and our thoughts may not be the same, it is 

also with contemporary art. Some contemporary artworks may not be accepted, but others are 

highlighted and called as real artifacts, as masterpieces. 

Conclusions 

¶ Latvian artists are very witty and they successfully use the benefits of contemporary art. 

¶ Latvian artists successfully use the technological progress to create phenomenal artifacts. 

¶ Performance or live art is one of the provocative ways in contemporary art in Latvia. 

¶ Contemporary art is where aesthetics is no longer an art standard, but it is a new aesthetics, 

what Latvian artists prove in their artifacts. 
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Pictures 

 

 
 

1. pic. E. Ǥibiete. The little hero pulls a lot of weight. 2018 

(Foto: Reinis Hofmanis. PǕrups, P. 2018. Priekġstati par latvisko visumu. 

http://www.arterritory.com/lv/teksti/recenzijas/7324-prieksstati_par_latvisko_visumu/) 

 

 
 

2. pic. A. Teikmanis. Ădocumento futurae / future documentò. View from the exposition. 2017 

(Photo: Didzis Grodzs. Dorofejevs, E. 2017. NǕkotnes metastruktȊra. 

http://www.studija.lv/?parent=8179) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

3. pic. K. Brekte. Soldiers. 2016. Glazed ceramics, wood. 

(Photo: Elǭna BǛrziǺa. Mums patǭk. LNMM IZSTǔĢU ZǔLE 

ñARSENǔLSò AICINA UZ DISKUSIJU ñMǔKSLA UN 

PROVOKǔCIJAò 

http://www.mumspatik.lv/lnmm-izstazu-zale-arsenals-aicina-

uz-diskusiju-maksla-un-provokacija/) 
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4. pic. K. Salmanis. 2016. Skilando. Video  

(Salmanis, K. AnimǕcija un video. Skilando. http://www.salmanis.com/lv/skilando1) 

 

 
 

5. pic. A. BǛrziǺġ. Initiative. 2017. Installation, performance  

(BǛrziǺġ, A. Konceptualisms. http://www.berzinsh.lv/lv/works/konceptualisms) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

6. pic. I. Piļukane. Wall painting ĂThe red riverò. 2016. 

Performance 

 (Photo: Inese KalniǺa. Kukaine, J. 2017. Dzǭvǭbas upe. 

http://www.studija.lv/?parent=8142) 
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7. pic. A. Ģmijevskis. Invisible zones. 2017. Photo  

(Photo: Kristǭne Madjare. Madjare, K. 2017. FotoreportǕģa: ArtȊra Ģmijevska personǕlizstǕdes 

ñNeredzamǕs zonasò atklǕġana. http://www.arterritory.com/lv/dzivesstils/atklasanas/6657-

fotoreportaza_artura_zmijevska_personalizstades_neredzamas_zonas_atklasana/) 

 

 
 

8. pic. A. Dobiļins. Urban motives I (fragment). 2017. Metal. 340 x 350 x 360 cm. 

 (Photo: Ansis Dobiļins. Laguna, D. 2017. (Re)konstruǛtǕ realitǕte. 

http://www.studija.lv/?parent=8225) 
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CONTEMPORARY TRENDS OF MIXED MEDIA PAINTING 

TECHNIQUE IN LATVIA AND IN THE WORLD  
 

Ģanna VǛrdiǺa 
Daugavpils University, ParǕdes street 1, Daugavpils, Latvia, LV-5401, zhanna.verdinja@gmail.com  

 
Abstract 

Contemporary trends in mixed painting techniques in Latvia and in the world 

Key Words: mixed media, artists, painting, contemporary art, contemporary artists 

In the 21st century the mixed media technique became most common with the expansion of technical capabilities in art, 

such as methods of processing materials, new adhesives, new materials in general; as well as with the viewpoint 

changes in understanding of visualization, freedom of choice and the admissibility of combining various elements of 

thematic as well as material. 

Mixed media is a technique, which is used to create an artwork from more than one material, media. Occasionally, it 

allows you to create effects on the fabric that cannot be achieved by using a single medium, but sometimes only in such 

a blended technique you can create the desired work, preserving the idea and concept of the painting.  

Contemporary artists are constantly experimenting with various materials to create new effects in painting so that their 

works will be different from others, become ñvisibleò in this world. For example, Latvian artists and artists of the world 

such as Kristaps Ǥelzis, Kristaps ZariǺġ, Danny OôConnor, Nick Gentry are experimenting with different materials, 

combining different medium.  

The aim of the research is to select by certain criteria two significant representatives of modern art in Latvia and in the 

world for further detailed research of mixed media, in which they work. What kind of materials they used in their mixed 

media and discover their main idea, why this type of media they have chosen, also, how they manage to convey their 

idea to the canvas, by means of mixed media.  

 

Kopsavilkums 

LaikmetǭgǕs tendences jauktas tehnikas glezniecǭbǕ LatvijǕ un pasaulǛ 

AtslǛgvǕrdi: jaukta tehnika, mǕkslinieki, gleznoġana, laikmetǭgǕ mǕksla, laikmetǭgie mǕkslinieki 

21. gadsimtǕ jauktǕ tehnika kǸuva visizplatǭtǕkǕ lǭdz ar tehnisko iespǛju paplaġinǕġanos mǕkslǕ ï ar tǕdiem kǕ materiǕlu, 

jaunu lǭmǛjoġo masu apstrǕdes paǺǛmieniem, paġiem jaunajiem materiǕliem, kǕ arǭ ar priekġstatu maiǺu tǛlainǭbas 

izpratnǛ, izvǛles brǭvǭbǕ un daģǕdu kǕ tematisko, tǕ arǭ materiǕla darba elementu savienoġanas pieǸaujamǭbǕ. 

Mixedmedia ir tehnika, ko izmanto mǕkslas darbu radǭġanai, pielietojot vairǕk nekǕ vienu materiǕlu, mediju. ReizǛm tas 

Ǹauj uz audekla izveidot efektus, kurus nevar sasniegt, lietojot kǕdu atseviġǵu tehniku, bet daģreiz tikai tǕdǕ jauktǕ 

tehnikǕ var arǭ izveidot vǛlamo darbu, saglabǕjot gleznas ideju un koncepciju. 

MȊsdienu mǕkslinieki pastǕvǭgi eksperimentǛ ar daģǕdiem materiǕliem, lai panǕktu jaunus efektus glezniecǭbǕ, lai viǺu 

darbi atġǵirtos no pǕrǛjiem, kǸȊtu pamanǕmi ġai pasaulǛ. PiemǛram, Latvijas un pasaules gleznotǕji tǕdi kǕ Kristaps 

Ǥelzis, Kristaps ZariǺġ, Denijs OôKonnors, Niks Gentrijs eksperimentǛ ar daģǕdiem materiǕliem, kombinǛjot daģǕdas 

tehnikas. 

PǛtǭjuma mǛrǵis ï pǛc kritǛrijiem izvǛlǛties divus spilgtǕkos Latvijas un divus pasaules mȊsdienu mǕkslas 

pǕrstǕvjus glezniecǭbǕ, lai sǭkǕk izpǛtǭtu jaukto tehniku, kurǕ viǺi strǕdǕ. KǕdus materiǕlus viǺi izmanto jauktajǕ 

tehnikǕ, un uzzinǕt, kǕda ir to galvenǕ loma, kǕpǛc viǺi izvelǛjǕs tieġi ġo tehniku, ka arǭ kǕ ar jaukto tehniku viǺiem 

izdodas attǛlot savu ideju uz audekla. 

 

Introduction  

Mixed media tends to refer to artworks that use a combination of materials in their 

construction. For example, a work on canvas that combines paint and ink as well as collage. 

The use of mixed media can be seen to be rooted in the Cubist Collages and constructions of 

Pablo Picasso and Georges Braque.  

The choosing and application of various materials with mixed media works is essential in 

creating quality and integrity in the piece. 

Artists working in mixed media are afforded a great deal of creative freedom. For example, 

found objects can be used in conjunction with more conventional media, such as paint and graphite, 
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challenging our preconceptions about the materials which can be used in the making of works of 

art. (Mixed-media. http://www.ownart.org.uk/how-to-start/exploring-different-art-forms/mixed-

media/) 

Objective of the study is to explore mixed media in painting, as well as materials used to 

create an artifact. To analyze the works of modern/contemporary Latvian and world artists, who 

prefer working in mixed medium. The aim of the research is to select by certain criteria two 

significant representatives of modern art in Latvia and in the world for further detailed research of 

mixed media, in which they work. What kind of materials they used in their mixed media and 

discover their main idea, why this type of media they have chosen, also, how they manage to 

convey their idea to the canvas, by means of mixed media.  

The criteria by which these artists are selected:  

ï author's technique; 

ï unusual materials that are used to create an artifact; 

ï specific effects by using mixed media. 

Having studied modern artists according to these criteria, the choice was made by Kristaps 

Ǥelzis and Kristaps ZariǺġ ï Latvian artists and from world contemporary artists Nick Gentry and 

Danny OôConnor. 

Mixed media 

Mixed media technique in painting ï it is a drawing of one painting using several different 

media. Occasionally, it allows you to create effects on the fabric that cannot be achieved by using a 

single medium, but sometimes only in such a blended technique you can create the desired work, 

preserving the idea and concept of the painting. 

In the 21st century the mixed media technique became most common with the expansion of 

technical capabilities in art ï as such as: materials, new adhesive bonding techniques, new materials 

in general; as well as with the viewpoint changes in understanding of visualization, freedom of 

choice and the admissibility of combining various elements of thematic as well as material. 

Contemporary artists are constantly experimenting with various materials to create new 

effects in painting so that their works will be different from others, become ñvisibleò in this world 

(ʉʤʝʰʘʥʥʘʷ ʪʝʭʥʠʢʘ. https://ru.wikipedia.org/wiki/ʉʤʝʰʘʥʥʘʷ_ʪʝʭʥʠʢʘ)  

Origin of Mixed Media Art ï this section takes a look at the history of mixed media art and 

how artists have used mixed media in their various fields to achieve their set objectives. As stated 

earlier, mixed media art was originally practiced by painters when they combined two or more 

painting materials on a single support. Artists who work in other media have however joined in the 

use of mixed media for their works. (Mensah 2011)  
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Mixed media is not the phenomenon of 21
st
 century, although in the past centuries artists have 

experimented less with what they used. Example: Cubist collages, Marcel Duchamp's ready-mades, 

and Dada assemblage formed key precedents for later generations working in mixed-media. 

Notably, Robert Rauschenberg and Jasper Johns commonly associated with Neo-Dada were 

instrumental in including different media on the painted canvas in the 1950s and ô60s. Installation, 

which emerged in the 1960s, continues to be a major practice in contemporary art and often 

includes a range of media. Central to many contemporary mixed-media works is the inclusion of 

materials that fall far outside the accepted mediums of art; a commonly-cited example is Damien 

Hirst's provocative use of dead animals in his sculptures (MIXED-MEDIA. 

https://www.artsy.net/gene/mixed-media). 

Latvian contemporary mixed media artists 

By exploring the artists and their works, as well as the used materials, using mixed media in 

works, it can be concluded, that Latvian artists use more classical materials ï it is mixing and 

combining of materials as acrylic paints, oil paints, watercolors, gouaches, pastels, graphic ways of 

painting and materials.  

In Latvia are enough artists working in mixed media, for example: MǕris Subaļs, Laris 

Stunke, Paula ZariǺa, Andrejs AmeǸkovs, but only few of artists are not afraid of experiments by 

using different materials, excluding Kristaps ZariǺġ and Kristaps Ǥelzis, they will be discussed 

later.  

Kristaps Ǥelzis was born in 1962, Riga, Latvia. Artist graduated the art academy of Latvia 

graphics department.  

Personality and creative works of Kristaps Ǥelzis is one of significant and actual Latviaôs 

contemporary art phenomenon. Kristaps Ǥelzis is a sharp observer and wide thinker, that 

materializes in his works with certain message.  

Kristaps Ǥelzis has an ability to work in any of nowadays available materials, technologies 

and media ï from classical drawing and watercolor painting till already finished objects, high-

tech materials, photographies, digital prints, video etc. Chosen media is closely connected with 

what Ǥelzis has to say ï main idea of the work and the mood of the era. The viewer is also 

surprised. In 2012 after large-format watercolor works, which brought to Ǥelzis Purvǭtis Prize 2011, 

giant luminescent landscaping paintings which attracted international attention at 54th Venice 

Biennale and black paintings line technique. Kristaps Ǥelzis came out with paintings on film ï 

author's technique (Figure 1), where plastic adhesive film, tape and acrylic pigment are used as 

materials.  

