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Daugavpils Universit� t�  doc� t� ju un stud� jošo zin� tnisk� s konferences notiek kopš 

1958. gada. Konferenc� m ir starpdisciplin� rs raksturs un taj� s piedal� s gan stud� jošie, gan doc� t� ji, 
gan ar� iev� rojami zin� tnieki no da�� d� m pasaules valst�m. Daugavpils Universit� tes 
58. starptautisk� s zin� tnisk� s konferences p� t�jumu tematika bija �oti plaša – eksakt� s, humanit� r� s, 
izgl�t�bas, m� kslas un soci� lo zin� t� u jom� s.  

Zin� tnisko rakstu kr� jum�  Daugavpils Universit� tes 58. starptautisk� s zin� tnisk� s 
konferences rakstu kr� jums = Proceedings of the 58th International Scientific Conference of 
Daugavpils University apkopoti 2016. gada 14.–15. apr�l� konferenc�  prezent� tie materi� li.  

Daugavpils Universit� tes 58. starptautisk� s zin� tnisk� s konferences rakstu kr� jums tiek 
public� ts 3 da�� s: A. da�a. Dabaszin� tnes; B. da�a. Soci� l� s zin� tnes; C. da�a. Humanit� r� s 
zin� tnes. 
 
 

 
 
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 – 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 58th International Scientific Conference of 
Daugavpils University.  
 Proceedings of the 58th 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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ESSENTIALISM VS. CONSTRUCTIONISM DEBATE  

IN FEMINIST THEORIES 
 
Je!ena Anto" evi#a 
Daugavpils University, Vien�bas street 13, Daugavpils, Latvia, LV-5401 
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Abstract 

Essentialism vs. Constructionism Debate in Feminist Theories 
Key words: Essentialism, constructionism, feminist theories, psychoanalysis, poststructuralist 
The debate between essentialist and constructionist approaches in feminist theories is a long-term versatile 
philosophical argument. The tension produced by this debate is responsible for some of feminist theory’s greatest 
insights.  
The debate between essentialists and constructionists is presented through the prism of the analysis of the works by the 
representatives of different schools of thought: an anti-essentialist Simone de Beauvoir, a founder of poststructuralist 
psychoanalysis Jacques Lacan and an essentialist psychoanalytic philosopher Luce Irigaray. The present analysis has a 
scientific value from the standpoint of designating the methodological ground and determining the course of the future 
analysis of different approaches to feminist theories.  
Essentialists focus on the biological nature of essence and emphasize the importance of the body, which occupies a 
presocial and pure space Constructionists, in turn, reject the idea of the body being biologically fixed. 
A French philosopher Simone de Beauvoir established the constructionist tradition in feminist theory and gave shape to 
a constructionist interpretation of gender in her famous The Second Sex (Le Deuxième Sexe) in 1949. An anti-
essentialist thought is also supported and expressed by a French psychoanalyst Jacques Lacan. His teachings were 
important for feminist theory, as they concern a unique and revolutionary perspective on the theories of human 
sexuality and the development of human subjectivity. A representative of écriture féminine and a post-Lacanian 
psychoanalyst, Luce Irigaray, returns to essentialist theories based on the body and emphasizes the dependence of both 
men and women on the maternal body. She insists that identity is male, the cultural values are reserved by right to males 
and are therefore masculine. 
 
Kopsavilkums 

Esenci$lisms un konstrukcionisms feministu teorij$s 
Atsl� gv� rdi:  Esenci� lisms, konstrukcionisms, feministu teorijas, psihoanal�ze, poststruktur� ls 
Debates starp essenci� listu un konstrukcionistu pieej� m feministu teorij� s ir ilgs un daudzpus� js filozofisks diskusija. 
Šo debašu rad�tais sasp�l� jums veicina vair� ku feministu teoriju iev� rojamu ieskatu izplat�šanu. Debates starp 
esenci� listiem un konstrukcionistiem ir p� rst� v� tas caur da�� du teoriju p� rst� vju darbu anal�zes prizmu. Pie šiem 
teor� ti� iem pieder anti esenci� liste Simona de Bovu� ra, poststruktur� l� s psihoanal�zes pamatlic� js �aks Lak� ns un 
esenci� liste, psihoanal�tisk� s pieejas p� rst� ve un filozofe Lisa Irigaraja. Pašreiz� jai anal�zei ir zin� tnisk�  v� rt�ba no 
metodolo� iska lauka apz�m� šanas un da�� du pieeju feministu teorij� s t� l� k� s anal�zes virziena noteikšanas skatpunkta.  
Esenci� listi piev� ršas cilv� ka b	 t�bas biolo� iskajai dabai un uzsver pirmssoci� l� s un br�v� s telpas aiz� emoša � erme� a 
noz�mi. Savuk� rt konstrukcionisti noraida ideju par � erme� a stingri noteikto biolo� isko b	 t�bu.  
Fran
 u filozofe Simona de Bovu� ra ieviesa konstrukcionisma trad�ciju feminisma teorij�  un pied� v� ja šai pieejai 
atbilstošu dzimumu interpret� ciju sav�  iev� rojamaj�  darb�  Otrais dzimums (Le Deuxième Sexe) 1949. gad� . Fran
 u 
psihoanal�ti� is �aks Lak� ns ar� atbalsta un izpau� antiesenci� lisma idejas. Vi� a idejas ir svar�gas feminisma teoriju 
veidošan� s un att�st�b� , jo t� s ietver unik� lu un revolucion� ru uzskatu par cilv� ka seksualit� tes un subjektivit� tes 
att�st�bas teorij� m. Écriture feminine p� rst� ve, psihoanal�ti� e un Lak� na m� c�bas piekrit� ja Lisa Irigaraja v� ršas pie 
esenci� listu teorij� m, kas balst� s uz � erme� a noz�mi un biolo� isko pamatu. Vi� a uzsver abu dzimumu p� rst� vju 
atkar�bu no m� tes � erme� a. Vi� a apgalvo, ka pati identit� te ir v�riš� a, kultur� l� s v� rt�bas pieder v�riešiem un, t� p� c, ir 
v�riš� as. 
  

The debate between essentialist and constructionist feminism is a philosophical argument, 

which has served as the basis for feminist social theory starting in the 1980s and 1990s. Its core is 

not only a debate about whether “woman’’ is an essential characteristic or a socially constructed 
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subject but also a debate concerning how to deploy, use or “take the risk” of essentialism for 

political ends (Ritzer 2005: 252). In Essentially Speaking Diana Fuss considers the tension 

produced by the essentialist/constructionist debate being responsible for some of feminist theory’s 

greatest insights. She acknowledges that “this same dispute has created the current impasse in 

feminism, an impasse predicated on the difficulty of theorizing the social in relation to the natural, 

or the theoretical in relation to the political” (Fuss 1989: 1). She warns those who map the 

boundaries of this important structuring debate for feminism to be cautious, as “the very confusion 

over whether or not the essentialist/constructionist tension is beneficial or detrimental to the health 

of feminism is itself overdetermined and constrained by the terms of the opposition in question” 

(Fuss 1989: 1).    

Concerning essentialism, it suggests that the qualities of the objects of study are inherent, with 

little reference to relativities and contexts. The concept of essentialism has been particularly 

important to feminist theory and is used in a variety of ways. In Essentially Speaking Diana Fuss 

considers that 

“[..] most obviously, essentialism can be located in appeals to a pure or original femininity, 
a female essence, outside the boundaries of the social and thereby untainted [..] by a 
patriarchal order. It can be also read in the accounts of universal female oppression, the 
assumption of a totalizing symbolic system which subjugates all women everywhere, 
throughout history and across cultures” (Fuss 1989: 2). 
 

She emphasizes the important role of essentialism within the very discourse of feminism, “a 

discourse which presumes upon the unity of its object of inquiry (women) even when it is at pains 

to demonstrate the differences within this admittedly generalizing and imprecise category” (Fuss 

1989: 2). For essentialists the body occupies a presocial and pure space. In turn, constructionists 

believe that femininity is a socially produced particularity; moreover, they insist that essence is a 

historical construction.  Fuss underlines that “constructionists take the refusal of essence as the 

inaugural  moment of their own projects and proceed to demonstrate the way previously assumed 

self-evident kinds are in fact the effects of complicated discursive practices” (Fuss 1989: 2). Anti-

essentialists reject the idea of the body being biologically fixed, they “are engaged in interrogating 

the intricate and interlacing processes which work together to produce all seemingly natural or 

given objects” (Fuss 1989: 2). The relation between the natural and the social can be considered the 

most disputable issue among essentialists and constructionists. According to Fuss, “for the 

essentialist, the natural provides the raw material and determinative starting point for the practices 

and laws of the social [..] For the constructionist, the natural is itself posited as a construction of the 

social” (Fuss 1989: 3). Thus, she concludes that “the essentialist holds that the natural is repressed 

by the social, the constructionist maintains that the natural is produced by the social” (Fuss 

1989: 3). 
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The debate and tension between essentialists and constructionists in feminist theory are 

presented in the analysis of the works by an anti-essentialist Simone de Beauvoir, a founder of 

poststructuralist psychoanalysis Jacques Lacan and an essentialist psychoanalytic philosopher Luce 

Irigaray. 

A French philosopher and an anti-essentialist Simone de Beauvoir (1908 – 1986) established 

the constructionist tradition in feminist theory and gave shape to a constructionist interpretation of 

gender with her revolutionary message in The Second Sex (Le Deuxième Sexe) in 1949. She 

presumes that gender is socially constructed. In The Second Sex Beauvoir claims that “One is not 

born, but rather becomes a woman” (Beauvoir 1989: 267). By presuming that women are made not 

born, Beauvoir does not exclude the fact that women are born with female body parts and men are 

born with male body parts, she is rather concerned about the identity and behavioural patterns in the 

society of a person who is a woman (possesses female body parts) or a man (possesses male body 

parts). In spite of this, societies, for the most part, reserve for females certain social roles, norms, 

and activities that disadvantage them in relation to males, casting the differences as necessary 

because natural (Beauvoir 1989). She emphasizes that gender roles could be and should be made 

more equitable through social change, as men and women are a part of social stratum.  