In the newest works of 2015, films turned to paintings. Only in the way that was known to 

Kristaps Ǥelzis materiality of films turned into painted structures, fine tone of colors and glaze. The 

https://www.artsy.net/gene/neo-dada
https://www.artsy.net/artist/damien-hirst
https://www.artsy.net/artist/damien-hirst
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viewer with great interest can guess how it can be achieved and spend a long time observing the 

complex structures of work. (Figure 2) But stepping a little way back, you might see another truth ï 

the message of the painting is like a giant shadow over us. This message is about each of us and our 

country ï painfully and truly like daily mirrors ï wrote Mg. art. Ilze Ģevaite. (Purvǭġa balva 2011. 

https://www.makslaxogalerija.lv/lat/makslinieki/ kristaps-gelzis/)  

ĂThese are paintings although created in ñplasticò author's technique (Figure 3), that is raised 

by me, where polyethylene and plastic adhesive tape, and adhesive tapes in combination with 

acrylic pigments are used as materials following intarsia principle. I like completely to replace the 

traditional painting materiality with obviously artificial and synthetic "wrappingò. This is so 

characteristic of the present day, a continuous process of regeneration only made more aesthetic and 

simplified, in rational way.ò ï Kristaps Ǥelzis (2016). (Purvǭġa balva 2011. 

http://www.makslaxogalerija.lv/lat/makslinieki /kristapsgelzis/) 

Kristaps ZariǺġ was born April 10, 1962 in Riga. Since 2017 Kristaps ZariǺġ is rector of The 

Art Academy of Latvia. Graduated The Art Academy of Latvia Department of painting (1986). 

Since 1994 is a professor in The Art Academy of Latvia; since 2007 ï 2017 was prorector of The 

Art Academy of Latvia.  

In works of later years already familiar painting of Kristaps ZariǺġ reveales in a completely 

new form ï the artist turned to painting on paper in mixed media with acrylic and watercolor. New 

is not just the materials used in painting, but the fact that the painter himself has changed his mind, 

not noticed this by himself. The same richness in colors and realism-based form, that in new works 

is and remain, image of woman (Figure 4), only everything is mixed together with the spring air and 

southern sun. The idea contained in the work has acquired a symbolic meaning. Past brush strokes 

significant to Kristaps ZariǺġ became transparent (Figure 5), but not being like that in physical way. 

Where the oil painting in the past stood in the plane, now the light is shining, that is made in formal 

way with the help of blank spots of paper, free from paint. Also, the image of a woman is barely 

visible, hidden in the winds of plants and flowers or hidden behind the violet shadows of trees.  

Kristaps ZariǺġ painting has always been easy-going, in the new works ñas if some weight 

would drop offò, this is full vitality and at the same time inner peace. Saturated warm red, brown, 

and yellow shades retreated, combinations of vibrating violet, green, yellow and blue tones instead. 

(Kristaps ZariǺġ (1962). http://www.makslaxogalerija.lv/lat/makslinieki/kristaps-zarins/). 

ñWhy to paint...? One explanation is, so that the last painting is just as good or better than the 

first one. And the value of the first painting increases if you continue to paint throughout your life. 

If you paint one and then deal with picking mushrooms, then the painting remains a mushroom. Or 

you must die. Like KazǕks. Therefore, you need to paint your whole life, hold the brush floor to 
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make it hard to close the lid,ò ï Kristaps ZariǺġ. (Kristaps ZariǺġ (1962). 

http://www.makslaxogalerija.lv/lat/makslinieki/kristaps-zarins/) 

Kristaps Ǥelzis and Kristaps ZariǺġ, by criteria, are the most outstanding representatives of 

Latvia in contemporary art. This can be concluded by their achievements, awards and numerous 

exhibitions organized in many countries, where artists have been recognized for their dignity 

through their mixed media in painting. 

World -famous mixed media artists 

Comparing the materials used in mixed media by Latvian and international artists, can 

conclude that world artists are not afraid of experiments and use different materials in their work ï 

pieces of cardboard or paper, natural materials (wood, sand, leaves, branches), fabrics, threads, 

metals, floppy disks ï and combine them with classical materials such as acrylic, oil paints, 

watercolor, crayon, graphic materials. There are a lot of artists around the world who work in mixed 

media. Representatives like Pjotr BeǸonok, Dan Demsters, Tony Reasons, Rosamonda Purcell, 

such artists were chosen for research like Denny OôConnor and Nick Gentry .  

Danny OôConnor was born in 1981, British, Liverpool, United Kingdom. 

Danny OôConnor is an artist, he graduated from Liverpool John Moores Art School where he 

studied graphic arts. Danny is predominately a figurative and portrait artist who has a strong graphic 

element in his work. His expressive mixed media works incorporate; acrylics, spray paint, ink, paint 

markers and household gloss and emulsions. All applied in an equally diverse manner using 

brushes, fingers, paint rollers, sticks, paper and cardboard to create expressive and striking imagery. 

Danny is influenced by diverse sources including; comics, illustration, character design, tattoo art 

and cubism, futurism, art noveau, the pre-raphaelites, modernism and constructivism all pulled 

together to create hyper stylised and abstracted works. (Figure 6)  

Danny combines natural flowing lines with harsh diagonals (Figure 7). Clean crisp areas of 

colour with layered messy splashes of paint to achieve something that appears both modern and 

almost futuristic whilst retaining a raw traditional aesthetic. The paintings are built up in layer upon 

layer of paint which give the pieces great depth of field. (Figure 7) They are created with an arsenal 

of tools that donôt settle with convention. (BIO. https://wellhung.co.uk/artists/danny-oconnor/)  

"I like the idea of opposite elements being used together, but I would never be shackled by a 

philosophy. I just paint what I want, how I want. I wouldnôt say Iôm consciously giving a message 

to the world, I just try to lose myself within the process and paint from the soul." ï Danny 

O'Connor. (Interview With Painter, Danny OôConnor. https://www.insidetherift.net/art/2016/7/11/ 

interview-with-painter-danny-oconnor)  

Nick Gentry was born in 1980, London, United Kingdom. 
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Drawing on recycled and obsolete technological materials as the grounds for his paintings, 

London-based artist Nick Gentry creates a conversation between digital and analog processes. 

Gentry constructs his painting supports out of materials such as 35mm film negatives, VHS 

cassettes, X-ray prints, and floppy discs.  

ñThese objects are no longer in the spotlight,ò the artist has said of floppy discs, ñbut by 

placing them there for a second it becomes easier to comprehend the speed and extent of the 

changes that are taking place today.ò (Nick Gentry. https://www.artsy.net/artist/nick-gentry) 

Gentry often incorporates elements of these materials into his figures. The magnetic circles of 

floppy discs, for example, often serve as womenôs eyes in his portraits. (Figure 9) (Nick Gentry. 

https://www.artsy.net/artist/nick-gentry) 

One of the series of Generation X portraits on canvases made from used computer disks, 

whose metal hub serves as the subject's profoundly un-humanlike eye. (Figure 15) Adding to his 

haunting renderings are the handwritten labels, along with the disks' original blue, black, or grey 

colour contributing to the composite form. (Figure 10) The disks are sourced entirely from public 

donation and this series represents Gentry's first foray into what has been described as 'social art'. 

(Artist Nick Gentryôs ñsocialò Media Brings Dead Tehnology Back To Life.  

https://web.archive.org/web/20130630225654/http://societeperrier.com/miami/articles/artist-

nick-gentrys-social-media-brings-dead-technology-back-to-life/) 

A series of portraits created from used film negatives and X-rays which have been contributed 

by members of the public. The negative selection process is based on tone and by layering the film 

he creates the contrast and shape of the faces. (Figure 11) Gentry has also used X-rays for the 

darker tones, noticeably in the hair section of the images which are back lit with LED. The use of 

these materials alludes to a collective identity that can be viewed from both emotional and 

biological perspectives. (Figure 12) He observes that "today we go to great lengths to create a 

digital identity in addition to the actual lives we live, with the belief that these online records are 

only growing in importance and will outlive us" (Nick Gentryôs ñXchangeò exhibition. 

http://www.delood.com/art/nick-gentrys-xchange-exhibition) 

World artists seek not only to create artifacts using mixed media, but also to carry the 

message to the world. For example, Nick Gentry, with the help of his author's technique has 

contributed to society by creating a social project and found secondary application for used CDôs 

and x-rays. 

Conclusions 

Having explored a lot of artifacts that are performed in mixed media it can be concluded, that 

mixed media is a quite new concept that emerged in contemporary art. Exploring Latvian 

contemporary representatives like Kristaps Ǥelzis and Kristaps ZariǺġ, and representatives of the 
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world artists like Danny OôConnor and Nick Gentry, working in mixed media technique, it can be 

concluded, that modern painters are vivid personalities, each of them has its own personal style and 

worldview, these artists are not accustomed to the "system" work, they do not want to hear about 

any borders, because creative work, in their sense, is freedom.  

Since in our world "style" is exactly what is written in art books of different ages, but 

contemporary artists' styles do not yet meet this requirement (too many individualities), these 

contemporary artists invented this mysterious name ï mixed technique or Mixed Media. In today's 

world, each artist can declare that he is working with a mixed media, each with its own. 

An important conclusion from this all, that Mixed Media can become a pure creative freedom 

for a contemporary artist, can help you create your own personal style and share your creative 

vision with several people. 
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Figure 1. Artist Kristaps Ǥelzis. Golden Section 

(http://www.makslaxogalerija.lv/lat/makslinieki/

kristaps-gelzis/) 

 

Figure 2. Artist Kristaps Ǥelzis.  

Golden Section 

(https://www.makslaxogalerija.lv/lat/makslinie

ki/kristaps-gelzis/izstades-25/) 

 

 

 

 

 
 

Figure 3. Artist Kristaps Ǥelzis. Golden Section 

(https://www.makslaxogalerija.lv/lat/makslinieki

/kristaps-gelzis/pleves-gleznas/) 

 

 

Figure 4. Artist Kristaps Zarinġ.  

De Meaux. 2017 

(https://www.km.gov.lv/lv/kultura/visi-

jaunumi/lietuva-bus-skatama-kristapa-zarina-

izstade-un-atkal-ziedosu-jaunavu-paveni-1720) 
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Figure 5. Artist Kristaps Zarinġ. The garden II 

(https://www.makslaxogalerija.lv/lat/makslinieki

/kristaps-zarins/) 

 

 

 

Figure 6. Artist Denijs OôConnors. 

Visions Of Summer 
(https://www.artistaday.com/?p=20382) 

 

 

 

 

 

 

 

 

 
 

Figure 7. Artist Denijs OôConnors.  

When You Least Expect It 

(http://artboom.info/painting/danny-oconnor-

creative-portrait-paintings.html) 

 

Figure 8. Artist Denijs OôConnors 

(https://wellhung.co.uk/artists/danny-oconnor/) 
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Figure 9. Artist Nick Gentry. 2D, 2013 

(https://www.artsy.net/artist/nick-gentry/works) 

 

Figure 10. Artist Nick Gentry. Portrait  

(https://wsimag.com/art/11859-nick- 

gentry-portraits) 

  

  

Figure 11. Artist Nick Gentry. Autumn , 2015 

(https://www.artsy.net/artist/nick-gentry/works) 

Figure 11. Artist Nick Gentry. Radiate, 2015 

(https://www.artsy.net/artist/nick-

gentry/works) 
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Abstract 

Aesthetic positions in painting in the context of modern art in Latvia and world-wide 

Key Words: aesthetics, aesthetic experience, beauty, perception of an art work, painting 

The modern era is an intensive period of new aesthetic conceptions and creative search. Interest in beauty as a property 

possessed by an object rises anew. For a century the essential thing in art is not the beauty, but something connected 

with sublimity. Aesthetics explores the nature of beauty and reflects a personôs tendency to create and experience rich 

and valuable world. Nowadays there is an attempt to return to the meaning of the aesthetics, which includes not only art 

philosophy of Alexander Gottlieb Baumgarten and Immanuel Kant, but also aesthetic experience, which is extensive 

and can be attributed to cognition and nature. Aesthetic enjoyment in a certain sense represents emotions that arise by 

observing a work of art, sometimes these emotions are melancholic or excited, and they have an influence upon a 

person. Value of art is subjective for each person. 

The 21
st
 century society and modern art are in a close interaction. World-wide radical changes in economics, as well as 

social, political, climate and ecological changes have an influence upon society. In contemporary ambience demand for 

harmony, balance, safety, positive thinking increases. 

The question about aesthetic positions in art is invariably intriguing and in essence does not lose its actuality.  

The aim of the research is to study the differences of aesthetic apprehension in painting in Latvia and world-wide, mark 

the connection of aesthetic ideals with dominant ideas of the epoch.  