Her other claim also appears to have a profound metaphysical implication: “He is the Subject, 

he is the Absolute - she is the Other” (Beauvoir 1989: xxviii). This claim implies the idea of the 

feminine being opposed to the masculine; moreover, feminine and masculine follow a strict 

hierarchical pattern. The conceptions and understanding of gender are relational; the definition of 

“woman” is impossible without a reference to “man”. For Beauvoir  women are positioned as 

“Absolute Other”, as “Other” in relation to a group counting as “Subject”, where the relation 

between these groups do not change, so “Other” becomes “Subject” (Beauvoir 1949: xxii). 

An anti-essentialist thought is also expressed by a French psychoanalyst Jacques Lacan 

(1901–1981). Moreover, “constructionism is heavily indebted to Lacan for some of its greatest 

insights” (Fuss 1989: 7). His theories concerning human sexuality and the development of human 

subjectivity became influential for literary theory and feminism. Lacan’s teachings were extremely 

important for feminist theory because of his emphasis on the role played by sexual difference and 

sexuality in the story of the formation of the subject (Kowaleski-Wallace 2009). 

Fuss in Essentially Speaking mentions three main areas where Lacan leans heavily on 

essentialist bases to advance an anti-essentialist argument: “his emphasis on the speaking subject; 

his much heralded return to Freud, and [..] his controversial theory of woman” (Fuss 1989: 7).  

According to Fuss, Lacan’s contribution to constructionism emerges out of his revision of some key 

Freudian concepts (Fuss 1989: 7). Lacan calls in question Freud’s interpretation of the Oedipus 

complex as the fundamental phenomenon responsible for the formation of sexual identity: “Lacan 

insists that while oedipal relations and the complicated processes of identification and desire they 
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engender are crucial to the child’s psychical development, the Oedipus complex is not a given but 

rather itself a problem to be elucidated through psychoanalytic inquiry” (Fuss 1989: 7). Thus, for 

Lacan the Oedipus complex has a symbolic nature rather than a biological nature. According to 

Lacan, “with respect to the introduction of symbolic system [..] the Oedipus complex is both 

universal and contingent, because it is uniquely and purely symbolic” (Lacan 1988: 33). Lacanian 

term the Symbolic “represents the order of language which permits the child entry into subjectivity, 

into the realm of speech, law and sociality” (Fuss 1989: 7).  

Lacan’s anti-essentialist views are also expressed in his division of the meaning of the phallus 

in sexual differentiation. The phallus is considered by Lacan to be a signifier of the Symbolic order, 

“which may point to the penis as the most visible mark of sexual difference but nevertheless cannot 

be reduced to it” (Fuss 1989: 8). According to Lacan, “[..] it isn’t the penis but the phallus, that is to 

say something whose symbolic usage is possible because it can be seen, because it is erected, [..], 

there can be no possible symbolic use for what is not seen, for what is hidden” (Lacan 1988: 272). 

For Lacan masculinity and femininity are not biologically given but are symbolic and can be 

occupied by both men and women, who are the signifiers that designate two sexed positions.  

A French feminist Luce Irigaray (born 1930) is one of those who detected in Lacan a 

strengthening of phallocentrism and advances a critique of the gender bias and the contemporary 

psychoanalytic discourse. Along with Julia Kristeva, Monique Wittig and Hélène Cixous, she is one 

of the founders of poststructuralist feminist theory and a representative of écriture féminine. 

Irigaray is a post-Lacanian psychoanalyst, whose highly ambitious project is to attempt to begin to 

dismantle from within the foundations of western metaphysics (Whitford 1993). She returns to 

essentialist theories based on the “body” and emphasizes the dependence of all humans on the 

“maternal body”. 

Irigaray insists that identity is male, the cultural values are reserved by right to males and are 

therefore masculine. In Speculum of the Other Woman (Speculum. De l’autre femme, 1974) she 

expresses the idea of women identifying themselves as a “masculine” subject: 

“We can assume that any theory of the subject has always been appropriated by the 
“masculine”. When she submits to (such a ) theory, woman fails to realize that she is 
renouncing the specificity of her own relationship to the imaginary. Subjecting herself to 
objectivization in discourse – by being “female”. Re-objectivizing her own self whenever 
she claims to identify herself “as” a masculine subject. A subject that would re-search itself 
as lost (maternal-feminine) object?” (Irigaray 1985: 133). 

    
In turn, in This Sex which is Not One (Ce sexe qui n’en est pas un, 1977) she explains the lack 

of a female identity in the following way: 

“Whence the mystery that woman represents in a culture claiming to count everything, to 
number everything by units, to inventory everything as individualities. She is neither one 
nor two. Rigorously speaking, she cannot be identified either as one person, or as two. She 
resists all adequate definition. Further, she has no “proper” name. And her sexual organ, 
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which is not one organ, is counted as none. The negative, the underside, the reverse of the 
only visible and morphologically designatable organ: the penis” (Irigaray 1985: 26). 

 
She asks herself a question whether the multiplicity of female language and female desire can 

be understood as scattered remnants of a violated sexuality: “the rejection, the exclusion of a female 

imaginary certainly puts woman in the position of experiencing herself only fragmentarily, in the 

little-structured margins of a dominant ideology, as waste, or excess, what is left of a mirror 

invested by the (masculine) subject to reflect himself, to copy himself” (Irigaray 1985: 30). 

In her famous An Ethics of Sexual Difference (Éthique de la différence sexuelle, 1984) she 

states that a “man” is a subject of discourse in theory, morality and politics: “[..]  the gender of God, 

the guardian of every subject and every discourse is always masculine and paternal” (Irigaray 2005: 

8). She opposes masculine discourse to women, who are left with “the so-called minor arts: 

cooking, knitting, embroidery, and sewing; and, in exceptional cases, poetry, painting and music, 

[..] these arts do not currently make the rules, at least not overtly” (Irigaray 2005: 8). 

Irigaray is concerned with giving sexual difference an ethical and ontological status without 

letting the status of women in our society staying secondary. Rather than minimizing sexual 

difference, the only way forward is to assert it, the only way in which the status of women could be 

fundamentally altered is by the creation of a powerful female symbolic to represent the other 

against the omnipresent effects of the male imaginary (Whitford 1993).  

To sum up, the essentialistic approach is not supported by an anti-essentialist Simone de 

Beauvoir and a French psychoanalyst Jacques Lacan. Beauvoir presented her pioneering and 

impressive work The Second Sex (Le Deuxième Sexe) in 1949, which contained her exploration of 

inequality and otherness of genders. She suggests that gender is socially constructed and women are 

made, not born. Lacan, in turn, revises some key Freudian concepts and concludes that the Oedipus 

complex has a symbolic rather than a biological nature, thus, approving a constructionist approach. 

A French feminist Luce Irigaray is a representative of Lacanian school of thought, however, she 

appeals to essentialist theories, which suggest that the body occupies a presocial and pure space. 

Irigaray reexamines the question of female sexuality and the significance of human’s body. She 

wants to displace male-centered discourse and phallocentrism. 
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Abstract 

Potential and challenges of the Humanities in research and its transfer to the society 
Key words:  Humanities, Area Studies, Comparative Studies, Studies of History, Identity Studies 
Rationality and spirituality are interrelated categories. This assumption underlies the mission of the humanities and their 
usefulness and serves as a counterargument to the widespread position that the existence of all science is justified solely 
by economic and political pragmatism. Human is not just labour force or a subject of consumption. Humankind in all 
epochs has been concerned with search for the meaning and formation of a system of values in order to answer the 
significant questions of what is human and what is the sense of human life. 
The humanities have a similarly great social impact on the public opinion like the exact sciences have on the accounts 
of the material world. The humanities have created a language for the description of a modern, civilized human’s 
personality and the relatedness of the reason, freedom, and compassion possessed by this individual to everyday life. 
Humanitarian education provides an ability of critical thinking, formulating one’s civic position, solidarity expressed by 
consumer society individuals who unite in the name of the common benefit, developing a respectful attitude towards 
people, being aware not only of one’s local affiliation but also showing concern for the problems in the world. 
The mission of the humanities is sustaining the historical memory in the society, regularly providing it with high quality 
research on language, literature, culture, and history. It is no exaggeration to state that a nation that loses her language, 
historical memory, and culture loses self-awareness and is doomed to perish.  
Investigating and learning the native language and foreign languages as well as culture, literature, and art studies have 
an important function in the provision of the sustainable development of a state. They enhance the potential of the state 
development, form and maintain informative and educational material-technical base, generate knowledge and 
innovation, attracting human resources in a regionally balanced way and facilitating the socio-economic development of 
less attractive areas in a country, create prerequisites for raising the sustainability, security, welfare, and 
competitiveness on the regional and national level. 
 
Kopsavilkums 

Humanit$ro zin$t" u potenci$ls un izaicin$jumi p%t&jumos un to p$rnes% uz sabiedr&bu 
Atsl� gas v� rdi:  humanit� r� s zin� tnes, re� ion� listika, sal�dzin� mie p� t�jumi, v� stures zin� tne, identit� tes p� t�jumi 
Racionalit� te un gar�gums ir savstarp� ji saist�tas kategorijas. Šis pie�� mums pamato humanit� ro zin� t� u misiju un 
nepieciešam�bu, un ir pretarguments plaši populariz� tajam uzst� d�jumam, ka visu zin� t� u eksistence ir attaisnojama 
tikai ar ekonomisko un politisko pragmatismu. Cilv� ks nav tikai un vien�gi darbasp� ks vai pat� r� šanas subjekts. Cilv� ci 
visos laikmetos nodarbina j� gas mekl� jumi un v� rt�bu sist� mas izveide, lai atbild� tu uz svar�gajiem jaut� jumiem par to, 
kas ir cilv� ks un k� p� c vi� š dz�vo.  
Humanit� raj� m zin� tn� m ir tikpat b	 tiska soci� l�  ietekme un iespaids uz sabiedrisko domu k�  eksaktaj� m zin� tn� m uz 
materi� l� s pasaules skaidrojumiem. Humanit� r� s zin� tnes ir rad�jušas valodu, ar kuru tiek aprakst�ta moderna, civiliz� ta 
cilv� ka person�ba un šim indiv�dam piem�toš� s spriestsp� jas, br�v�bas un l�dzj	 t�bas saist�ba ar ikdienas dz�vi. 
Humanit� r�  izgl�t�ba sniedz sp� ju kritiski dom� t, formul� t savu pilsonisko poz�ciju, pat� r� t� jsabiedr�bas indiv�diem 
apvienojoties uz solid� ru r�c�bu kop�ga labuma v� rd� , izr� d�t cie� pilnu attieksmi pret cilv� kiem, apjaust ne tikai lok� lo 
pieder�bu, bet ar� dom� t par pasaules probl� m� m.  
Humanit� ro zin� t� u misija ir uztur� t dz�vu v� sturisko atmi� u sabiedr�b� , regul� ri apg� d� jot to ar kvalitat�viem 
p� t�jumiem par valodu, literat	 ru, kult	 ru un v� sturi. Tas nav p� rsp�l� jums – tauta, kura zaud�  savu valodu, v� sturisko 
atmi� u, kult	 ru vairs neatpaz�st sevi un lemta boj�  ejai.  
Valsts ilgtsp� j�gas att�st�bas nodrošin� šan�  svar�ga funkcija ir dzimt� s valodas un svešvalodu izp� tei un apguvei, k�  ar� 
kult	 ras, literat	 ras un m� kslu studij� m. T� s k� pina valsts att�st�bas potenci� lu, veido un uztur informat�vi izgl�tojošu 
materi� li tehnisko b� zi, � ener�  zin� šanas un inov� cijas, re� ion� l�  zi��  sabalans� ti piesaistot cilv� kresursus un sekm� jot 
maz� k pievilc�gas valsts teritorijas soci� lekonomisko att�st�bu, rada priekšnoteikumus gan re� iona, gan visas valsts 
ilgtsp� j�guma, droš�bas, labkl� j�bas un konkur� tsp� jas paaugstin� šanai. 