 

Kopsavilkums 

EstǛtiskǕs pozǭcijas glǛznoġanǕ laikmetǭgǕs mǕkslas kontekstǕ LatvijǕ un pasaulǛ 

AtslǛgvǕrdi: estǛtika, estǛtiskǕ pieredze, skaistums, mǕkslas darba uztvere, glezniecǭba 

MȊsdienu laikmets ir intensǭvs jaunu estǛtisko koncepciju un radoġo meklǛjumu laiks. Interese par skaistumu kǕ 

objektam piemǭtoġu ǭpaġǭbu atdzimst no jauna. Jau gadsimtu mǕkslǕ galvenais nav skaistais, bet kaut kas ar cildeno 

saistǭts. EstǛtika pǛtǭ skaisto un atspoguǸo cilvǛka tieksmi veidot un pieredzǛt bagǕtu un vǛrtǭgu pasauli.  

MȊsdienǕs ir mǛǥinǕjums atgriezties pie tǕs estǛtikas nozǭmes, kura ietver ne tikai mǕkslas filozofiju no Aleksandra 

Gotlǭba Baumgartena lǭdz Imanuelam Kantam, bet arǭ estǛtisko pieredzi, kas ir plaġǕka un ir attiecinǕma arǭ uz izziǺu un 

dabu. EstǛtiskais baudǭjums savǕ ziǺa ir emocijas, kas rodas redzot kǕdu mǕkslas darbu, protams, reizǛm tǕs var bȊt arǭ 

skumjas un uzbudinoġas emocijas, tomǛr tǕs ietekmǛ cilvǛku. MǕkslas vǛrtǭba katram cilvǛkam ir subjektǭva. 

21. gadsimta sabiedrǭba un mǕksla atrodas cieġǕ mijiedarbǭbas procesǕ. Pasaules radikǕlǕs pǕrmaiǺas ne tikai 

ekonomikǕ, bet arǭ sociǕlas, politiskas, klimatiskas un ekoloǥiskas izmaiǺas ietekmǛ sabiedrǭbu. Ġodienas gaisotnǛ 

palielinǕs pieprasǭjums pǛc harmonijas, lǭdzsvara, droġǭbas, pozitǭvas domas. 

JautǕjums par estǛtiskǕm pozǭcǭjǕm mǕkslǕ ir nemainǭgi intriǥǛjoġs un bȊtǭbǕ nekad nezaudǛ savu aktualitǕti. 

PǛtǭjuma mǛrǵis ir izpǛtǭt estǛtiskǕs izpratnes atġǵirǭbas glezniecǭbǕ LatvijǕ un pasaulǛ, iezǭmǛt estǛtisko ideǕlu saistǭbu 

ar dominǛjoġajǕm laikmeta idejǕm.  
 

Introduction  

Often different things are understood by the word ñbeautyò, because what is beautiful for one 

person may seem ugly for another. In real life we come across not only beautiful things, but also 

ugly, unpleasant. Feelings, which we enjoy, in both cases are aesthetic feelings, only as 

mathematicians tend to say, these feelings are either with positive or negative sign. The question 

about aesthetic positions in art is invariably intriguing and in essence does not lose its actuality. 

Nowadays aesthetics is more than ever a ñbroad fieldò. 

The aim of the research is to study the differences of aesthetic apprehension in painting in 

Latvia and world-wide, to identify the essence of aesthetic values, to examine works of art of 

different artists, to mark the connection of aesthetic ideals with dominant ideas of the epoch. 
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The methods of the research: to collect, analyze, study literature about the theme of the 

research and systematize the obtained data; to systematize and interpret the facts in order to obtain 

new knowledge about the theme of the research, to make reasoned judgements and summary of the 

theory. In this research the author of the paper will examine mainly modern art, by studying 

aesthetic and ideological boundaries of the image. The author is interested in human consciousness 

and in development of the ideas based on the personal experience. 

Object of aesthetics 

There is an assumption, that the term ñaestheticò derived from the Greek word ñaistehesisò, 

meaning ñsensation or feelingò, which is in close connection with a personôs emotional attitude 

towards objects, life phenomena, but first of all towards the spiritual. (Fedosejeva 2000). 

For the first time in 1735 this word was used by German philosopher A. Baumgarten, 

denoting science, the origin of which dates back to ancient times, however its content, structure, 

understanding of the object have been changing in the rhythm of time.  

In Baumgartenôs opinion, aesthetics is a sphere, which is based on the sensual inquiry and is 

connected with senses of a person, in turn, logic cognizes abstract ideas. Baumgarten revives one of 

the forgotten Greek words ñaisthanomaiò, which means ñto perceiveò. The attachment of aesthetics 

to sensual perception has retained its significance even today; however, the interpretations of 

aesthetics differed a lot. (Freiberga 2000). 

Aesthetics is a philosophical science about regularities, by means of which each person 

aesthetically cognizes the world, about creative work according to the categories of the beauty 

(J. Borev 1972). It studies peculiarities, which are possessed by the sensual perception of the world 

in art (A. Baumgarten); it observes diverse aesthetic attitude of a person towards the actual realty 

(O. Divnenko 1995). Aesthetics expresses specific view of reality, its cognition and valuation, 

characterizes regularities of artistic creative work in its objective and subjective value (Zeile 1981). 

The aesthetic system of Hegel was based on the dialectics of content and form, spirituality and 

relations. 

It must be recognized, that the concept of aesthetics is broad and diverse, however, there is no 

definite formulation. This enumeration of controversial expressions of aesthetics can be continued 

endlessly. Sometimes we should refer to the sensation, sometimes to the art, sometimes to the 

nature, then to the perception, investigation, etc. Each theorist of aesthetics declares something 

interesting, but each something new and different (Volfgangs 2005). 

 ñPassing through the various interpretations, nowadays aesthetics is defined as philosophical 

science about the aesthetic things in nature, society, about material and spiritual activities, about 

general principles of creative work according to the laws of beauty, about the development 
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regularities and functioning of aesthetic consciousness, including art as a specific form of 

representation of realityò (KincǕns 2003: 6). 

Insight into the history of aesthetics testifies, that the beauty is a central theme, which creates 

many disputes during more than two thousand years of the development of aesthetics. A long 

process of creation and development of aesthetic thinking was always dependent on economic and 

socially political factors, on a different world view of social groups, on art practice, on the nature of 

philosophical theories, which influenced the formation of different aesthetic conclusions, on the 

level of development of art science, on the art theories and art history, on the art critics, etc.  

Thus, the study of scientific literary sources allows to make the following conclusion: 

aesthetic categories discover/make/reflect a long way of a personôs aesthetic world perception/ 

cognition, summary/shortened forms of thousand-year-old aesthetic experience and exhaustive 

search (Volfgangs 2005). 

Main aesthetic categories 

The range of aesthetic categories is broad and diverse. These are categories, which reflect 

beauty and ugliness, sublimity, tragedy and many other aesthetic manifestations. In pure form the 

categories, which are mentioned in the works of art, are encountered not so often, usually they 

supplement each other (KuzǺecova 1998). 

In order to perceive something as aesthetic, it is necessary to see it, hear it and perceive it 

sensually. Each person finds the most suitable for him/her relations between different realias, since 

it is impossible to perceive an art work according to certain criteria, in its basis there is a subjective 

vision. Thus, what suits one person, may not suit another. 

One more way how to investigate contemporaneity is to base binding trajectory on the 

subjective perception. Subjective and objective views create the greatest difficulties, since art is not 

sport, and to find objective criteria according to which would be possible to define what is good and 

what is even better is almost impossible. Estimators, their experiences, conceptions, tastes are 

different. Nowadays in the art work promotional process the comparison factor is very important. 

Expert of the Purvǭtis Prize, art critic and curator Ieva Astahovska shares thoughts on the art 

critics in Latvia and looks back at the past decade in Latvian art. In her opinion, criteria are 

subjective and mostly based on intuition. Art is a kind of play with something that resonates with 

one person, but with another doesnôt. Modern art resonates the actuality, which shows up not only 

through concepts and ideas, but also through structures, materials, media, by means of which the 

art is created (Purviġa balva. Intervija ar Purvǭġa balvas eksperti Ievu Astahovsku: 

ĂMǕksliniekam novǛrtǛjums ir viena no motivǕcijǕm kaut ko darǭt un apliecinǕjums, ka tas, ko 

viǺġ dara, ir vajadzǭgs vǛl kǕdam. http://www.purvisabalva.lv/lv/intervijas/intervija-ar-Ievu-

Astahovsku). 
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Aesthetics and art  

The question about aesthetic positions in art is invariably intriguing and in essence does not 

lose its actuality. Nowadays aesthetics is more than ever a ñbroad fieldò. 

Moisey Kagan points out, that aesthetics is not simply a science about the beauty, but, if to 

say more precise, it is a science, which studies the richness of all aesthetic values that are found by 

a person in the world around him/her, that are created by him/her in his/her practical activity, that 

are embodied in the art, which reflects the world. 

Firstly, the art discovers to the men aesthetic attitude towards the world as a social value, 

personôs perpetual tendency to move forward and upward (higher and higher). Secondly, the artist, 

estimating the world, includes in his/her work aesthetic criterion as universal expression of human 

measure (that is, the art values political, aesthetic, religious ideas, human relations, taking into 

consideration aesthetic positions). Thirdly, the art tends to discover its content in order to produce 

an optimal effect upon a person. In this case aesthetic principle shows up in the level of the artistic 

skills (Zeile 1981). 

Structure of aesthetic consciousness  

Aesthetic consciousness has a difficult composition. In its structure it is possible to 

distinguish the following components: 

Å Aesthetic necessities are expressed by a human tendency to communicate with something 

beautiful. 

Å Aesthetic experience is a form of human emotional reaction, the aim of which is to learn the 

value of the world. 

Å Aesthetic feelings differ from original/initial feelings and spontaneous emotional reactions. A 

person becomes emotional, happy and open. 

Å Aesthetic enjoyment is a unique process of aesthetic experience that captivates the subject, 

creates thoughts and sensations and brings emotional relief after tension (KincǕns 2003). 

Nowadays the art therapy becomes very popular, since a person can both enjoy the art and 

participate in its creation process. 

The art therapy is a specialized therapy method, which uses the visual expression. Its aim is 

productive emotional release, overcoming of aggression and other negative emotions, disclosing of 

oppressed feelings and thoughts, development of artistic skills, creativity and enhance self-esteem 

(Zonne. 2016. Tvnet. MǕkslas terapija attǭsta personǭbu. https://www.tvnet.lv/5010935/makslas-

terapija-attista-personibu). 

Thus, a work of art can become an aesthetic value; realization of this opportunity depends on 

the difficult interaction between all the components of the system ñartist-work of art-receiverò. 

  



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

104 

Creative work of contemporary latvian artists 

The creative work of young artist Paula ZariǺa (1988) and her family is of great interest to the 

author of the paper. The biographies of the artists are unambiguously connected, since they are 

members of one family, at the same time they are completely independent in their creative search. 

New paintings of Paula ZariǺa continue to demonstrate her interest in landscape, but 

metaphysics of the landscape is brought to the forefront. Exhibition ñHormone of Happinessò 

illustrates a human being, his/her essence, existence, meditation and search (Fig. 1, 2.). The 

paintings include philosophical meditation, which is a bit intangible, ambiguous, fleeting and 

ordinary things, occasions and observations. A unifying element is happiness as the ultimate goal of 

any creature, to which it tends, different searches for it and contemplation of it. Coral-blue oil 

pencil makes the artist to feel the beauty in her work of art. The beauty is can be discovered, when 

the blue is close to another color (Fig. 3). The artist considers that her works of art possess magical 

realism. These works contain a feeling of infinity. It is possible to come into and out. Paula ZariǺa 

explains that, by unifying visible and imaginary, real and unreal, she makes her own magical 

realism (ZariǺa. 2013. Laimes hormons. http://paulazarina.com/paintings/2013-hormone-of-

happiness/).  

Beauty is a basic category of aesthetics. Understanding of the beauty is a disputed concept 

and it does not comply with any unified criteria. Looking for the answer on the question what is 

beautiful, it is possible to come across many contradictions. Objects and phenomena may raise 

happiness and admiration in a person, but may otherwise awaken a spirit of protest and creates a 

negative attitude. 

Idealists consider that beauty is the enjoyment of art. Pleasure, enjoyment are the essence and 

value of a work of art, but not the conformity with any parameters. Tracing the development of 

understanding of the beauty, it can be seen, that diverse, often even contradictory conceptions are 

unified by a common tendency ï the beauty is always connected with the highest measure of 

opportunities of the creative work. The beauty is a sphere of human freedom.  

We love the beauty disinterestedly, we contemplate, enjoy it, and we are glad about it as we 

are glad for the sake of our loved person. The author of the present paper thinks that the beauty 

governs everywhere; it makes its corrections in art, literature, poetry, everywhere. 

Nowadays the importance of the concept is connected both with individual development of a 

man and with the progress of society. However, in our world there are unwritten laws ï what is 

beautiful, what is not beautiful, what is ugly. The unwritten laws are the severest, it is possible to 

violate them and do not be punished for that, but it is impossible to escape them. 

Two personal exhibitions in one project ñParallelò by Latvian artists Vija ZariǺa (1961) and 

Kaspars ZariǺġ (1962). On their exhibitions both artists offer completely new, powerful, expanded, 
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large-format works. ñParallelò means also that life of a creative person cannot be divided from 

his/her work. One of Vija ZariǺaôs current interests is Latvian landscape, search for the code of it. 

The artistôs system of codes includes reflection of the sky, serene river flow that is saturated with 

reserved unrest, light on the coast of the sea that shines through the density of foliage of trees and 

promises a vast space, patterns of sand that are made by waves on a beach, greyish light of a spring 

day on a flooded field. Vastness, light and untouched reaches (Fig. 4). Kaspars ZariǺġ in his turn 

continues his recently chosen path of abstract painting. He considers that his works of art are 

sedative, since they help to touch nature. This is an opportunity for a person to wander. He/she can 

go somewhere, where he/she has not been. There is an illusion of deepness (Fig. 5). (Satori. LNMM 

izziǺo virkni jaunu izstǕģu. https://www.satori.lv/article/lnmm-izzino-virkni-jaunu-izstazu). 

The family of ZariǺi is united not only by art and family life, but also by the ability to be 

happy and notice the beauty around them. The beauty is not dependent on the value of the regarded 

object. Thus, the beauty is like a method in the family of the artists. 

According to the international ratings JǕnis AvotiǺġ (1981) is one of the highest rated Latvian 

artists. His works of art make the observers think about their ambiguity and look at standards, which 

are adopted by a society, from another perspective. The artist tells, that creation of this and other 

exhibitions is a constant dialog. It is a conversation between two creative people, a compromise, 

which leads to the unpredictable, but unique result. In his works the feeling of pictorial values is 

combined with the search for the highest truth of art. That, what is formulated in the works of 

AvotiǺġ, is connected with reality, though it is not similar to reality. People wander in mystic hazy 

space, there is cosmic sensation (Fig.6). The artistôs work of art ñNothing of nothingò is six meters 

high and three meters wide, it discovers its mysteriously magical and undoubtedly influential 

nature. When one is observing the work, he/she is impressed by the fact, that someone could create 

such a work. Sublime is the highest degree of the beauty (Slava. Studija. Mazliet materialitǕtes, 

vairǕk ï gaismas jeb mǕksla kǕ ģests. http://www.studija.lv/?parent=1303).  

Artist Justǭne Seileôs (1993) works of art are characterized by interesting images. She 

exaggerates, dramatize, criticize; in the portrayed people one may feel a considerable emotional 

tension, prediction of misfortune or loss of illusions, on some peopleôs faces can be observed traces 

of radical events (Fig. 7). At present it can be called a praise of ugliness (Younglv. Vai mǕksla ir 

tikai bohǛma vien? MǕksliniece Justǭne Seile. http://www.young.lv/lv/vai-maksla-ir-tikai-bohema-

vien-maksliniece-justine-seile/). 

In the beginning work of art may seem unacceptable, even ugly, but after the study of definite 

information and a kind of ñpressureò the opinion changes and the work of art becomes acceptable. 

Here a logical question appears, whether only the beauty brings us aesthetic impression. It is not 
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obligatory for modern art to be beautiful. Ugly things also can become objects of art, and being 

portrayed artistically they can bring aesthetic enjoyment. 

It is difficult to identify the ideal of our epoch, whether this is completeness, whether the best 

sample or the chief aim of efforts. The ideal art model is impossible; however, search for it is 

endless. 

On an unexpected scale the complexity of the world has grown. Informative space that 

irritates and provokes the perception has expanded. The truth also has been fragmented and 

expanded. In JǕnis AvotiǺġôs opinion there exists a phenomenon of image, nothing could be done 

with it. People think that they skip through Youtube videos or Instagram pictures and that it does 

not affect them, but in reality it affects them. Therefore, the artist considers, that he is allowed to 

work with these images. 

Globalization is characterized by comprehensive access and tendency to equalization. In the 

last twenty years (since the internet has entered our life) the globalization subdued the art 

environment, by making it greatly dependent on market values and by reducing deliberately the 

search for the sense and content. 

Latvian art has its own fashion trends. There are moments, when certain art media become 

popular or when certain aesthetics is actualized. However, the most important thing is whether the 

work of art can offer something more than just trend. By varying trends, it is possible to create a 

fascinating work of art or something that will be forgotten after a while (Purvisa balva. 

ĂMǕksliniekam novǛrtǛjums ir viena no motivǕcijǕm kaut ko darǭt un apliecinǕjums, ka tas, ko viǺġ 

dara, ir vajadzǭgs vǛl kǕdam.ò http://www.purvisabalva.lv/lv/intervijas/intervija-ar-Ievu-

Astahovsku). 

Nowadays the vital task of art in a public space is to resist the aesthetization instead of 

adjusting to it. It is not a necessary requirement for art to be pleasant; one should not like it as an 

article of trade. The art should break in the public space as a meteor. If nowadays works of art flash 

past without causing anxiety, in most cases it means that these works were superfluous. The works 

of Richard Serra (1939) make a good example (Fig. 8). They have such a resistive force, that it is 

impossible to absorb them. They should be either treated indulgently or torn off (Volfgangs 2005). 

It seems that there is no ideal algorithm, universal criteria to define the aesthetic ideal, but it is 

known, that contemporary art looks for something new, stimulates discussion, critical thinking. The 

author of the present paper thinks that there is no fundamental contradiction between the 

contemporary art and the beauty. In the contemporary art the real work of art is possible which 

cannot be ugly, only beautiful. But this should be special beauty. For the art created today the 

content of the work of art is very important, it is characterized by the wish to catch the time, which 

is based on the ideological intention and at the same time tries to maintain visual impressiveness. 
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Conclusions 

After analyses of contemporary artistsô painting in Latvia and world-wide general evaluation 

leads to the following conclusions. It is necessary to respect a new configuration of aesthetic sphere, 

since aesthetic categories in the course of time may develop; its content becomes capacious, 

apprehension ï manifold. Art demands unusual criteria, cancelation of art boundaries. In my 

opinion, it is not so simple to break the boundaries; it should be done in excellent taste and 

impressively. 

Technological development influenced ideological direction in the art of new media and 

artistic means of expression. Visual code and message are very important in the work of art. 

Everything in some way may be considered as aesthetic. There exists a universal law of cause and 

effect, the art raises a protest against our living conditions. 

Contemporary art is a process of study, search, experiments and challenges. Searching for the 

meanings of contemporaneity it is exciting to combine these parts ï concepts, theories, discourses 

and subjectivity that intertwine abstract context with reality and fields of personal interests. In this 

combination two perceptions of contemporaneity are always present: aesthetic or art context, where 

the critical thinking is essential, and reality context, that is, directness in relations with 

contemporary things, which are around us. It acts as a part of actual culture and as an attempt to 

disclose it at a broader and deeper contextual level. 

Latvian art has its own fashion trends. The art process is rather vivid and diverse. 

Unchangeable is only interest in the art medium ï form and aesthetic values, technologies, which 

are used when the works of art are created. Experiments with materials, sound, technologies are 

carried out. However, the most important thing is whether the work of art can offer something more 

than just trend. Therefore, modern art is in conflict with a great part of community. It does not fit 

the standards of the beauty, and some other denominations of modern art come to mind, but these 

denominations are not connected with the beauty. The artist should think beyond any aesthetic 

categories, because the beauty is not the most important thing in works of the contemporary art. 

Thus, the art in its diversity is something that is nascent; it is characterized by openness to 

everything. Artists create their works, using different solutions ï from abstract till absolutely hyper-

realistic and stylized fantastic, thus, providing an emotional experience of surrounding, where 

innovation, provocation and irony are revealed. 
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Figures 

 

   
 

 Figure 1. P. ZariǺa. Untitled. 2016 Figure 2. P. ZariǺa. Violet. 2017 

 Oil on canvas. 205x125 cm Oil on canvas. 50x80 cm 

 (http://paulazarina.com/) (http://paulazarina.com/) 
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 Figure 2. P. ZariǺa. Hormone of happiness. 2009 Figure 4. V. ZariǺa. Cool Air. 2017 

 Oil on canvas. 80x80 cm Oil on canvas. 

 (http://paulazarina.com/) (http://vijazarina.com/) 

 

 

  
 

 Figure 5. K. ZariǺġ. Symptoms. A. 2015  Figure 6. J. AvotiǺġ. Untitled. 2016 

 Acrylic on plywood, author's technique. Oil on canvas. 113,3 x 97,3 cm 

 (http://kasparszarins.com/) (https://www.saatchigallery.com/artists/) 
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 Figure 7. J. Seile. Untitled. 2017. Sculpture. Figure 8. R. Serra. Backdoor Pipeline: 

 Oil on canvas.70 x90 cm light gleams at either end, yet nothing 

 (https://www.saatchiart.com/juste) is steady. 2013. 

  (https://www.guggenheim.org/artwork/) 
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Abstract 

Design and Art ï common and distinctive 
Key Words: design, art, definition, commons, distinctives, collaborations 

In the 21st century, due to the technological boom, their environmental influence, household, human minds and way of 

thinking, as well as on design and art, today, clear borders between design and Art not very obvious. Often there is no 

real clarity at which point the designer's work turns into an Art object. 

Although there is a opinion that design and Art are two inextricably linked concepts, however, other design and Art 

researchers believe that there is a significant difference between design and art. 

The study aims is to explore the nature of design and art, by looking at the shared and distinctive features of these two 

areas, by illustrating it with the works of Latvian and foreign designers and artists. 

 

Kopsavilkums 

Dizains un MǕksla ï kopǭgais un atġǵirǭgais 

AtslǛgvǕrdi: dizains, mǕksla, definǭcija, kopǭgais, atġǵirǭgais, sadarbǭba 

21. gadsimtǕ, pateicoties tehnoloǥiju uzplaukumam, to pieaugoġai ietekmei uz vidi, sadzǭvi, cilvǛku prǕtu un domǕġanu, 

sekojoġi arǭ uz dizainu un mǕkslu, mȊsdienǕs novilkt skaidras robeģas starp dizainu un mǕkslu, kǸȊst aizvien grȊtǕk. 

Bieģi vien nav ǭstas skaidrǭbas kurǕ brǭdǭ dizainera darbs pǕrvǛrġas mǕkslas objektǕ. 

Kaut eksistǛ viedoklis, ka dizains un mǕksla ir divi nesaraujami saistǭti jǛdzieni, tomǛr citi dizaina un mǕkslas pǛtnieki 

uzskata, ka starp dizainu un mǕkslu ir ievǛrojama atġǵirǭba. 

PǛtǭjuma mǛrǵis ir izpǛtǭt dizaina un mǕkslas bȊtǭbu, aplȊkot ġo abu jomu kopǭgas un atġǵirǭgǕs iezǭmes, ilustrǛjot to ar 

Latvijas un aizrobeģu dizaineru un mǕkslinieku darbiem. 

 

Introduction  

The study aims is to explore the nature of design and art, by looking at the shared and 

distinctive features of these two areas, by illustrating them with the works of Latvian and foreign 

designers and artists. 

Goals: peppering the timely literature on Arts and Designs Properties. To analyze the 

distinctive and common elements in the field of Arts and Design. Have a look and analyze at the 

works of foreign and Latvian artists and designers. Have a accredit the problem of the 21st Century 

of the Art and Design identity. 

In this research the author will raise the problem that the understanding of the characterization 

of Arts and Design is mixed. Primary properties are dealt with as well as 21st century relevance of 

this issue. 

Within many years arises the question about the differences between of Arts and Design. The 

concepts of Art and Design has very unclear borders that disappear slowly. Both designers and 

artists create visual compositions by using the same law and skills, but their goals of work are 

different.  

Definitions of art  

The Art industry is very broad. There is no impossible to highlight only one definition of the 

Art that will be complete and various. This phenomenon can be described off different sides. The 

Oxford University's dictionary of Art is the expression or usage of human creativity and 
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imagination, typically in a visual form such as painting or sculpture, by producing works to be 

primarily appreciated for their beauty or emotional power. Subjects of research are primarily 

concerned with human creativity and social life, such as languages, literature and history (in 

contrast off scientific and technical subjects) (Oxford dictionaries 2018).  