 

Rationality and spirituality are mutually related categories. This assumption justifies the 

mission of the humanities and the need for them and serves as a counterargument to the widely 

promoted standpoint that the existence of research is justified only by economic and political 
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pragmatism. Human is not just a labour force or consumerist subject. Humankind in all ages has 

been engaged with searching for sense and developing a system of values in order to answer to the 

significant questions of what it means to be human and why human lives. The humanities have an 

equally significant impact on the public opinion as sciences have on the accounts of the material 

world. The mission of the humanities keeps alive historical memory in the society by regularly 

supplying it with high quality studies on language, literature, culture, and history. This is no 

exaggeration to state that a nation that loses its own language, historical memory, culture, loses self-

awareness and is doomed to perish. 

Homi K. Bhabha in the interview “Why Care About the Humaities?” points out that 

“Humanities provide a climate of opinion or a culture of knowledge something wider then 

humanities and that is the way in which the humanities allows us to do 3 very important things in 

our time: one (1) - the humanities focus very much on interpretation; how we take information and 

through interpretation create what we would call ‘knowledge’, a slightly abstract idea, but, I think, 

very important particularly now, in the world of IT, information technology, where you keep getting 

information, and the methods of getting information are changing:  how we turn information into 

knowledge through the process of interpretation, that is one of the prominent values of humanities, 

the humanities focuses on interpretation just like the sciences focuses on the laboratory or the social 

sciences on model making, that’s one thing; the second (2) humanities are very good in thinking 

about reflecting on moral values, social values, cultural values in times of transition and how these 

transitions affect human life, human imaginations, human aspirations, human desires, that is the 

second area of the Humanities as a larger culture of knowledge or lager culture of opinion; and 

thirdly (3) the Humanities are extremely important in making connections between the human 

sciences, the social sciences, and the hard sciences. Why? Because it features interpretation and 

transition so centrally. The great growth in the sciences, which I applaud, has meant that the 

budgets are very asymmetrical now. Of course, it is true that the sciences required large 

laboratories, large machines and so on, but I think that what it is resulted is a lack of attention to the 

humanities, and also to some extent the status of the humanities has suffered, status and resources 

should not be connected closely or closely linked. The questions that humanities raises are 

absolutely as crucial and urgent as anything that scientific knowledge raises, in fact, they have to go 

hand in hand, how can you have stem self-development if you don’t have an ethical and moral 

discourse about stem self-development or about scientific development.” (Bhabha 2015) 

Area studies, investigation and acquisition of the native language and foreign languages, 

culture, literature and art studies have an important role in the sustainable development of a country. 

They foster the potential of national development by forming and sustaining informatively 

educating materially-technical base and creating knowledge and innovations, balancing human 
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resources regionally as well as facilitating the socio-economic development of a less attractive state 

territory and providing preconditions for raising the sustainability and competitiveness both of a 

region and the whole country. 

Daugavpils University is the largest regional university in Latvia. It is situated in Latgale – 

the border area with a historically developed multilingual, multi-ethnic, and multi-confessional  

population. This is an essential factor affecting the humanities research at Daugavpils University 

that focus on the application of comparative and contrastive methodology at all research levels: 

collecting and compiling text corpuses, field research, expeditions, implementing traditional and 

innovative instruments for knowledge transfer in the society. The mission of the Faculty of 

Humanities of DU is accumulating and preserving the historico-cultural and linguistic legacy of the 

region, thus contributing to the development of the region.  

In the multicultural community of Eastern Latvia, Daugavpils University is the centre of the 

representation of Latvian identity. Letonica and Latvian studies make a significant sphere of the 

humanities research and research communication at the Faculty of Humanities of DU. 

In this presentation I will characterize the state of matters in the sphere of the humanities from 

the perspective of the Faculty of Humanities of Daugavpils University, focusing on the relatedness 

to nationally significant documents, the mutual impact of academic and research work, traditions, 

innovations, opportunities.  

The document conformity and geopolitical background of the academic and research work at 

the Faculty of Humanities of Daugavpils University 

The research work of the Faculty of Humanities of DU is determined by several documents 

regulating the state development: 

1) “Sustainable Development Strategy of Latvia until 2030”, that is a national middle term 

blueprint. It envisages the maintaining of strong modern national identity, facilitating the 

existence and development of Latvian nation, language, and culture. 

2) “On the Priority Directions in Science for 2014-2017 ”adopted by the Cabinet of Ministers of 

the Republic of Latvia in 2013, where national identity investigation is emphasized among 

other priorities (language, history of Latvia, Latvian culture, and human security). 

3) “Regional Policy Guidelines for 2013–2019” that envisage the investigation of regional 

specifics and working out suggestions for intensifying their development. 

4) “Guidelines for the Development of Education 2014–2020” that determine synergy between 

science and the process of studies. 

5)  “The Cultural Policy Guidelines 2014–2020 Creative Latvia” that determine the inclusion of 

culture into interdisciplinary studies of philology, social science, and arts, generating new 

culture theories and methodologies for the work of creative industries. 
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6)  “Tourism Development Guidelines in Latvia for 2014–2020”, that envisages elaboration of 

modern eco-tourism and ethno-tourism products, that may be successfully executed on the base 

of DU cultural, folklore, literature, historical evidence and monument studies, to facilitate the 

transfer of intellectual products to tourism industry. 

7) “Guidelines for the Development of Science, Technology and Innovation for 2014-2020” that 

indicate that the humanities provide support for the transformation of economics, form the 

society’s identity and are a supplementary public value source in creating new products and 

technologies. By attracting human resources, forming and maintaining the educational and 

materially-technical base, creating knowledge and innovations, promoting the socio-economic 

development of territories less attractive in their development, it is envisaged to enhance within 

the sphere the potential of state development and create the preconditions for raising the 

sustainability and competitiveness of both the region and the whole country.  

To facilitate high quality, nationally urgent, internationally competitive and research based 

higher education, the humanities in DU initiate scientific research that is focused on the regional 

specificity of Eastern Latvia, set to integrate their outcomes in the study process at all levels of 

studies and society transfer in those research directions that have historically existed at DU as a 

representative niche in the space of science in Latvia, as well as to develop new themes of 

interdisciplinary research conditioned by the social and culture processes. 

The Faculty of Humanities of Daugavpils University holds interdisciplinary approach as a 

priority focus in the humanities. This is demonstrated by the area studies executed at the Faculty 

that study local phenomena not only territorially but in a wider context as well. Area studies set to 

determine typology, similarities and differences (otherness, uniqueness, national specificity, 

minority, diaspora). The specifics of the area of Eastern Latvia is compared to culture, art, 

economy, social phenomena, education in other regions of the country and even a wider geo-

territorial context. This approach envisages studying concrete problems in a comparative aspect, 

regarding the culture of the area in the global culture processes. Area studies have several territorial 

perspectives: 1) area as a region or particular geo-cultural segment in Latvia; 2) the Baltic Sea area; 

3) Eastern Europe and Europe as an area. 

Strategies of the transfer of traditional humanities research to contemporary research 

DU has a long-standing, carefully cultivated tradition in literary science, comparative studies, 

linguistics, and history. The scientific and material base of the research work at the Faculty of 

Humanities has passed over from the Faculty of Philology founded in 1952 that in several decades 

gave rise to globally recognized schools of comparative literature (comparative studies), contrastive 

linguistics, history and culture studies. 
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At the moment Faculty of Humanities consists from 6 departments: English Philology and 

Translatology, Foreign Languages, History, Department of Latvian Language, Department of 

Latvian Literature and Culture, Department of Rusistics and Slavistics. At present the staff engaged 

in the study programmes and research projects at the Faculty of Humanities includes globally 

recognized professors (7 professors, 8 associate professors) as well as  21 docent, 2 guest docents, 1 

leading guest researcher, 8 researchers, 12 lecturers, 2 guest lecturers, 4 assistants, 6 guest 

assistants. 

 15 scholars of Daugavpils University are experts at the Latvian Council of Science in 

several spheres of the humanities: folklore, literary science, art science (subbranch of the theory of 

culture), theology and religion, philosophy, linguistics, and history.  

 The scholars of the Faculty of Humanities of DU have worked out in 63 years a fundamental 

research methodology system, the traditions whereof are still developing, the names of scholars and 

their contribution referred to and sustained. In the 1960-70s the faculty had a well-known school of 

literary plot studies; this school was represented by the habilitated doctor of philology, professor 

Leon�ds Cilevi
 s, doctor of philology, docent Lija Levit� ne. J� nis Paklons produced fundamental 

research in Translation studies, Antons Breidaks in the history of linguistics, Joels Veinbergs in 

history, Josifs Šteimanis in Jewish history, Valdis � ik� ns in literary science, Visvaldis Auseklis in 

German philology, Harijs Maršavs in English philology. The school of comparative studies was 

founded by professor Fjodors Fjodorovs. In 2015 professor Fjodorovs was awarded one of the 

major awards in the humanities – Rainis Prize of Latvian Academy of Science for outstanding 

creative contribution to science or culture. Eduards Mekšs, Josifs Trofimovs have made a 

significant contribution to literary science. 