The Art is the creating of objects, images, music and etc., that are beautiful or express the 

feelings (Cambridge dictionary 2018). Art it is a spiritual deal (Cameron 2017). 

Janis Vadons, a Latvian poet is said that Art is an expression of the positive activity of human 

spirituality, which in turn requires us to develop (VǕdons 2013). 

Russian artist Oleg Kulik about the contemporary Arts said that this is a stunning tool for the 

soul treatment, better than any antidepressants (Kulik 2015).  

Justin Aionss, a philosophy lecturer and writer of the Estonian Academy of Arts says that the 

most likely there is no special value that would be attributable to art. Art can expedite imagination, 

challenge, inspire, horrify, lie and interfere (Aionss 2010).  

Laima Slava an Art scientist is sayôs about the art: ñThe fair value of the art, I think is in its 

conversation with the viewer. With me. This conversation can be short-lived, quickly exhaustible, 

encouraged by a given moment and itôs may be permanently restored, every time it comes to the 

work of art, continued. It can only happen at the level of visual or sensory pleasures, it can take far 

away in other dimensions of thoughts and knowledge or in the jungle of deep private insights. 

In any case, it is based on a rich and generous human personality who has managed to find a 

viable, adequate form for its expression and I have spoken to him ñdirectlyò, with time and various 

kinds of restrictionsò (Slava 2010).  

An Art can be divided into a few categories: spatial, dinamic, spatial-dinamic. These 

categories are divided into a few directions (Pict.1). If second and third categories usually does not 

bring a discussion to belongings of design, first category ï a fine art, opposite bears the questions. 

Definitions of design 

The word ñdesignò came from the Latin word ñdesignareò (sketch, draw, imagine, denote) it 

is closely related to the lat.v mash signum (bullet, sign, symbol, print, painting, signal). The Oxford 

English Dictionary mentions like the human invention in the form of a plan or scheme that will be 

realized. A design contains far more than main conceptions being the basis of simply works. If the 

main product is an idea, plan, sketch or draft, implying making of ideal product, the question is 

about a design. In an industrial design any project must be carefully adjusted, counted, before to be 

incarnate in reality. It means first of all, that a design is appropriate, complex, multi-stage activity 

the arranged collective of designers is involved in that (Yatsevich 2015).  
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At the nowadays, specialists considering that design, first of all assumes industrial production. 

The Art critic ï John Walker, argues that the design starts when industrialization prevails and 

introduces mass production methods (Walker 1992). 

Ozhegov dictionary says that design is constructing of things, machines, interiors, based on 

principles of comfort combination, economy and beauty (Ozhegov, Svedova 1949). 

Design is an iterative process and design thinking presents in each stage of the journey from 

client to finished work. Different solutions can be received for any given brief and its can differ 

widely in levels of creativity, practicality and budget (Ambrose, Harris 2010). 

Bob Gill artist assert that nobody can hold a design in the hands. It is not a thing. It is a 

process. A system. The way of thinking (Gill 2004). An design is begun with a task and a design-

product must carry some idea (Lola 2016). 

An design can be divided into a few directions: industrial design, clothing design, graphic 

design, environmental design, process design, image design (Pict. 2). 

For the Art Design is a technical phenomenon. Traditional Design includes 

industrial/graphic/usable cases, objects, solutions that facilitate or raise quality of life. 

The Design is a term representing the types of construction works aimed at creating of 

aesthetic and functional properties of the pre-metical environment. In other words, it's the Art 

design. 

The Art design ï is the kind of Art activity, the design of industrial products with aesthetic 

properties. 

Distinctive of art and design 

One of the factors that distinguishes the design from Art is the mass production of objects. An 

artist, such as a painter, writes a painting in one unit, at the time, the designer producing the 

subject, counts on picking up hundreds of copies. The designer's creation is available for a larger 

amount of people counting on mass production. Designers can be named masters that stand closer 

to engineering and exact sciences, than artists that at creation of work follow emotional and sensible 

aspects (Cappellini 2009). 

ñOne of the clear differences between Art and design are where the constraints of a project 

are derived. Art usually is generated by a set of self-imposed constraints. The difference isn't 

just that one is about commerce but, more importantly, the Design example is clearly based on 

external constraints. The distinction is important because Designers can create Art and Artists 

can create designsò (Armen 2013). 

ñArt is derived from our external and internal experiences. Art is a projection of what you 

experience, how you view the world and what you want to vocalize. Design on the other hand, 
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is taking a problem and finding solutions for it and Art is merely a tool in a designers mindsetò 

(Khan 2013).  

Canadian graphic designer and photographer, Jessy Altura, says that she asked this 

problem of Art and design distinctive a number of times and she can never make up her mind. 

She agree though, that Art leans toward, in some ways, no-compromise self-expression and 

design in generally is about a universal attitude towards aesthetics and creative expression. She 

have this habit of placing ideas in a spectrum and in this case, Art is far left and design is far 

right, and somewhere in the middle incorporates both Art and design aspects. ñOne creative 

piece, for example, can show both aspects of Art and design, but may lean more towards design, 

which in that case maybe seen as a design object rather than an Art objectò (Altura 2013).  

Design is functional. Art is expressive. Design exists to serve a purpose, while Art 

reflects the imagination. 

Design is communicative. Art is personal. If a design is not consumed by users, it is 

useless. Interfaces, posters, and furniture alike elicit targeted behavior from people, while Art 

tends to be driven by a more personal motivation. 

Design is intentional. Art is interpretational. When someone notes that something is 

ñcreated that way by design,ò they mean that there is a specific goal of said element. Art is 

usually appreciated by the unique experience that provides its consumer, not by its effectiveness 

or success against metrics. 

There are certainly aspects that transcend both fields, such as style, composition, and 

beauty. The distinction may hide under a veil of creative obscurity, but design at its core is 

considerably differ (Hilnbrand 2016). 

Spanish artist, designer, illustrator and letterer from New York city, Alex Trochut, works 

with many brands and magazines like Nike, Adidas, The Rolling Stones, Katy Perry, BBC, 

Coca-Cola, Pepsi, The New York Times ect. Alex Trochut investigated the languages of Art and 

design, to understand how and what they differ in. His conducted the difference between an Art 

and design:  

¶ A design solve a problem. An Art raises a question. 

¶ A design is final. An Art creates open debates. 

¶ A design is an actor with its scenario. An Art writes and interprets own history. 

¶ A designerôs mind search a decision. An Art is a voice of the soul. 

¶ A design requires a collective decision. An Art needs only internal approval. 

¶ A design is the act of empathy. An Art is act of freedom (Trochut 2016). 

At the nowadays, some design experts are fighting for the freedom and uniqueness of the 

design phenomenon. One of the such a representative is the London gallerist, Libby Sellere. 

https://thecdm.ca/people/students/maria-khan
https://thecdm.ca/people/students/jessie-altura
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Libbie struggles with the ñart-designò term, she claims, as: ñArt is art, but Design is designò. In 

her book ñWhy?ò What? ñWhat?ò, L. Sellere devoted a lot of pages to this problem. In her 

battle, she offers gorgeous, expensive premongers with little tit-called collection design, but 

mass-producing premongers ï for a single-card design (Savostjanova 2012). 

An Art exists out of time, but Design for every time is different. 

Common of art and design 

According to several researchers, Design is a special form of mass art, so that designer 

product is the result of creative activity, like Art works in art. 

We can argue that the Art have created a Design. One of the artist's primaries is creating and 

rebuilding the world. The special designs of the first household objects were designed by direct 

artists. For example: Kazemir Mahlevitz formed a tea-pot (Pict. 3.), Pete Mondrian created interiors, 

many dealing with architecture, color theories ect. (Simonov 2016). 

The design-critic, Interiors + Design magazine editor-in-chief, the reinvention of the 

contemporary Art exhibition, Maria Savostjanova, underlines how the Design in the last 20 years 

acquired everything that was long ago for the Art. Today, the Design have more attention from the 

museum exebitions, its became topically sales at auctions, became more dealers and galleries, not 

only in Europe and the USA, but also in South Korea and China (Savostjanova 2012).  

Nowadays, is very popular collaboration between designers and artists. Speaking of 

cooperation with free painters, the most famous 20 th century must be mentioned Elsa's Skiparelli, 

French designer's and Salvador Dali co-operation. After sketches of a grand surrealist was created 

the famous dress with lobster (Pict. 4), a phone-shaped bag and a jacket with unthreaded pockets. 

Roughly the same, in the mid-20 th century did Yves Saint Laurent, creating dress patterns by 

Mondriana, (Pict. 5) Van Gogh, and other artist works images (Vorokshevich 2017).  

Designers' collaboration with artists ï gives the to work a fresh stream.The example of 

modern Japanese artist Yayoi Kusama's and Louis Vuitton co-operation creates this unusual and 

interesting new stream (Pict. 6) (Alexander 2012). 

Not only in the fashion industry are popular collaboration with the artists, but also interiors 

designers willingly collaborated with the artists. The director of London's Hayward Gallery, Ralph 

Rugoff, collected 30 painters from 20 countries who participated in the installation of the New 

D®cor project. The artists' task was to alter and transform the exterior look of household objects. In 

Venice's bienalles, in 2009, there were projects in which painters tried to improve communications 

with the theme of interior design ï they were: British artist, Lijam Gillika's pine ñKitchenò, Mihaald 

Elmgren and Ignar Dragset, the Danish painter project ñCollectorsò and Tobi Reberg Caf® ï a 

painter's project with furniture company Artek (Pict. 7) (Garage 2011) (Savostjanova 2012). 
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There is not a context that can define a clear border between these concepts of Art and 

Design, and there is a great number of intersections. Methodology and methods do not set borders 

and limits to one or other side (Trochut 2016). 

Traditionally, the Design involves industrial solutions that facilitate or raise quality of life, but 

Art builds our quality of life. A Design article can be like a work of Art that is a creative functional 

object of an aesthetic and emotional experience. A true design can be made by a master with Art 

thinking. 

Latvian contemporary art and design artist 

Often, without knowing whether it is an artist's work, it is hard to mention which industry is 

covered. An example is a distinguished Latvian designer, one of the Latvian Design Year Awards 

2018 jury representatives is Germans Ermich, who deals with glass premongers (Pict. 8). It is 

possible that if his works were Art within the gallery, adding to them the concept, they could be 

accepted as an Art object. 

Germans Ermich himself, about how Art galleries develop Design sections, has expressed his 

opinion of how he is not convinced that Art galleries should do this, but they see a Design as a new 

business opportunity. The designer has also had conversations with the Art galleries that the section 

wants to develop, but sometimes it sounds doubtful, by Ermich oppinion. (Ermiļ 2018). 

Rijada's design studio's manager Rihards Funts is a designer who, in his studio, performs 

collaboration with architects and with artists so that design works have been streamlined from 

different viewpoints (Baġtiks 2011). One of Rijada's design studio's cooperation example is the 

exhibition ñYouôve got 1243 unread messages. The Last Generation Before the Internet. Their 

Livesò (Pict. 9) deals with the recent past where the search for oneself and others took place in an 

analogue instead of digital environment. The works of Art and various everyday artifacts chosen for 

the exhibition are micro-historical evidence of some 20th century individuals, or whole currents that 

continued to throw into doubt any borders between Art and everyday life. These are stories about 

the individual memory culture, mutual networking and experimental creation. The exhibits share 

their authorsô attempts to redeýne the personal space, laying a parallel world like a cuckooôs egg in 

the governing reality created by media and political ideologies (Funts 2017). 

There ir creators which name itself as artist and designers as well, for example graphic 

designers, or artist which create digital images. One of the latvian examples is Juris Dimiters (Pict. 

10). The artist works with digital tools as well with acril. 

Conclusion 

Art is a very broad habit. It is not possible to highlight only one definition of Art that will be 

complete and comprehensive.  
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Traditional Design targets are related to usable things, objects, solutions that facilitate or raise 

quality of life. 

Art doesn't have to be functional. Real Art worked and focused on the effects of soul and 

feelings. In Art, the main thing is to evoke the idler and emotion. 

In addition, it can be concluded that the main purpose of Art is to address the viewer, the 

audience, with positive or negative feelings. Art doesn't have to be functional. Real Art focused on 

the soul and feelings effects, it's not a technical habit. 

The Design is more accurate, compared with Art, but clear boundaries between these concepts 

are not. The Design could not arise without art, but the nature of Art is typical of ñcreatingò, so 

design, atgri or late, even with a different name, but to appear. 