We recognize the need for close interaction of research and academic work as well as students 

and academic staff, and we plan to develop it at the following stages of introducing basic and 

applied research and applying results: empirical research, text corpuses, narrative and field research. 

Systematization of materials and results  

Crystallizing of theoretical findings takes place in different directions: 1) Presentation of 

theories and their inclusion in the system of world scientific schools; 2) Theories become a source 

of new methodologies and methods; 3) Theories and the new findings are used in introducing new 

products of economics and public intellectual and practical consumption; 4) Research results are 

integrated in academic and professional study programmes at all levels: BSc, MA, PhD, e.g., DU 

FH has an academic Bachelor study programme “Philology”, academic Master’s study programme 

“Philology”, Doctoral study programme “Literature Studies” and “Linguistics” with a specialization 

in the comparative and contrastive subfields and a promotion council in the relevant fields; we also 

have a bachelor-master-doctoral study cycle in History. 
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Aspects of area studies in the academic Bachelor study programme “Eastern European 

Culture and Business Relations” are considered interdisciplinary and in terms of the three territorial 

perspectives discussed above, studying them in term and bachelor papers, thus, creating starting 

points for the empirical basis of area studies. 

For the implementation of research projects and communication with the community, several 

centres are founded at the Faculty of Humanities: the Centre of Oral History, the Centre of Russian 

Culture and Language, the Centre of French Culture and Linguistics, and conceptions are worked 

out for establishing new research centres. 

This week DU Senate has confirmed the foundation of two more centres at DU. Today, in a 

couple of hours there will be the opening of the Centre of Lithuanian Studies initiated by professor 

Vilma Šaudi� a. The newly founded Centre of Latvian Studies is already working, yet its opening is 

scheduled for this spring. There is a debate on the need to establish the Centre of Jewish Studies, the 

Centre of Nordic Studies, and Comparative Studies Association at the faculty. 

The academic staff of the Faculty of Humanities of DU have published numerous research 

monographs. Monograph is an outcome of long-term systemic theoretical studies and practical 

research. We consider that research monographs on nationally and globally topical issues in the 

humanities and social sciences must be regarded as a major indicator of the assessment of the 

research work of a scholar. 

The Faculty of the Humanities has long-standing traditions of publishing research paper 

collections and journals. 

All our research editions are anonymously peer reviewed and included in internationally 

recognized indexes. 

The following collections of scientific articles of DU FH are included in EBSCO index: 

�  “Language in the Context of Different Cultures” “Valoda da�� du kult	 ru kontekst� ” (26 issues 

have been published by 2016),  

�  “History: Sources and People”,„V� sture: avoti un cilv� ki” (19 issues have been published by 

2016),  

�   “Literature and Culture: Process, Interaction and Problems” „Literat	 ra un kult	 ra: process, 

mijiedarb�ba un probl� mas” (16 issues have been published by 2016),  

�  “Slavic Readings”, “����������  ������ ” (10 issues have been published by 2016),  

�   “Culture Studies”, “Kult	 ras studijas” (7 issues have been published by 2016),  

�  „Comparative Studies” (included also in Index Copernicus), (6 issues have been published by 

2016),  

�  “Journal of Comparative Studies” (36 issues have been published by 2016). 
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The Faculty of the Humanities organizes vast and regular international conferences, congresses, 

seminars. We have the following regular conferences: 

�  International Scientific Conference “Scientific  Readings” (organized 25 times by 2015); 

�  International Scientific Conference “Slavic Readings” (organized 20 times by 2015); 

�  International “Congress of Comparative Studies” (organized twice by 2015); (“Living Life. 

Aspazija-Rainis-150”  in 2015), focusing on the interdisciplinarity that is a specific feature of the 

comparative approach.   

The research of the Faculty of Humanities of DU is focused on forming the national and 

European identity and creating innovations on the basis of cultural heritage. The specifics of the 

research fields of the Faculty of Humanities of DU conditions a long-lasting cooperation with many 

foreign embassies in Latvia (Norway, Sweden, France, Israel, Russia, Belarus, the USA, China, 

Germany, Poland) with a common elaboration of intercultural projects.  DU researchers of the field 

have established solid collaboration bonds to organize mobility, conferences, congresses, seminars 

and other scientific activities. There have also been created networks for project implementation 

with many academic and scientific institutions abroad.  

Identity studies at the Faculty of Humanities 

The humanities build the social identity and are an additional source of social value in 

creating new products and technologies. Within the framework of international projects and with 

the state funding for research programmes, DU implements the research of ethnical and national 

identity, diaspora, border culture, cross-border communication and historical events in a 

phenomenological and comparative perspective, particularly focusing on local cultural concepts – 

the Latgalian and the Selonian in synchronous and diachronic, regional and global context. 

The priority mission of the field in the region with a dominance of national minority is 

maintaining and bringing to life Latvian identity through the Latvian language, literature, history 

and socio-cultural research. People living in the region are being involved in field research in order 

to obtain empirical material on the use of the language, religious denomination, traditions, 

manifestations of mass-elite culture in a comparative perspective and the proportion of Latvian and 

other national components in the region.  New theoretical findings based on the research results are 

included in global scientific circulation. 

In the field of regional development and analysis, DU has elaborated new methodological 

approach and methods on representation of Latvian identity, perception and integration in a 

multinational society, where the indigenous nation is a diaspora – in the Latgale region slightly 

more than 10% of the total population are Latvians. DU is one of the scientific institutions in Latvia 

that has elaborated, approbated and introduced new integration instruments for the integration of 

national minorities, non-citizens, third-country nationals and refugees in the Latvian society and the 
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European socio-economic area and continues to improve these instruments, offering various 

language and adaptation forms for integration and creation of a cohesive society. 

From 2012 to 2015 DU has carried out training courses for 440 national minority people, non-

citizens and third-country nationals, which resulted in trainees passing the exams of citizenship and 

state language proficiency and integration in the Latvian society. 

A significant instrument for recording regionally specific ethno-linguistic aspects is 

dictionaries of different formats and publishing of research results. DU has excellent examples in 

the field with a resonance in Latvia, which will be expanded in further research. 

In the linguistic field in Latgale as a border region, DU has conducted geo-linguistic, socio-

linguistic and anthropological research of the Baltic languages, digitalization and systematization of 

the collected material, compatible research in the border and cross-border context. The Faculty of 

Humanities of  DU has elaborated a modern instrument for transfer of volumious field-research 

results to the public – the electronic museum “Vitamemoriae” (www.vitamemoriae.eu). It is 

accessible to any scientist and broader public and is a functional resource for preservation of the 

study results in oral history, different thematic field-research and cultural phenomena in the audio-

visual format. At the moment there are 400 audio-visual units in the e-museum. 

In acquiring empirical material and approbation of theoretical findings, DU scholars engaged 

in Latvian studies, the sphere of Lettonica, and comparative studies collaborate with “The Latvian 

Language Agency”, libraries, museums, schoolboards and scientific and educational institutions 

abroad that ensure learning of the Latvian language. 

Comparative Studies at the Faculty of Humanities 

The DU niche in the Latvian scientific area is the research of foreign literature in the cultural 

context. The functional aspect of the modern Latvian language is systematically investigated in DU: 

Latvian-Slavic, Latvian-Germanic language contacts, compatible aspects of the Latvian- Lithuanian 

languages. DU has carried out scientific elaboration foreruns and defined the research field in 

Lithuanistics and international research of advertisement texts is being conducted.  The big 

language spectrum of the Faculty of Humanities study programmes (DU offers to study Latvian, 

English, Russian, German, Swedish, French, Spanish, Polish philology as well as Chinese and 

Lithuanian in a form of separate courses) is a pre-condition for further research of modern 

languages. Research findings on the specifics of technical translations are transferred to the 

professional Master’s study programme “Interpreter, Translator”, using the languages taught at the 

Faculty of Humanities. 

The priority of basic research in the field is the framing of Latvian literature in the context of 

world literature processes, accentuating its regional and international aspects, interaction of the 

centre-periphery, global, glocal and local, national and European identity. 
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Studying the writing of Latvian authors in diaspora and integration of the literature of 

minorities in the processes of Latvian literature, DU scholars regard the process of Latvian literature 

in the interdisciplinary aspect, highlighting the comparative discourse of the poetic translation. 

Topical theoretical cultural discourses are used in characterization of autobiographical  prose 

and narratives of feminine writing  in the context of historical, cultural and social processes, 

updating the discourse of Jewish culture, traditional and innovative issues of literature theory – 

hybridization and functionality of genres and texts, focusing on representation of Latvian literature 

in the cinema, theatre and children’s literature. Research results appear in a set of monographs on 

the periphery and diaspora in literature. 

Slavic and Russian studies are particularly important in the border cultural area as the 

researchers of the faculty become intercultural mediators between the East and the West. Russian 

culture studies, literature studies and linguistics represent the development of Russian cultural 

tradition in the diaspora, synthesizing it with European experience. Due to the international 

situation, it is the field of Russian studies where productive scientific relations with the USA have 

been recently formed. These relations determine a new level of international research and 

cooperation. Researchers working in the Slavic and Russian studies of the Faculty of Humanities of 

DU develop both practical and applied language learning methods and modern theories and 

methodologies.  

In the framework of Nordplus program project, DU has elaborated guidelines and work sheets 

for learning Swedish as a foreign language for people with preliminary knowledge; this educational 

resource is being introduced in the e-environment and the internet site, that will ensure wide public 

availability. 

Comparative studies in anthropology are implemented by choosing multi-segmental social 

culture elements: within the framework of the Interreg project DU has studied Latvian-Belarussian 

cemeteries. The Faculty of Humanities of DU implements semiotic projects of monuments financed 

by EEZ and Norway, and organizes practical placements in oral history, folklore and dialectology 

within the framework of Bachelor study programmes “Philology” and “History”.  

Studies of History at the Faculty of Humanities 

In the Studies of History DU is focusing on research of the theory of historical sources and 

methodology of source studies as well as on the introduction of information technologies in history 

studies (“digital history”) in Latvia, which is the priority of DU in the studies history in Latvia. It is 

also a stable basis for the current and further participation in the international scientific circulation 

and technology transfer. 