To collect all information, can argue that Art and Design are different by functionality and 

purpose, but they can successfully do collaboration without losing self-identity. An Art exists out 

of time, but Design for every time is different.  
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INDUSTRIAL 

DESIGN 

Object design, industrial design, product design. Industrial design in 

the design of new items, including many objects: tools machinery, cars 

and other transport, household appliances, interior articles, clothing, 

footwear and accessories. 

CLOTHING DESIGN  It is the artistic and technical design of clothing. 

GRAPHIC DESIGN  

It is the creation of visual-informative production that has a certain 

emotional mood. And this is all for the audienceôs attention to specific 

information with the help of a specially designed image. (typography, 

printing, WEB ï design. 

ENVIRONMENTAL 

DESIGN 

It is the creation of stylistic unity of environmental elements with an 

object for clearly arranged and ideal functions: urban environment 

design, interior design, architectural design, exhibition design. 

PROCESS DESIGN 

This is the organization of events, the design of ceremonies (it includes 

light design, sound design, environmental design, graphical design, 

clothing design, design types that are associated with human 

imperfections), fireworks design, development of a film style. 

IMIDGE DESIGN  

Themes of design that are associated with human imperfections ï itôs 

nail design, decorative makeup art, hairstyle design or hairdresser art, 

clothing, footwear and accessories design. 

 

Pict. 2. Categories of Design 
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Pict. 3. Supramatical kettle Kazimierz Malevich 

(http://www.k-malevich.ru/news/prodan-suprematicheskiy-chainik.html) 

 

 

 
 

Pict. 4. Yves Saint Laurent collaboration with Salvador Dali 

(http://outfears.com/schiaparelli-y-dali-la-moda-y-la-pintura/) 
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Pict. 5. Yves Saint Laurent collaboration with Modrian  

(http://www.onesoullife.com/blog/an-ode-to-yves-saint-laurent/) 

 

 
 

Pict. 6. Yayoi Kusama's and Louis Vuitton co-operation 

(http://www.revistaverzus.com/yayoi-kusama-x-x-girl/) 

 

 
 

Pict. 7. Tobi Reberg Caf® 

(http://artguide.com/posts/94-dizain-protiv-sovriemiennogho-iskusstva-117) 
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Pict. 8. Germans Ermich. Ombr® glass chair 

(http://www.germansermics.com/) 

 

 

 
 

Pict. 9. Rihards Funts exhibition ñYouôve got 1243 unread messages.  

The Last Generation Before the Internet. Their Livesò 
(http://www.rihardsfunts.com/post/170314087986) 

 

 
 

Pict. 10. Juris Dimiters. The Curtainôs Peek-a-boo 

(http://www.lnmm.lv/en/visit/exhibitions/2028-juris-dimiters-the-curtains-peek-a-boo)  
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GAME DESIGN AS AN ADVERTISING TOOL  
 

Viktorija Loktionova,  Aina Strode 
Rezekne Academy of Technologies, Atbrǭvoġanas aleja 115, RǛzekne, Latvia, LV-4601, 

viktorija.loktionova@gmail.com, aina.strode@rta.lv 

 
Abstract 

Game design as an advertising tool 

Key Words: game design, graphic design, advertising, observation, questionnaire 

Nowadays, when technologies continue their fast development, computer games are gaining great popularity. 

Regardless of competition, classical games or board games do not lose their relevance, as shown by several annual 

contests and exhibitions that are organized to stimulate the development of this industry. Games are different by their 

specific. They educate, develop memory, logic, attention. Attractive design improves the impression of the game and 

also promotes product in the market. Games are effectively used in studying and have good perspectives to become a 

successful advertising tool. 

The aim of research is to analyze the development of games and their influence on people, as well as to explore the 

possibilities of using game for advertising purposes. 

Research methods: theoretical ï research of literature and internet resources, analysis of analogues; empirical ï 

observation, questionnaire. 

In the framework of research, the informative game design was developed for promotional events of the Rezekne 

Academy of Technologies (RTA). Game was approbated on the RTA Information Day in 2018. Observation and 

questioning of the players allow us to conclude that games design and content are binding, create interest and willing to 

participate in the game. The developed bonus system promotes enthusiasm. 

 

Kopsavilkums 

SpǛǸu dizains kǕ reklǕmas lǭdzeklis 

AtslǛgvǕrdi: spǛǸu dizains, grafiskais dizains, reklǕma, novǛroġana, anketǛġana. 

MȊsdienǕs, kad tehnoloǥijas turpina strauji attǭstǭties, lielu popularitǕti gȊst datorspǛles. Neskatoties uz konkurenci, arǭ 

klasiskǕs spǛles, jeb galda spǛles, nezaudǛ savu aktualitǕti ï par to liecina vairǕki ikgadǛji starpautiskie konkursi un 

izstǕdes, kas ir veltǭti, lai stimulǛtu ġǭs nozares attǭstǭbu. SpǛles ir daģǕdas pǛc savas specifikas. TǕs izglǭto, attǭsta 

atmiǺu, loǥiku, uzmanǭbu. SavukǕrt, pievilcǭgs dizains pilnveido iespaidu par spǛli, kǕ arǭ virza to tirgȊ. SpǛles efektǭvi 

tiek pielietotas mǕcǭbǕs, un tǕm ir labas perspektǭvas kǸȊt par veiksmǭgu iestǕģu reklǕmas lǭdzekli. 

PǛtǭjuma mǛrǵis ir analizǛt spǛǸu attǭstǭbu un to ietekmi uz cilvǛku, kǕ arǭ izpǛtǭt spǛles izmantoġanas iespǛjas reklǕmas 

nolȊkos. 

PǛtǭjuma metodes: teorǛtiskǕs ï literatȊras un internetresursu izpǛte, analogu analǭze; empǭriskǕs ï novǛrojums, 

anketǛġana. 

PǛtǭjuma ietvaros tika izstrǕdǕts informatǭvǕs spǛles dizains RǛzekens Tehnoloǥiju akadǛmijas (RTA) reklǕmas 

pasǕkumu vajadzǭbǕm. SpǛle tika aprobǛta 2018.gada RTA InformǕcijas dienǕ. Veiktais novǛrojums un lietotǕju 

anketǛġana Ǹauj secinǕt, ka spǛles dizains un saturiskais nodroġinǕjums ir saistoġs, rada interesi, vǛlmi piedalǭties spǛlǛ. 

IzstrǕdǕtǕ bonusu sistǛma veicina aizrautǭbu. 

 

Introduction  

Ever since ancient times, people have paid attention to games and made them as a part of their 

everyday life ï the beginning of board game history started before our era. Games are different 

according to their specifics, but long ago people have understood that good games are more than 

just a way to spend their free time. They educate, develop memory, logic, attention. Well-

considered design, in turn, improves the impression of the game, and promotes it on the market. 

Games are effectively used in studies, and they have good perspectives to become a successful 

advertising tool. The aim of this research is to analyze the development of games and their 

influence on people, as well as to explore the possibilities of using game for advertising purposes. 
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Game development and their importance nowadays 

The word "game" is often associated with something unimportant, playful, with the way you 

can have fun, spend your free time. But, in fact, game industry has saved a long history of 

development and has become something more complicated. 

The history of board games began in ancient Eastern civlizations and in Europe. Many ancient 

board games still are being played even today. New games have emerged, themes of games 

expanded, following the development of science, technology and information. The rules and themes 

of the game reflected human perceptions of the world. But always one of the most important 

moments is the desire to compete, which creates a passion and excitement in every game. It is 

important to note that the accessories of the game were saturated with the symbolism of many 

centuries-old cultures: the play table served as an allegory of the way of life, the dice ï sign of fate, 

the figures symbolized the human, but later reflected technical progress. Board games represented 

the geography of the world and the political situation. Well-known characters from fairy tales have 

come to life in playgrounds. This is also happening today, and one of the most striking examples is 

the American series "Game of Thrones", which integrated its themes into the Monopoly game 

(see Fig. 1), thus promoting the series. Also popular outdoor games such as crochet, billiards, 

hockey, basketball were converted to board games. The multiplicity of board games goes out of the 

household level and goes into social, spiritual and artistic culture. 

Nowadays, when technologies continue to grow fast, computer games are becoming more and 

more popular. Their development is demonstrated in the timetable of design development 

(see Fig. 2). And there is no denying that competition between computer games and board game 

industries exists. Several sources mention the fact that board game industry really survived crisis, 

but there is a growing popularity of this kind of games in recent years. This fact was mentioned in 

one of interviews by Janis Grunte and Egils Grasmanis, creators of the ñBrain Gamesò brand, the 

largest board game producer and distributor in the Baltic, and they have actively worked in this 

field since 2003. As Janis Grunte said, there is now a ñgolden time of table gamesò because 

computer games are no longer a new and unknown phenomenon, and there is no real 

communication, which is successfully promoted by table games (Mix TV. https://www.youtube. 

com/watch?v=laOSdZMUlgs). 

Also there are several annual international competitions and exhibitions devoted to stimulate 

the development of this sector, which also show the growth of popularity of board games. One of 

these events ñGame of the Yearò or ñSpiel des Jahresò ï the annual prestigious German prize in the 

field of board games. It should be noted that Germany is the most advanced country in game 

producing sphere. The prize was founded in 1978 and has a very significant influence ï the 

nomination can increase the sales of a game from 500ï3000 copies to around 10,000 copies. Award 



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

124 

criteria include game concept and originality, game value, rule clearness, layout and design ï 

functionality of game, attractiveness (Spiel des Jahres. http://www.spiel-des-jahres.com/en/faq). 

It is important to note that in 2017 a game from Latvia also was awarded in this competition. 

The ñIce Coolò game from the ñBrain Gamesò has won the world's most prestigious "Kinderspiel 

des Jahres" award as the year's best board game for children. It is an exciting board game for 

families and parties. The first game in the world where figurines can both swing and jump, as well 

as the unique design of the "box in the box" provides the opportunity to create a solid playing field 

from one box. Consumers note that ñIce Coolò is significantly different from many other board 

games and because of attractive designs and creative idea it is nice to play it (Ice Cool. 

https://www.brain-games.lv/products/ice-cool-galda-spele). 

This game won several awards, including a United Kingdom game exhibition-contest prize in 

the children's game category. The UK Games Expo, which first took place in 2007, is the main 

event in the United Kingdom, where all aspects of the game are represented. In 2017, 325 

exhibition participants and contributors, including publishers, retailers, independent designers and 

artists, took part in the exhibition. Table game tournaments are also taking place during the 

exhibition. There were more than 15 thousand visitors (UK Game Expo. http://www.ukgamesexpo. 

co.uk/).  

In turn, a part of the game history could be found here in Latvia, at the Cesis History and Art 

Museum. Until June 3, 2018, there was an exhibition of board games based on a unique collection 

of 232 unique historical board games. Particularly highlighted games published in Latvia in the 20th 

century. At the exhibition you could explore different types of games: "Goose" or ñwalkingò games, 

lotto, domino, figure replaying games ï chess, puzzles, economic games, including the game 

"Monopoly" and several others. Games also differed according to the themes ï they are 

geographical, historical, and after different book (fairy tales) motives. This means that games are 

also eyewitnesses of the history ï with which producers represented topical world events and 

promoted them. As an example, there is board games tribute to space theme that was created in the 

50ï60ôs of the 20th century (see Fig. 3). Separately, the game "Circus" should be mentioned, 

because the first games of a similar type were created in the 19th century and became one of the 

most well-known type of games, which are found even today. Also in the exhibition you could see 

samples of regrouping games: that are combination games that develop logical thinking. At the end 

of the exhibition, there was a place where visitors had a chance to try modern board games. In 

general, the exhibition was designed to attract children and adults to play board games that 

entertain, educate, provide the opportunity to realize the spirit of communication and competition.  

An overview of the developing qualities of game should be started with children's games, 

because in kindergartens and primary schools studies take place mostly through games. In this way, 
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information is better remembered: person is not forced to listen to the incomprehensible 

information, he is involved in the process. It has been proved, that different types of games develop 

logical and abstract thinking, memory, attention, but above all, help people to communicate. Several 

researches shown that board games have been used in pedagogy, psychology and social sciences for 

a long time. Belgorod State Research University assistant professor Darja Gromova writes about 

this fact in her article. The game is accepted as an effective method of teaching and memorizing 

information. The game is also one of the most advanced ways to introduce child to the flow of 

information and life-learning processes. In their articles similar views express researchers I. Ivanov, 

Ģ. Ivanova and A. Kuskov (ʀʚʘʥʦʚ, ʀʚʘʥʦʚʘ, ʂʫʩʢʦʚ 2017) and pedagogue L. Protasova 

(ʇʨʦʪʘʩʦʚʘ 2017). Board games provide communication, contacts with other people, in such a way 

as to prevent different unforeseen situations in real life, a board game, where several behavioral and 

operational variants are possible, can help child to adopt and solve problematic situations. 