Since 2003 the DU Centre of Oral History is developing the archives of oral historical sources 

(audio-records of 1100 inhabitants from Eastern Latvia born from 1920-1930 and other materials), 
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which for years has served as a research source to scholars from Great Britain, the USA, Russia, 

Japan, etc. Not only the content of sources and their research methodology are important but also 

collecting, documentation and archiving principles and practice are of international interest to 

ensure a technology transfer. 

Conclusion 

At the end of 2015 the Estonian writer and historian, Meelis Friedenthal (1973) came to visit 

Riga. His novel “Bees”, that brought the author the European Union Prize for Literature in 2013, is 

translated into Latvian by Maima Gr�nberga. The novel relates of a late seventeenth-century 

student, Laurentius Hill who comes to study in Dorpat University. Meelis Friedenthal draws 

parallels between the life of science in the seventeenth century and the complex situation in the 

coexistence of modern science branches. The writer is introduced in Latvian e-newspaper “Kult	 ras 

Diena un Izklaide” (Culture Day and Entertainment) by his provocative phrase from an interview, 

“At the moment it is very hard to reconcile two spheres of science – natural sciences and the 

humanities.” The Estonian writer and historian admits in the interview: “I think that contemporary 

science is extremely successful – it can account for and predict a majority of issues related to the 

material, tangible world. Yet it can do nothing to the non-material issues – culture, politics [..] not 

clarified, it provides real opportunities instead of a seeming choice; situations, in which all further 

solutions are clear since the moment of making a decision, do not offer a real choice. [..] This is at 

the basis of European culture – a need for self-reflection, self-revelation, because one is most 

obscure to oneself. [..] We are not very good managers of our own memories. It is one of the most 

widespread errors that we forget or distort even very recent events. And we tend to hold on to the 

existing situation because we don’t know what will be brought by changes.” (Fr�dent� ls 2016) 

One may agree with the Estonian writer that, characterizing the contemporary time, we more 

and more often use the notions – restless, hectic, contradictory, turbulent, unpredictable. Do the 

humanities have a perspective at such time of restlessness and instability? What can we hope for, 

regarding the limited interest of consumer society in intellectual matters and spiritual values? 

Meelis Friedenthal gives an optimistic vision of the demand for the humanities in nearest future, 

and we willingly agree with him: 

“[..] At all times of unpredictable changes, like at the time of war, there appears a vital need 

for humanitarian thinkers. Sociology, philosophy, ethic – they attempt at accounting for the on-

going. On the one hand, I think that it is a grave error that at present there is a cut for the financing 

for the humanities in the broadest sense, but, on the other hand, I am certain that there will soon 

arise a need for people representing the various spheres of the humanities. I am not pessimistic 

about it at all.” (Fr�dent� ls 2016)  
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In the recent period of post-Awakening, the Faculty of Humanities of Daugavpils University 

has accumulated rich experience of research and academic work, project implementation, and 

research communication in linguistics, literary studies, history, and culturology. This is a platform 

for improving study programs and research projects, aiming at interdisciplinary approach, labour 

market demands, socio-political activities and the mission of the humanities – to serve for 

sustaining a humane society.  
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Abstract    

Hybrid texts by � dolfs Erss 
Key words: hybridity, melting pot, hybrid text, hybrid genre, writer � dolfs Erss 
� dolfs Erss (1885–1945) is a Latvian writer positioned in the history of Latvian literature as a traditionalist who in 
search for innovative expression instead of radical text building strategies used individual hybrid forms with the aim of 
highlighting the expressivity of image, plot, or theme. This principle is especially manifested in texts by the writer 
produced in the 1920-30s in which he depicted various spatial phenomena and models. 
� . Erss’ texts manifest features of hybridity in the application of the author’s travel impressions and related culture 
signs. The writer searched for opportunities of expressing his diverse views and psychological perception of life in new 
hybrid text forms. They are developed by different means of text formation: use of detective elements, synthesis of 
prose and verse, use of confession and epistolary genre, extension of explanatory texts provided in book subtitles and 
chapter openings. There is a unique genre formation or hybrid genre of mosaic that binds travelogue, essay, 
documentary literature, poetry and photograph comments. 
� . Erss’ contribution to genre innovation reflects the trends of the 1920-30s regarding the search for new narrative 
forms. By making various literary text modifications � . Erss has revealed his emotional bonds with concrete space 
individualization (travels), vivid characteristics of space (multiethnicity of Latgale). 
The analysis of the diverse text building strategies used by � . Erss testifies to the writer’s desire of depicting themes 
that are peripheral or less actualized in the context of the epoch by using innovative text forms created by synthesis of 
existing forms in new genre formations. 
 

Hibridiz� cija jeb sajaukšan� s ir sazi� as forma, kas veido komunikat�vo situ� ciju, piesaistot 

komunik� cijas partneri. Da�� du valstu kult	 ras par� d�bas, tai skait�  literat	 ra, kuras ietekmes lauks 

ir sazi� a, visp� r� j�  globaliz� cijas proces�  iespaidojas, p� rveidojas un transform� jas jaun�  izteiksm� . 

Šo procesu izp� te devusi iesp� ju daudzu valstu da�� du jomu p� tniekiem izteikt tipolo� iskus 

viedok�us par kult	 ras konceptu „hibr�ds”. Kult	 rv� sturnieks P�ters B� rks (Peter Burke) atz�m� : 

„[..] ik kult 	 ra ir hibr�da un hibridiz� cijas procesi norisin� s nep� rtraukti.” (B� rks 2013: 63)  

M	 sdienu laika iez�mes literat	 r�  iespaido da�� di faktori, viens no ietekm�g� kajiem – 

ekonomiskais. �urn� lists Viestarts Gail�tis raksta:  

„Kult 	 ru globaliz� cija, sekojot ekonomiskajai globaliz� cijai, rada arvien vair� k piem� ru 

hibridiz� cijai, nevis vienk� rši kult	 ras homogeniz� cijai. J� piekr�t, ka visas kult	 ras ir hibr�di, ta
 u 

hibridiz� cijas apjoms un � trums da�� d� s viet� s un laikos atš� iras.” (Gail�tis 2003: 6)  

Projic� jot hibridit� ti uz po� tisko tekstu sistematiz� ciju p� c �anrisk�  principa, 

literat	 rzin� tnieks Mihails Bahtins (�	
�	�  
�
�	� , 1895–1975) savos p� t�jumos par teksta 

hibr�dform� m nor� d�jis: „[..] eksist�  �paša �anru grupa, tai rom� nos ir b	 tiska konstru� joša loma, 

bet da�reiz tie nosaka rom� na veselumu konstrukciju, veidojot �pašus rom� na �anru veidus. Pie tiem 

pieder: gr� ks	 dze, dienasgr� mata, ce�ojuma apraksti, biogr� fija, v� stule un da�i citi �anri.”1 

                                                 
1 
����  ���� , ����������  ������  ������  ������ , �������  	�����  �  ������
  ����������� !��  
���������	����  ���" , �  	���#�  �����  ����#�����  �����  ��������$	�  ���������  $����� , ��%#����  ������  
��������  ��%���	#����	  ������ . &����� : 	�����#" , #����	� , ��	���	�  ����!����	 , �	����'	� , �	�"��  	  
���������  #���	�  ����� . [Tulk. latv. val. m	 su – M. B. un S. B.] 
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(������  1975: 134) Hibridit� tes koncepts po� tikas izp� t�  v� rojams v� l pirms da�� du narat�va formu 

sakaus� šanas teor� tisk�  diskursa pieteikuma. Vilis Pl	 donis rakst�ja, ka „[..] viss modernums 

atvedin� ms galven�  k� rt�  uz izteiksmi. T�  tas glezniec�b�  un m	 zik� , t�  ar� dzej� . Te tas st� v sakar�  

ar ritumu, gleznu izv� li, teikumu konstrukciju, v� rdu sarindojumu etc. To pašu domu var izteikt 

vecmod�gi, parasti, konvencion� li vai moderni, ori� in� li nedzird� ti” (Pl	 donis 1984: 142).  

20. gadsimta s� kums latviešu literat	 r�  ir intens�vu liter� ro eksperimentu laiks ar dominanti 

jaunu izteiksmes mekl� jumu zi�� , kas formas aspekt�  izpau�as ar� teksta konstru� šan� . „Dzejprozas 

un �anru atv� rt�bas specifikas pied� v� to variativit� ti 20. gadsimta s� kum�  izmanto daudzi latviešu 

rakstnieki, piem� ram, iedibinot t� dus �sprozas �anrus k�  fant� zija vai mist� rija vai rakstot liter� ros 

darbus saist�t�  prozas valod� .” (Burima 2011: 50) 

� dolfs Erss (1885–1945) latviešu literat	 r�  liter� r�  virziena un stilistikas zi��  pozicion� ts k�  

tradicion� lists, kas liter� rajos mekl� jumos ir izmantojis da�� das teksta veidošanas strat�� ijas. Da�as 

no t� m neiek�aujas laikmeta domin� još� s po� tisk� s izteiksmes tendenc� s, jo veidotas ar sint� zes 

starpniec�bu un ieg	 st hibr�dteksta vai pat hibr�d�anra formu. Rakstnieks sav�  liter� raj�  darb�b�  

mekl�  iesp� jas paust ideju kvintesenci ar daudzveid�gu teksta konstrukciju starpniec�bu, lai 

psiholo� ijas t� lojum�  atkl� tu jaunu, savdab�gu indiv�da pasaules redz� jumu. Jaunas est� tikas 

mekl� jumi rakstur�gi � . Ersa 20. gadsimta 20.–30. gados rakst�tajiem tekstiem. „Otr�  modernisma 

posma s� kum� , �paši 20. gadsimta 20. gados, latviešu literat	 ra v� l cieš� k nek�  agr�n�  modernisma 

situ� cij�  sasl� dzas ar Eiropas modernisma spilgt� kaj� m un radik� l� kaj� m form� m to rakstnieku 

darbos, kas par tekstrades priorit� ti izv� l� j� s jaunus est� tiskos mekl� jumus.” (Burima 2011: 18) Š� 

radoš�  tekstu veidošanas forma bija aktu� la � . Ersam. � . Ersa izmantot� s tekstveides formas 

nek�	 st par autora radik� lu strat�� iju, bet veic teksta individualiz� cijas un psiholo� iskas dimensijas 

integr� šanas funkciju. � . Erss savos darbos ir p� rb�d�jis �anru robe�as, veidojot jaunu, savdab�gu 

ekspresiju. K�  to atz�m� jis Ernests Aistars (1899–1998): „Un, l	 k, taisni tas ir Ersa stila dzi�ais, 

neatvair� mais sp� ks, ka bie�i pat visparast� kie v� rdi tur zaud�  savu ban� li trafareto nokr� su un 

ieg	 st jaunu, �pašu saturu. Tiesa, Ersa stil�  j� ielas� s, gar�gi ar to j� saaug, tikai tad las�t� jam piln�  

m� r�  savus d� rgumus atkl� s.” (Aistars 1936: 120) Autors savdab�gi atkl� j savu varo� u 

psiholo� iskos p� rdz�vojumus, iek�aujot prozas darba vienotaj�  veselum�  dzejas rindas, epistol� ro, 

person�go v� st�jumu un gr� ks	 dzi. Š� ds narat�va veids konstru�  plaš� ku un dzi�� ku varo� u un 

situ� ciju emocion� lo programmu. Sint� zes strat�� ijas izmantošanas nol	 ks: pastiprin� t si�eta un t� la 

emocion� lo fonu.  

� . Ersa tekstos konstat%t$s hibridit $tes iez&mes 

Laikmeta pres�  � . Ersa darbi izraisa daudz polemikas. Aleksandrs 
 aks pau� viedokli, ka � . 

Ersa proza p� rsp� j dzeju. � . Ersa prozas dai�darbi, seviš� i tie, kuri velt�ti Latgalei, ir l�dzv� rt�gi 

dzejai, jo rakstnieka stils tiek raksturots k�  est� tiski ierosinošs, bag� ts d�vain� m valodas form� m, ir 
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skaidrs un noteikts. A. 
 aks raksta: „ Erss sp� j sav�  proz�  savienot lab� k par visiem citiem latviešu 

rakstniekiem p� rdabisko un mistisko ar piln�gi re� lo un ikdieniš� o. Š� �paš�ba vi� a pirmos prozas 

darbos par� d� s seviš� i atkl� t�  veid� . Tur piln�gi re� li notikumi mijas ar noteikti mistiskiem, 

neiesp� jamiem gad�jumiem. Turpretim rakstnieka beidzamos darbos šis elements vair� k pasl� pts 

t� loto varo� u raksturos.” (
 aks 1931: 3) St� stos un rom� nos sadz�vo pragmatiska lietu k� rt�ba, 

piem� ram, Latgales miest�  remont� jama telefonu centr� le un mistika attiec�bu k� rtošan� . � . Ersa 

tekstos konstat� t� s hibr�d�anru iez�mes – dzeju, dziesmu v� rdus, v� stules, varo� a person�go 

viedokli par sevi, gr� ks	 dzi un detekt�vrom� na fabulu – autors izmanto, lai veidotu t� la, si�eta vai 

tematisko ekspresiju. 

�anru hibridiz $cijas strat%'ijas 

„T �ša hibridiz� cija ir ironiska dubultas apzi� as forma, iepriekš iecer� ta da�� du viedok�u 

sadursme, m� kslinieciska intervence, kas sapludina arhaisko, izsmelto, neder�go jaun� s, 

daudznoz�m�g� s kombin� cij� s” (Burima 2015: 17). � . Erss 20. gadsimta 20.–30. gadu tekstos 

piev� ršas hibridiz� cijas izmantojumam da�� du telpas fenomenu un mode�u t� lojumos. Lai 

pastiprin� tu teksta ekspresiju un las�t� j�  rad�tu plaš� ku asoci� ciju lauku, akcent� jot teksta priv� tumu 

un psiholo� iskumu, individu� lismu, autors izmanto gr� matu apakšvirsrakstus, dzeju, dziesmu 

v� rdus, v� stules, varo� a person�go viedokli, gr� ks	 dzes tekstu un detekt�vrom� na fabulu. Seviš� i 

tas fiks� jams ce�ojuma aprakstos „Lietuva” (1930) un „Vienpadsmit moza�kas” (1932), st� st�  „Gar 

ezeriem” (1921–1922), kas iek�auts st� stu kr� jum�  „Latgales st� sti” (1926), kuros � . Erss izmanto 

prozas un dzejas sint� zi. St� st�  „Ra
 inska m�lest�bas nosl� pums” (1925) autors iek�auj prozas un 

dzejas, person�g�  „ego” v� st�juma un gr� ks	 dzes simbiozi hibr�dtekstos, t� d� j� di radot �patnu 

skat�jumu par kult	 ras fenomeniem, kas plaši paz�stami, ta
 u � . Erss v� l� jies sniegt par tiem savu 

unik� lo redz� jumu, sava emocion� l�  p� rdz�vojuma pieredzi vai korekt� t tradicion� los stereotipus.  

� . Erss st� st�  „Ra
 inska m�lest�bas nosl� pums” pielieto da�� du tekstu veidu sint� zi atš� ir�g� s 

proporcij� s: v� st�t� js ir elekromontieris (20. gadsimta s� kum�  – modernas profesijas p� rst� vis), kurš 

ierodas pie po�u pana Ra
 inska Ridegas mui�� , lai atjaunotu „apklusušo mui�as zvanu t�klu ar 

asto� numur�gu numeratoru un divpadsmit podzi�� m” (Erss 1926a: 6). Tiek atveidoti mistiski 

notikumi. Tie aizs� kas ar sapn� sadzird� ta v� st�juma – „dai�u sievietes balsi deklam� jot” (Erss 

1926a: 9) – uzklaus�šanu. Balss atska� o 
 etras dzejas rindas, kuru satur�  iek�auts st� sta notikumu 

atmin� jums. T� l� kaj�  narat�v�  tieši ar š�m dzejas rind� m savu savdab�go ide� listisko uzskatu pau� 

Ra
 inskis, nolasot tr�sv� rsmu dzejoli no „bibliot� kas galda atnestas zilas gr� mati� as” (Erss 1926a: 

27). T� ds atk� rtojums pastiprina atrisin� juma iesp� jam�bu pazuduš� s Ra
 inska kundzes liet� . 

Autors las�t� jam pied� v�  iepaz�t Ra
 inski caur vi� a person�go viedokli: atseviš� a st� sta noda�a 

saucas „Ra
 inska st� sts”. Literat	 rzin� tnieks Harijs Hiršs, raksturodams v� st�jumu pirmaj�  person� , 

atz�m� : „Viss te ir neapšaub� ms un ticams, viss ir patiess, pat ja šis „es” mald� s, k�	 d� s, kaut ko 
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nesaprot – ar� t�  ir paties�ba.” (Hiršs 1989: 67) Emocion� lo impresiju pastiprin� šanai kalpo Jadvigas 

kundzes m�lest�bas v� stule. Visu kol�ziju atrisin� jums koncentr� ts Ridegas pils mantzi� a Tadeuša 

uzrakst�taj�  gr� ks	 dz�  (augst� k�  paties�bas atkl� smes forma kato�u reli� iskaj�  trad�cij� ), kuru 

v� st�t� js atrod laikmeta tra� isko v� sturisko notikumu skartas varas iest� des konfisc� tajos 

dokumentos. T�  detekt�velementu autors izmantojis jaunas teksta formas veidošanai, prozas 

v� st�jum�  iek�aujot dzeju, m�lest�bas v� stules tekstu, atseviš� u varo� a st� stu par sevi un gr� ks	 dzes 

tekstu. Šis pa�� miens veicina las�t� ja emocion� lo identific� šanos ar � . Ersa st� sta varoni.  

Hibr�dteksta piem� rs ir rom� ns „Mui�nieki” (1931). Noda�u nosaukumiem pievienoti 

paskaidrojoši teksti, kas atg� dina dramatur� ij �  izmantot� s remarkas, jo tie ietver atsl� gas v� rdus, 

kuri raksturo noda�as telpu un person� �us. Šis teksts atspogu�o starpkult	 ru sazi� u. Dai�darb�  

atainoti da�� di etnosi (po�i, lietuvieši, ebreji, krievi, 
 ig� ni), da�� das reli� ijas (kato�tic�gie, 

vectic�bnieki). Notikumu v� sturiskais fons – po�u mui�nieku sacelšan� s 19. gadsimta 60. gados. 

Galven�  varo� a milz�gie iedomu projekti, kuriem b	 tu j� veicina mui�as dz�ves uzplaukums, 

re� lit � t�  cieš finansi� lu bankrotu. Andris V� j� ns raksturo Dona Kihota l�dzinieka t� la dramatismu: 

„Protams, gr� fs savos finansi� lajos apr�� inos nav nek� ds re� lists, un viss rom� ns r� da š�s 

mui�nieku dzimtas p� d� j� s atvases ekonomisko sabrukumu, mor� lo degrad� ciju un boj�  eju.” 

(V� j� ns 1986: 164) Avant	 ristisk� s kol�zijas par� da latgaliešu kolor�tos raksturus: mui�as kalpot� ju 

Fra� u, Kleperu Z	 zi, dz�vespriec�gu un brašu meitu, krodzinieku Ka�istratu, jautrus uzdz�vot� jus 

zemniekus, vilt�go avant	 ristu Krug�evski. Šis rom� ns starpkult	 ru attiec�bu t� lojum�  un da�� du 

sabiedr�bas soci� lo sl�� u nesaska� u atspogu�ojum�  demonstr�  � . Ersa jaunpienesumu liter� ro 

tekstu veidošan� . P. B� rks atz�m� , ka „ar� liter� rie �anri var b	 t hibr�di” (B� rks 2013: 25). Rom� na 

„Mui�nieki” formas konstrukcija liecina, ka šaj�  tekst�  daudzveid�gu t� mu atkl� šanai izmantotas 

atš� ir�gu �anru savstarp� ji sintez� tas iez�mes. 