D. Gromova writes that games can be classified according to purpose which they want to achieve. 

Some of them are effectively applied at various seminars, exercises, because they help to create an 

informal atmosphere for people to communicate. As one example, D. Gromova mentioned the game 

"Dixit" (see Fig. 4), which is an associative board game and consists of 84 illustrated cards. The 

task of the players is to listen to the other player's associations and to put one of their cards. The 

winner is person who will take more points by placing cards that are closer to the index card 

according to their idea. Dixit is an excellent tool for analytic and associative thinking, intuition, 

fantasy development, also effectively develops non-verbal communication skills.  

A similar type of game is "Mysterium" ï it is also an associative game, but includes many 

more cards and other accessories (see Fig. 5). All the elements are crafty, but the illustrations add 

value for the game ï here design appears in all its glory, because it is a pleasure to look at the game. 

It is not only developing abstract thinking, but also gives aesthetic pleasure.  

Good design improves the effect of the game and gives the impression. Game designer 

J. Schell (2015) points out that there is no general theory about game design, and there is no single 

formula that would show how to create a good game. Despite the fact that J. Schell is a computer 

game designer, the fact that he mentioned is true for all kinds of games. Of course, the development 

of the game consists of several stages and is used by many branches of science, however it is the 

fact that the design plays an important role ï it depends on the design whether a product will be 

spotted on a saturated market (Salen, Zimmerman 2004; Schell 2015). The main task of the design 

is to show the product's individuality and accentuate the attention of the target audience at the most 

important moments, as well as highlight product among the rest. High-quality design is highly 

regarded in advertising, because design fosters visibility. Therefore, combining gaming and design 

functionality, it is possible to achieve a good result by using game for promotional purposes.  
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Development and approbation of game ñWHAT DO YOU KNOW ABOUT RTA? ò 

For target audience attraction in informative events and exhibitions, the most common used 

materials are: banners, stickers, brochures that give information about a particular institution. But it 

is difficult to get attention from large amount of visitors by using only these materials. Even harder 

is to get target audience to remember the information that they have got. More effectively 

information can be given in interactive way, for example, using that game. In that way, game could 

be used for several purposes at once: it attracts visitor attention due to visualy appealing design, 

educates, gives information and interest to particular institution, and of course gets involved in 

playing process. 

The Rezekne Academy of Technologies (RTA) is a fast growing Latvian institution that 

contributes to the development of science and new technologies. It regularly participates in 

exhibitions and events. One of the main values of the Rezekne Academy of Technologies is its 

students, and it is very important to interest and persuade young people to become RTA students. 

Therefore, the idea have emerged, to develop an informative game ñWHAT DO YOU KNOW 

ABOUT RTA?ò (ĂKO TU ZINI PAR RTA?ò), whose main task is to raise interest in post-graduate 

students during an informative events or exhibitions, taking an active role in examining and 

supplementing their knowledge about the Rezekne Academy of Technologies.  

ñWHAT DO YOU KNOW ABOUT RTA?ò game is based on the ñwalkingò board game, 

where the player is required to throw the dice and move the figure forward, for the same amount of 

fields, that are thrown with dice, and to fulfill the tasks that are set for current field (see Fig. 6). The 

storyline offers the player a chance to get involved in the life of student and show the Academy's 

study process. Game starts from the first ñKnowledge dayò (ĂZinǭbu dienaò) field and ends on the 

ñGraduationò (ĂIzlaidumsò) field No. 32, but among them, there are fields with different types of 

tasks, where each player receives one token for every correct answer. In case if player does not 

want to perform any of the tasks, he can give the game presenter two tokens and continue game. 

Also game has different kind of fields such as: blank (nothing happens), direction (move back 

of forward), question, test, opportunity, homework, session/exam. Field ñQuestionò (ĂJautǕjumsò) 

requires player to answer on one question about RTA. It is allowed for players to use given 

materials ï brochures, booklets, etc. The RTA logo is repeated four times on game field that gives 

player opportunity to throw dice once again. The ñTestò (ĂKontroldarbsò) field offers player to 

choose one of the cards with the image and guess what is displayed on it. On field ñOpportunityò 

(ĂIespǛjaò) player can name one fact about RTA and, if it is true, get a token. Like in similar kind 

classic games, there are fields where player passes one turn ï in the game ñWHAT DO YOU 

KNOW ABOUT RTA?ò they are labeled as ñHomeworkò (ĂMǕjasdarbsò). However, there is also 

one significant difference between the mechanics of given game and the classical ones: the player 
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can not pass the ñSessionò (ĂSesijaò) field until he answers the questions. For example, if the player 

is on the square No. 5, but his thrown points on dice allows him to cross ñSessionò field, anyway 

player must stop on ñSessionò field. ñSessionò field questions can not be skipped by giving any 

amount of tokens. In each session player is provided with one exam ticket with two answer 

questions. In order to speed up the process, there is no playing field that returns player to the 

beginning of the game, but is has analogous fields No.15 and No.23 that throws player back to the 

previous ñSessionò field. It should be noted that player do not need to answer session questions for 

the second time, but if player have tokens, they can be given to game host in return to stay where 

player is. Field No. 28, marked with a star symbol is informative one. If the player stops on it, game 

host provides information about other study opportunities at the Rezekne Academy of Technologies 

and the prospects of graduating this higher education institution. Upon reaching the ñGraduationò 

field, player receives a ñDiploma for preparation for the student's lifeò, which by its nature is a 

souvenir and promotional material, since it contains RTA contact information. Game lasts until the 

last player leaves the playing field. Relief awards with RTA symbols (pens, pencils, bags, etc.) are 

given to all players, but the grand prizes will get those who first gets to the ñGraduationò and the 

ones who gets largest amount of tokens.  

The rules of game are not complicated and easy to understand, which allows both the host and 

the player to quickly understand them and start playing. This is very important as the target 

audience of the game is very wide: since the game is more intended for use in informative events 

and exhibitions, people of all ages can be involved ï both young and adults ï all who is looking for 

more suitable studies or just simply came to the informative event.  

During the game players should answer questions about the Rezekne Academy of 

Technologies. Questions are not complicated, some, as previously said, with multiple answers. In 

case if player fails to answer correctly, player do not lose anything, just do not receive a token. 

Game host says the correct answer, and in this way player will receive RTA information in any 

case. As event visitors are not likely to spend a lot of time in one place, some techniques are used to 

speed up the process such as: throw a dice a second time, exchange two tokens to skip a task, e.t.c. 

However, if there were no restrictive moments such as ï skip your turn, return to the previous field 

ï game would end too quickly, and it could not be able to fulfill one of its tasks ï to involve and 

interest the visitor. The variety of game fields, content and bonus system stimulates more 

enthusiasm. 

An important game feature, which can also be considered as the uniqueness of game, is its 

layout. Originally, during development, there was an intention to develop a floor game ï a carpet 

that is similar to the playable Twister ï and the figures would be players themselves. By developing 

this idea, it became clear that such activity may require too much space, but in informational events, 
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each institution stand has a limited space. That's why in the latest version, playing area is carried on 

the vertical plane: as already mentioned above, ñWHAT DO YOU KNOW ABOUT RTA?ò has 

similar gaming principle and mechanics of board game, but the vertical arrangement is more 

convenient for its use in public events. This kind of arrangement of game allows you save 

significant amount of space, also game also serves as an advertising banner and attracts visitor 

attention. Since there were not found any analogs of this game, it can be considered as innovative.  

The aforementioned allegations were verified and confirmed during the approbation, held on 

April 6, 2018, during the RTA Information Day. Game was designed from affordable and relatively 

economical materials. Game elements (cards with questions and badges) were printed on matte 

250 g / m
2
 thick paper, but the playing area of 1500 mm x 1150 mm was printed with a printing 

press on a durable PVC banner material and equipped with rivets (see Fig. 7). During the event, 

banner was attached on two racks with straps. Tinplates were glued to the back of banner, in places 

where the game fields are depicted on the front, but figurines were made using a 3D printer 

following the specially designed drawing and adding to them magnets ï this technique provided the 

figurative Ăwalkingò option on the vertical plane (see Fig. 8). During the event, it was possible to 

observe how the visitors reacted to the game ï due to its large size, but strangely not taking too 

much floor space and way of game placement, it attracted people's attention. Many looked at the 

game with interest, some asked if they could play. Three games were played with three players in 

each. One game lasts 20ï25 minutes, but the optimal number of individual players or teams is 

between two and three, as fewer and more enthusiastic players will get lost in a smaller number of 

players, but a larger number ï will prolong the game. That is why it is better for players to create 

teams if their number is more than four. 

After game, each player was offered a response to the questionnaire, which aims to find out 

how visitors rate RTA-based informative events and what attracted visitor attention. A pilot 

questionnaire was drawn up for the pilot study, which included 9 questions. 3 there were answers to 

the questions with the opportunity to add your answer. The questionnaires were filled by 9 

respondents aged from 16 to 25 years. There were 5 women, 4 men. Answers show that most young 

people (6) are happy to engage in activities in informative events, but brochures and leaflets are less 

interesting to them. Some (3) have noticed that they have never played such a game and are really 

fascinated by it, as well as got new knowledge of the school. The study will be continued by 

evaluating the interest of different age people in the design and content of the game. It is intended 

that the game will be suitable for people with reduced mobility, as the construction stand will be 

adjustable and positioned at different heights. 

  



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

129 

Conclusions 

Board games, having gone a long way in development, have been gaining popularity in recent 

years, and nowadays there is a huge number of games with a variety of themes. Several annual 

competitions and exhibitions are held around the world showing the topicality of this industry. 

Board games are regularly used in the pedagogy, psychology and social sciences, as they are 

recognized as an effective method of teaching and memorizing the material, but design in this case 

is what improves the result, as it emphasizes the key. Combining gaming and design functionality, 

it is possible achieve a good result using game in promotional products. 

It is important for informative events to interest visitors and provide them with information. 

The informative game ñWHAT YOU KNOW ABOUT RTA?ò was developed for promotion of the 

Rezekne Academy of Technologies. Since analogies were not found in this type of game, the 

constructive, organizational and content design of the developed game can be considered as 

innovative. 

The game was approbated on April 6, 2018 as part of the RTA Information Day. There was a 

visitor interest in the game, some noticed that something in it is unusual, but, above all, an 

interesting way of presenting information. Thanks to its size, location and graphic design, the game 

attracted many visitor attention. 

As a result of the approbation of this game, the necessary improvements in the technical 

solution were identified: 

- To make game more mobile and adaptable to the needs of different people, a prefabricated 

frame is required. 

- Choose a light and soft dice, that does not make noise when falling on floor or table (wooden 

dice was used in the approbation). It is necessary to make enclosed area for dice throwing or 

find other analogues. 
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Figure 1. Monopoly: Game of Thrones 

(http://usaopoly.com/games/monopoly-game-of-thrones-

collectors-edition) 
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Figure 2. Graphic evolution of gameĂWolfensteinò  

(https://www.gamesradar.com/visual-evolution-wolfenstein/) 

 

 
 

Figure 3. Board games about space theme (V. Loktionova, 2018) 

 

 
 

Figure 4. Board game ĂDixitò (https://boardgamegeek.com/image/410739/dixit) 



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

132 

  
 

Figure 5. Board game ĂMysteriumò 

(http://igransk.ru/genre/Cooperative/nastolnaya-igra-misterium/) 

 

 

 
 

Figure 6. Game ĂWhat do you know abut RTA?ò 



DAUGAVPILS UNIVERSITƐTES 60. STARPTAUTISKƐS ZINƐTNISKƐS KONFERENCES PROCEEDINGS OF  

RAKSTU KRƐJUMS THE 60th INTERNATIONAL SCIENTIFIC CONFERENCE OF DAUGAVPILS UNIVERSITY  

 

133 

 
 

Figure 7. Game construction (V. Loktionova, 2018) 

 

 

 
 

Figure 8. Game materials (cards and figurines) (V. Loktionova, 2018) 
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Abstract 

The Influence of Byzantium Fortified Urban Structures Building Traditions on Formation of German 

Administrative Centres in Livonian Ortho dox Lands and in Prussia in the 13
th

 Century 

Key Words: castrum Fellin, fortified building complex, Kokenhusen, Livonia, triple planning, Wolmar, Pskov 

In 395, the Roman Empire was divided in the Western Roman Empire and the Eastern Roman Empire, or Byzantium. 