Ce!ojuma apraksta un dzejas integr%tie hibr&dl&dzek!i 

� . Ersa ce�ojuma aprakst�  „Gar ezeriem” (1921–1922) st� stu kr� jum�  „Latgales st� sti” (1926) 

� . Erss izmantojis jaunu teksta veidošanas formu: vi� š sintez�  t� lojumu un dzeju. � . Ersa st� stu 

viela ir ce�ojumos g	 tais materi� ls. St� st�  „Gar ezeriem” viens no v� st�t� jiem ir š�	 tnieks, kura 

ratos ce�o autors. Vi� š st� sta par Latgales cilv� ku smagaj� m dz�ves izv� l� m: P� terburgas 

iespaidiem, pe���  iešanu, zald� tiem. Latgaliešu identit� tei rakstur�g�  vitalit� te pan� kta, t� lojot 

š�	 tnieku, kas, st� st�dams par smagajiem dz�ves apst� k�iem, uzsvilpo jautru dziesmi� u. Autors 

ce�ojuma gait�  iepaz�stina ar daudziem kolor�tiem t� liem, kuri v� st� savu dz�ves pieredzi: saimnieki, 

saimniekmeitas, kas veicot savu darbu, bijušas P� terburg� , jeb, k�  � . Erss raksta, P� terpil�, vi� u 

sap� i saist� s ar ce�ojumu atpaka� uz P� terburgu. K�  kontrasts atv� rt� s pasaules indiv�dam t� loti 

viet� j�  vid�  nosl� gti lauku cilv� ki. Ce�ojums garš, st� stnieku daudz. Tiek uzklaus�ts laivinieks, kas 

iedvesmojies no E�a ezera „tr�sdesmit liel� m ezera sal� m” (Erss 1926b: 123), autoram paz�stamais 
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instruktors, viet� jais feldšeris, meitu m� tes st� sts par kr� pnieku, ved� ja st� sts par viet� jo �au�u 

cie� as un goda apliecin� jumiem jaunajam b�skapam. Ar� šajos si�etos un person� �os iedz�vin� ta 

Latgales vitalit� te un multietniskums. Individualiz� cija tiek pan� kta, tradicion� laj�  st� sta form�  

integr� jot kolor�tus ce�ojuma aprakstam rakstur�gus indiv�du portret� jumus, vai ar� detaliz� tus 

ainavu t� lojumus: „Ved� js pašaust� , prievtas apjost�  sveit� 2 visu r�tu bija runigs, bet iek�	 stot dabas 

burvib� , ar� vi� š apklusa un dzi�ak ievilk� s pacelt�  apkakl� .”3 (Erss 1926b: 119) Latgaliešu 

raksturojums atkl� jas sv� tku reiz� : „ � audis te v� l priecajas liel�  tautas stil�  – vaj tas b	 tu baznicas 

sv� tkos, k� z� s, talkos, vaj tirgos. To liecina ar� vi� u dz�ru dziesmas, kur� s humors jaucas ar 

neb� dibu.” (Erss 1926b: 127) Piem� ram, saimniekmeitu Bro� as un Sofijas dzied� t�  dziesm� , kas 

atg� dina krievu tautasdziesmas 
 astuškas, jo latviešu un maska�u s� d�as atrodas cieši kaimi� os: 

„Upenes aiviekstes / � dens ap�� ma / Mani jaunu t� vs ar m� ti / Pie v�ra izdeva.” (Erss 1926b: 123) 

Uz ce�ojuma apraksta �anra iez�mi – kult	 ru tipolo� ijas ekscerp� šanu – � . Erss nor� da ar 

atzinumu, ka Latgales dabas ainavas ir l�dzv� rt�gas Komo vai Lago-Mad�iores, Ven� cijas, Šveices 

skaistumam. Autorapr� t, no visiem skaistajiem ezeriem vistieš� ko iespaidu uz vi� u atst� j R� znas 

ezers: „[..] k�  gredzen�  ier� m� ts spogulis ar zilu d� rgakmeni.” (Erss 1926b: 128) Dabas ainavu 

aprakstam un sadz�viskiem v� st�jumiem par cilv� ku likteni autors uzsl�� o seno m�lest�bas teiku par 

R� znu: „Volkenberga – zil�  g	 zma dzi�um�  atceros ko senu, senu.” (Erss 1926b: 130) Ezera krast�  

savu m��� ko gaida uztic�g�  „Vi � a”, kuras skumjas izteiktas dzej� : „Gar� m man aiziet nu dienas. / 

M�t vienm� r v� l dv� sel�  skumjas.” (Erss 1926b: 131) � . Erss demonstr�  jaunu pieeju teksta 

veidošan� : prozas, publicistikas, folkloras teksta un dzejas savienojumu. Ta
 u š� ds pa�� miens nav 

trakt� jams k�  dzejproza m	 sdienu izpratn� , bet gan ir dokument� l� s dzejas hibr�d�anrs, jo prozas 

tekst�  fragment� ri iek�auts lirikas teksts. Tas izgaismo ar prozas �anra starpniec�bu re� listiski 

raksturot�  objekta subjektivit� ti, emocion� lo, ekspres�vo aspektu. Ar� E�a ezera skaistumu � . Erss 

ir pasniedzis las�t� jam jaun�  veid�  – dzejas un prozas apvienojum� . P� c autora prozaisk�  v� st�juma 

par re� li tveramiem notikumiem seko dzejas rindas – ekspresija par sarunu biedrenes 

saimniekmeitas Bro� as inspir� t� m saj	 t� m E�a ezera krastmal� : „Uzskatot vi� u vakar�  ša� / D� rz�  

pie tr�sdesmit ezera salam, / V� l� jos es, skumjas kaut n� ktu p� r mani / K�  n� ve, k�  m� neša klusums 

p� r tr�sdesmit ezera salam...” (Erss 1926b: 122) Autoram š� iet, ka dabas ainava bez cilv� ka nav 

piln�ga, to pamatojot ar triju m� kslu kl� tesam�bu: dzeju, m� kslu, m	 ziku, jo pirms dzejas rind� m 

izskan teikums: „Kad Bro� a vakar�gi klus� ja, es dom� ju, ka vi� a ir da�a no š�s dabas ainavas, it k�  

gleznot� js vi� u te b	 tu iekompon� jis.” (Erss 1926b: 122) � . Erss noformul� jis dz�ves v� rt� juma 

kvalit� ti: vissvar�g� kais dz�v�  ir m� ksla, jo pats vienm� r inspir� jies gan no m	 zikas (sp� l� jis vijoli), 
                                                 
2 Sveita – pusm� telis.   V� rkavas novada mutv� rdu dai�rades p	 rs. 2. gr� mata. Sast� d�t� ja Vilmane, J. R� zekne: Latgales 
kult	 ras centra izdevniec�ba, 2009, 146. lpp. 
3 Te un turpm� k šaj�  publik� cij�  � . Ersa po� tisko tekstu cit� jumos rakstnieka p� rst� v� t�  laikmeta valodai rakstur�g�  
kolor�ta un specifikas demonstr� šanai saglab� ta cit� tajos avotos public� to tekstu stilistika, fon� tika un gramatika – 
M. B. un S. B. 
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gan no vizu� l� s m� kslas (esot emigranta gait� s Krievij� , daudz apmekl� jis m� kslas galerijas), dzejai 

iedvesmojies, v� rojot dabas ainavas ganu gait� s b� rn�b� . 

„Moza&ku” �anra pieteikums gr $mat$ „It $lijas moza&kas” 

„Vienpadsmit moza�k� s” (1923) � . Erss dai�darba form�  ir apkopojis vienpadsmit ce�ojuma 

aprakstus, ietverot tajos ne tik daudz prec�zu hronolo� iski sec�gu un inform� cijas pies� tin� tu 

narat�vu, bet gan manifest� jot impresiju kolekcion� šanas strat�� iju – mirk�a iespaidu un noska� u 

fiks� jumu. � . Ersa pieteiktais hibr�d�anra nosaukums „moza�ka” nor� da uz gr� mat�  iek�auto tekstu 

‘jaukto izcelsmi’ (hyphenated, shared text), to salikumu un savijumu t� d�  jaun�  kombin� cij� , no 

kuras nav izkristaliz� jama s� kotn� j�  forma. Šo pa�� mienu aprakst�jusi Cec�lija Fostere (Cecil 

Foster) ASV pilso� u ties�bu kust�bas sakar� . Vi� a raksta par neom�tisku atš� ir�bu: kr� su, taut�bu, 

rasu, taut�bu ciltskoku, diasporas un kult	 ras sajaukšanos ‘v� r� maj�  katl� ’. „Tas bija ‘v� r� mais 

katls’, kur�  nevar� ja piln�b�  atš�� din� t katru atš� ir�bu sabr	 v� t�  absol	 ta.”4 (Foster 2007: 225) � . 

Ersa gr� matas „moza�kas” ir veidotas no da�� diem �anriem pieder�gu tekstu sajaukuma katras 

atseviš� as moza�kas ietvar� . Gr� matas telpas aspekts pieteikts apakšvirsrakst�  „No It� lijas”. T� s 

apvieno refleksijas par � . Ersa It� lijas ce�ojuma iespaidiem da�� du �anru izteiksm� : dzeja, 

ce�ojuma apraksts, hronika, eseja u. c. Moza�kas sniedz priekšstatu par senaj� m un m	 sdien�gi 

augošaj� m It� lijas pils� t� m. Blakus lietiš� ajiem ce�ojumu aprakstiem autors inspir�  redzes gleznas, 

pastiprinot šo vizualiz� ciju ar koment� t� m fotogr� fij � m, kas las�t� jam sniedz kl� tb	 tnes efektu: 

„Fotogr� fija ir simbolisks autora iekš� jo saj	 tu atspogu�ojums, uz kuru skatoties viegl� k 

no� emt iekš� jo aizsardz�bas filtru un atkl� t atmi� u saist�bu ar pašreiz� j� m j	 t� m, dom� m, v� lm� m. 