On capital city Constantinople (today Istambul in Turkey) western side, a strong defensive wall was built, creating triple 

planning. In Russia, where in the 10
th
 century Christianity was adopted, building traditions of the Orthodox believersô 

lands affected, but in the second half of the 11
th
 century, it was introduced in Latgalia. In German lands, two-part 

planning was made to Wartburg Fortress (1067ï1075) after its reconstruction (1140ï1172), separating the castle-front 

from the rulerôs residence. In Livonia, architectural structures of fortified buildings, created by Germans, was 

supplemented with a castle settlement, which in triple planning developed as a separate structural unit. Current 

researches: American geographer John Leighly (1895ï1986) on the basis of local features grouped fortified complexes 

of Fellin (Estonian: Viljandi), Wolmar (Latvian: Valmiera) and Kokenhusen (Latvian: Koknese), emphasising the link 

of Livonian castles with the town. Estonian historian of architecture Elmo Raadik (1925ï1969) together with 

prof. Dr. art. Voldemar Vaga (1899ï1999) worked out a research ñViljandi Arhitektuuri Ajalugu Feodalismi Perioodil 

(XIIIïXIX sajandi keskpaiganiò (1960). Latvian historian, archivist Roberts Malvess (1905ï1982) compiled ñBuilding 

History of Kokenhusen Castle. The 13
th
 centuryï20s of the 17

th
 centuryò, but Dr. hist. Tatjana Berga conducted 

archaeological research (1988ï1996) of Wolmar Castle. Historical, archaeological, architectonic research materials of 

Livonian fortresses have been included into series ñLatvian Medieval Castlesò published by Latvia History Institute. 

Estonian archaeologists Aare Kodar and Dr. Erki Russow published a new research ñOn Development of Town of 

Viljandi in Light of Earliest Archaeological Find Complexesò (2013). The impact of Byzantium fortified urban building 

structure traditions on the planning of the 13
th
 century German administrative centres in Livonia has been studied 

insufficiently. 

 

Kopsavilkums 

Bizantijas nocietinǕto pilsǛtbȊvniecisko struktȊru celtniecǭbas tradǭciju ietekme uz vǕcu varas centru izveidi 

pareizticǭgo zemǛs LivonijǕ un PrȊsijǕ 13. gadsimtǕ 

AtslǛgvǕrdi: castrum Fellin, Livonija, trǭsdalǭjuma plǕnojums, Wolmar, nocietinǕtas apbȊves komplekss, pilsǛta, Pskov 

Romas impǛriju 395. gadǕ sadalǭja: izveidoja Rietumromas impǛriju (Imperium Romanum Occidentale) un 

Austrumromas impǛriju (Imperium Romanum Orientale, Romania) jeb Bizantiju, kuras galvaspilsǛtas Konstantinopoles 

rietumpusǛ uzcǛla spǛcǭgu aizsargmȊri, radot trǭsdalǭjuma plǕnojumu, kas ietekmǛja bȊvniecǭbu pareizticǭgo zemǛs, arǭ 

KrievzemǛ, kas 10. gadsimtǕ pieǺǛma kristietǭbu, bet 11. gs. otrajǕ pusǛ to sǕka ieviest arǭ latgaǸu zemǛs. VǕcu zemǛs 

Wartburg nocietinǕjumiem (1067ï1075) pǛc pǕrbȊves (1140ï1172) izveidoja divdalǭjuma plǕnojumu, nodalot priekġpili 

no valdnieka rezidences, bet LivonijǕ vǕcu radǭto nocietinǕto apbȊves kompleksu arhitektoniski telpisko uzbȊvi 

ietekmǛja pilsapmetne, kas trǭsdalǭjuma plǕnojumǕ attǭstǭjǕs kǕ atseviġǵa strukturǕla vienǭba. LǭdzġinǛjie pǛtǭjumi: 

amerikǕǺu ǥeogrǕfs John Leighly (1895ï1986), pamatojoties uz lokǕlǕm pazǭmǛm, uzsvǛra LivonijǕ bȊvǛto Fellinas 

(tagad Vǭlande), Valmieras un Kokneses cietokġǺu sasaisti ar pilsǛtu. IgauǺu arhitektȊras vǛsturnieks Elmo Raadiks 

(1925ï1969) kopǕ ar prof. Dr. art. Voldemaru Vagu (1899ï1999) izstrǕdǕja pǛtǭjumu ñViljandi arhitektuuri ajalugu 

feodalismi perioodil (XIII ï XIX sajandi keskpaigani)ò (1960). VǛsturnieks, arhivǕrs Robesrts Malvess (1905ï1982) 

sastǕdǭja ñKokneses pils bȊvvǛsturi. 13. gadsimts ï 17. gadsimta 20. gadiò (2010), bet Dr. hist. Tatjana Berga veica 

(1988ï1996) Valmieras ordeǺpils arheoloǥisko izpǛti (2002). Livonijas cietokġǺu vǛsturiskǕs, arheoloǥiskǕs, 

arhitektoniskǕs izpǛtes materiǕli kopġ 1999. gada ietverti Latvijas vǛstures institȊta apgǕda izdevumu sǛrijǕ ĂLatvijas 

viduslaiku pilisò. IgauǺu arheologi Aare Kodars un Dr. Erki Russovs publicǛja jaunu pǛtǭjumu ñOn the Development of 

the Town of Viljandi in the Light of Earliest Archaeological Find Complexesò (2013). Bizantijas nocietinǕto 

pilsǛtbȊvniecisko struktȊru celtniecǭbas tradǭciju ietekme uz 13. gadsimta vǕcu varas centru plǕnojumu LivonijǕ veikta 

nepietiekami. 
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Introduction  

The traffic in seas promoted development of ports, craftsmen and merchantsô cities and 

marketplaces. At the Bosporus exit into the Marmara Sea, where Europe borders on Asia (Figure 1), 

and the deep Golden Horn Bay (Latin: Sinus Ceratinus) separates the peninsula, Roman Emperor 

(Imperatores Romani; 193ï211) Lucius Septimius Severus Augustus rebuilt (203) Acropolis, 

created (668 BC) by Greek colonists. He built the Wall of Byzantium, or the Wall of Septimus 

Severus, two gates and 27 towers in it, and also started to build a residence and public forum ï 

hippodrome (Latin: Hippodromus), which had an analogous building complex with the Great Circus 

(Latin: Circus Maximus) at the foothill of the Palatine Hill (Latin: Collis Palatinus) in Rome. The 

wall demarcates buildings for administrative institutionsô near the Augusteion (Latin: Augustaeum).  

 

 
 

Figure 1. The provinces of the Byzantine Empire in 1025 AD (online 26.05.2018, source: 

https://upload.wikimedia.org/wikipedia/commons/c/cb/Byzantine_Empire_Themes_1025-en.svg) 

 

Roman Emperor (306ï337) Constantinus I Magnus, being aware of Christianityôs 

significance in rulerôs power enhancement, acknowledged himself as a Christian. In 313, he 

released Edictum Mediolanense (ʋʩʧʝʥʩʢʠʡ 1913), but in 326, Christianity was proclaimed as the 

only religion in the Roman Empire. Believersô communities started to build sacral buildings for 

altar placement. Instead of ruins of Aphrodite Temple of the Greeks, the cross planning Church of 

St. Irene (Hagia Irene/Eirene; burnt down in 532), covered with a cupola, was built for the 

Orthodox believers, but in front of the entrance, a naturally illuminated rectangular atrium, 

surrounded by the portico (Latin: porticus), was made. Near the main forum Augusteion, 
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surrounded by the portico, where trading and emperorsô ceremonial events took place, the statue of 

Constantin Iôs mother St. Helen (Latin: Flavia Iulia Helena Augusta; around 250ï330) was created, 

but from the post Millie (Milion) distances on Byzantine roads were determined. The university, 

library, Senate building, Archbishopôs Castle, eparchôs praetorium, sellersô sheds, as well as 

St. Sophiaôs Basilica (Latin: Magna Ecclesia; 324ï337), covered with a wooden roof, and the 

atrium to front of the entrance were built. On west side, a strongly fortified defensive Wall of 

Constantine (around 320) was erected. On the Augusteion north side the Acropolis and the main 

church situated, and on the south side ï Byzantine emperorsô main residence (330ï1081) the Great 

or Holy Palace (Latin: Palatium Magnum, Sacrum Palatium) (Figure 5) located on the tip of the 

cape (Figure 6). Behind the Wall of Byzantium, in the oval Constantine Forum (around 328), there 

was the market, a triumph column, crowned by the statue of Constantine, was placed, but around 

the forum, in city centre building the Senate house was included. During 324ï336, building without 

any previous planning and irregular net of streets, matching the relief, occupied a wide area. A 

triple plan was created. Composition of planning determined by functionally different forums and 

the Byzantine emperorsô ceremonial procession road Mese (Latin: Media ï ñthe middle streetò), 

covered with stone slabs, started from the Augusteion (Figure 10). On May 11, 330, the Byzantium 

capital city Constantinople (330ï395), also called as ñthe Second Romeò (ʏʠʥʛ 2011: 238), was 

solemnly founded. It became the centre of Christianity, ruled by eparch. 

On the hill near the Wall of Constantine, the Greek cross planning Church of Holy Apostles 

(Italian: chiesa dei Santi Apostoli; around 330, destroyed in 1461), covered with a golden roof and 

cupola, dedicated to twelve apostles, was built for Byzantine emperorsô burials. Fa­ades of 

colourful stone were decorated with an open-work d®cor. The construction was completed by 

Roman Emperor (324ï361) Flavius Julius Constantius II. On February 15, 360, he consecrated 

St. Sophiaôs Basilica (burnt down on June 20, 404). Till 361, a new mausoleum for his fatherôs 

burial was built (ʉʘʚʘʨʝʥʩʢʘʷ 1984: 134ï138). 

After the Roman Empireôs partition, the Eastern Rome, or Byzantium Empire (Imperium 

Romanum Orientale, Romania, 395ï1204; 1261ï1453) (Figure 1, 2) was established, where the 

economic boom started.  
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Figure 2. Mandrak. Map of the Roman Empire at the death of Theodosius, divided in two 

parts (Partitio imperii AD 395): Eastern Roman or Byzantium Empire (Imperium Romanum 

Orientale, Romania) and Western Roman Empire. 2009 (online 19.06.2017, source: 

https://commons.wikimedia.org/wiki/File:Partition_of_the_Roman_Empire_in_395_AD.png) 

 

 
 

Figure 3. The map of European territory inhabited by East Slavic tribes in 8
th 
ï 9

th
 century  

(online 26.05.2018, source: http://izbornyk.org.ua/litop/pics/map_viii_ix.jpg) 

 

http://izbornyk.org.ua/litop/pics/map_viii_ix.jpg
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In Eastern Europe by the biggest rivers Dnieper, Volkhov and Volga, which linked ports of 

the Baltic, Black and Caspian Seas and created ña road from Varangians to Greeksò (Figure 3), 

during the 8
th 
ï 9

th
 century the Slavs made the first fortified settlement and encouraged traffic to the 

Baltic, White, Black and Azov Seas. Kiev provided cooperation with Scandinavia and 

Constantinople. Having established Kievan Rusô (Latin: Russia, Ruthenia, Russian: ʂʠʝʚʩʢʘʷ ʈʫʩʴ, 

in Viking languages: GarĦar²ki, Old Slavic: ʈḝʩ͕;ɹ around 860ï1132/1240) (Figure 4), in the 

10
th
 century, the Slavs accepted Christianity (ʏʠʥʛ 2011: 70). In 1054, partition took part in the 

Christian Church: the Eastern churches refused to admit superiority of Pope and Roman Church, 

therefore Roman Pope excluded Patriarch of Constantinople from the Church for ever. The Western 

or Roman Catholic Church and the Eastern or Byzantine Orthodox Church were made. In the 

second half of the 11
th
 century, the Slavs started to introduce Orthodoxy in Latgalian lands, and till 

the 12
th
 century, Russia assimilated the Eastern Balts (Gimbutiene 1994: 129). 

 

 
 

Figure 4. Koryakov Yuri (ʂʦʨʷʢʦʚ ʖʨʠʡ). The map of Kievan Rusô in 1015ï1113. 2007  

(online 19.06.2017, source: https://upload.wikimedia.org/wikipedia/ 

commons/4/4e/Kievan-rus-1015-1113-%28en%29.png) 

https://upload.wikimedia.org/wikipedia/commons/4/4e/Kievan-rus-1015-1113-%28en%29.png
https://upload.wikimedia.org/wikipedia/commons/4/4e/Kievan-rus-1015-1113-%28en%29.png