T� pat fotogr� fija cieši saist�ta ar atmi� as kategoriju.” (Burima 2011: 288) � . Erss fotogr� fiju 

koment� rus izmanto, lai paspilgtin� tu teksta informat�vo un emocion� lo lauku. Veidojas prozas 

teksta un vizu� l� s inform� cijas simbioze. Fotogr� fij � s redzami sen� s, monument� l� s „kult	 ras 

varen�bas liecinieki” (Erss 1923: 32): temp�u drupas, katedr� les, pilis, tilti, tor� i. Ven� cija – 

cilv� ces un dabas varenuma simbols, tornis Bolo�� , Florences katedr� le, Romas Forums – tie ir 

civiliz � cijas pieminek�i, kas pastiprina autora dokument� lo v� st�jumu, pied� v� jot las�t� jam sensiblu 

kl� tb	 tni. Da�� m fotogr� fij � m autors pieš�� ris emocion� las nianses, piem� ram, Nop	 tu tilta 

Ven� cij�  raksturojum�  ieskanas v� stures dr	 mo lappušu kl� tb	 tne. Neiztr	 kstošs ir It� lijas un 

Latvijas dabas ainavu sal�dzin� jums: „Lido atrodas pie Adrijas j	 ras. Za�ganos vi�� os te š	 pojas 

med	 zas un j	 ras zvaigznes. Smilts tumš� ka, k�  R�gas j	 rmal� .” (Erss 1923: 18)  

                                                 
4 Ever since the Civil Rights Movement there has been in the United States, according to Afro-Canadian writer Cecil 
Foster, “a neo-mythic ‘melting pot’ of differences: of colours, ethnicities, races, nationalities, lineages, diasporas, and 
cultures. It was a melting pot that could not fully dissolve every difference in a brew of absolutes”. [Tulk. latv. val. 
m	 su – M. B. un S. B.] Cit� ts p� c: Josef Raab and Martin Butler. Introduction: Cultural Hybridity in the Americas. – P. 
3. https://www.uni-bielefeld.de/(de)/ZIF/FG/2008Pluribus/publications/raab-Butler_intro-hybrid.pdf [p� rl	 kots 
01.09.2016] 
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� . Ersa moza�k� m ir dokumentalit� tes iez�mes – tajos nosauktas prec�zas telpiskas z�mes, kas 

raksturotas noteikt�  laik� . Tie ir It� lijas v� stures un laikmet�gie objekti, urb� n� s un pastor� l� s 

vietas, celtnes, It� lijas kult	 rt� li: m� kslinieku, skulptoru, arhitektu, gleznot� ju, slavenu dzimtu 

reprezentanti. Statistiska inform� cija papildina v� stures faktus, � eogr� fijas kategorijas, arhitekt	 ras 

un m� kslas pieminek�u aprakstus. Prozaiski filigr� no It� lijas kult	 rtelpas aprakstu turpin� jums ir 

p� rdomas dzej� , kas las�t� jam atkl� j autora emocion� lo kontekstu. P� c Bolo� as pils� tas apraksta ir 

dzejolis, kur�  � . Erss izdz�vo viet� j�  iedz�vot� ja statusu, non� kot l�dz rezign� cijai: „Bet vakars šis 

nav man�  var�  – / Ak! kamd��  es tik ekskursants? / Un Florenci jau redzu gar�  – / Tai sen� k 

dzied� ts da�s labs pants.” (Erss 1923: 22)  

Dzej�  ikdieniš� a situ� cija k�	 st par liter� ro telpu: cilv� ki, kuri sagaida vilcienu, ce�abiedri 

(Austri� š, Ramats, Lapi� š), it�� u kungi un d� mas, bi�ešu kontrolieris. Lirika iek�aujas prozas tekst� , 

pastiprina un fiks�  autora emocion� lo p� rdz�vojumu, sniedz ieskatu par It� lijas pils� t� m k�  

sakr� laj� m kult	 rz�m� m: Ven� cija dzejol� raksturota k�  „atsp�doš� ” (Erss 1923: 61), Florence – 

„apskaidrot� ” (Erss 1923: 63), Roma – „m	 � �g� ” (Erss 1923: 68). � . Ersa lirikas t� ls ir ar� 

vienk� rš�  It� lijas meitene, „si� jorina”, kuru m� ksl�  iem	 �in � jis Boti
 elli: „Balkons za�� s 

efejst�g� s: / Si� jorinas profils tur / – Boti
 elli dv� sel�gais; / Boti
 elli te un tur.” (Erss 1923: 76) 

V� stures liec�bas, m� kslas, kult	 ras, arhitekt	 ras v� rt�bas, cilv� ks – viss veido vienotu fascin� jošu 

telpu. 

M	 sdien�go un v� sturisko v� rt�bu skaistumu It� lij �  autors par� da prozas, dzejas un foto 

m� kslas simbioz� . � . Erss ir izmantojis prozas tekstu, liriku, koment� t� s fotogr� fijas, lai fiks� tu 

�slaic�gos ce�ojuma iespaidus un atspogu�otu savu �patn� ji smalko pasaules tv� rumu.  

L�dz�ga teksta uzb	 ve ir ce�ojuma iespaidos un piez�m� s, kur� m dots nosaukums „Lietuva” 

(1930). Piez�mju saturs liecina, ka � . Erss dom�  par to, k�  stiprin� t latviešu un lietuviešu 

v� sturisk� s saites. Sniegtas Lietuvas un Latvijas da�� du sadz�ves kult	 ras segmentu paral� les, 

piem� ram, reli� ija: „Redzams, ka lietuvju – latvju sen�  tic�ba cieši saist�ta ar dabas sp� kiem un 

laika mai�� m” (Erss 1930: 16) vai apdz�votu vietu tipolo� ija: „P� c tam brauc� m uz Leipali�� i. Ar� 

miests, k�  Latgales Prei�i.” (Erss 1930: 179) Gr� matas izska��  ievietotais dzejolis „Lietuv� ” pau� 

autora ce�ojum�  uzkr� t� s vizu� l� s un emocion� l� s Lietuvas inspir� cijas (par to ar� v� sta gr� matas 

apakšvirsraksts – „Ce�ojuma iespaidi un piez�mes”): „Te, Lietuva, uz taviem ce�iem / L�dz lai�as 

sav� ds mirdzošs prieks. / Jau celies tu no tumsas ve�iem, / Kas z	 d k�  � n�  sl� pies sniegs.” (Erss 

1930: 211)  

Autora hibr�dteksts veido ori� in� li izst� st�tu, neparastu un emocion� lu v� st�jumu par kaimi� u 

tautu, ar kuru vieno dz�vesveids, tic�ba, trad�cijas, kop�gi p� rdz�votie v� stures notikumi. 

J� secina, ka � . Ersa tekstus ar hibridit� tes iez�m� m vieno autora ce�ojuma iespaidu 

(„Vienpadsmit moza�kas”, „Lietuva”, „Gar ezeriem”) un kult	 rz�mju izmantojums („Mui�nieki”, 
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„Ra
 inska m�lest�bas nosl� pums”). Rakstnieks mekl� jis iesp� jas izteikt savus daudzpus�gos 

uzskatus un psiholo� isko dz�ves tv� rumu jaun� s tekstu hibr�dform� s. T� s veidotas ar da�� diem 

teksta form� šanas pa�� mieniem: detekt�velementu izmantojums, prozas un dzejas sint� ze, 

gr� ks	 dzes mot�vu un v� stu�u �anra izmantojums, gr� matu apakšvirsrakstu un gr� matu noda�u 

s� kum�  sniegto paskaidrojošo tekstu paplašin� jums.  

Ir sastopams unik� ls �anrisks veidojums jeb hibr�d�anrs – „moza�ka”. Tas ir �anrs, kur�  

savienojas ce�ojuma apraksts, eseja, dokument� l�  literat	 ra, dzeja un koment� t�  fotogr� fija.  

� . Ersa radošais devums �anrisko inov� ciju virzien�  ataino 20. gadsimta 20.–30. gadu 

tendences jaunu v� st�jumu formu mekl� šanas virzien� . Veidojot da�� du liter� ro tekstu 

modifik� cijas, � . Erss spilgti atkl� jis savu emocion� lo pieder�bu konkr� tai telpas individualiz� cijai 

(ce�ojumi), telpas kolor�ta raksturojumam (Latgales multietniskums).  

� . Ersa daudzveid�go tekstrades strat�� iju anal�ze liecina par rakstnieka v� lmi st� st�t par 

laikmeta kontekst�  maz� k aktualiz� t� m vai perif� r� m t� m� m, izmantojot inovat�vas teksta formas, 

kas tapušas, sintez� jot esoš� s formas jaunos �anriskos veidojumos. 
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Abstract  
Key words:  Modernity, identity, Andrejs Up�ts, urban text, pastoral thematic 
Modernity in the realist narratives of the turn of the 19th – 20th centuries is manifested by conjoining of the aesthetic and 
social components. Many early twentieth-century Latvian writers’ stories are focused on the subjective life of the 
individual, changes in public life, urgent political issues, culture canon. The concept of Modernity in A. Up�ts’ novellas 
and stories is expressed by the motif of leaving the countryside for a city, deterioration of family bonds. The writer 
depicts the integration of peasants in the city addressing the world of contemporary objects and things in Latvian 
everyday life culture. A. Up�ts’ early twentieth-century stories delineate the replacement of the traditional pastoral 
identity and peasant lifestyle by a new urban identity, occupation of factory workers, civil servants, and tradesmen 
determined by industrialization and economy development.  
 

Modernit� te ir koncepts, kas raksturo soci� lekonomiskos procesus un to siner� iju ar da�� d� m 

dz�ves jom� m, tostarp kult	 ru un literat	 ru, projic� joties modernit� tes inspir� tu t� mu, formu vai 

si�etu pieteikumos da�� du kult	 ras tipu vai literat	 ras posmu tekstos. Modernit� tes iez�mes tiek 

identific� tas vair� k� s saimniecisk� s dz�ves jom� s:  

„Ekonomik�  t�  [modernit� te] izpau�as k�  jaunu tehnolo� iju par� d�šan� s; p� reja no 

lauksaimniec�bas k�  izdz�vošanas l�dzek�a uz komerci� lu lauksaimniec�bu; cilv� ku un dz�vnieku 

musku�u sp� ka aizvietošana ar nedz�v� s dabas ener� iju un m� ksl�giem meh� nismiem; pils� tveida 

apdz�voto vietu veidošan� s un darbasp� ka koncentr� cija not eikt�  telp� . Politisk�  sf� r�  t�  noz�m�  

p� reju no cilts vado� u autorit� tes uz v� l� šanu ties�bu, p� rst� vniec�bas, politisko partiju un 

demokr� tiskas p� rvaldes sist� mu. Izgl�t�bas sf� r�  t�  ir analfab� tisma likvid� šana, zin� šanu un 

kvalific� ta darba v� rt�bas palielin� šana. Reli� ijas sf� r�  t�  ir atbr�vošan� s no bazn�cas ietekmes. 

' imenes un laul�bas sf� r�  t�  noz�m�  � ime� u iekš� jo saišu v� jin� šanos un � imenes arvien liel� ku 

funkcion� lu specializ� ciju. Stratifik� cijas jom�  – palielin� s mobilit� tes un individu� lo pan� kumu 

noz�me; atkar�b�  no ie� emam�  st� vok�a samazin� s da�� du priekšrakstu loma un stingr�ba,” 

(Smelser 2003: 39), nor� d�jis Neils Smelsers (Neil Smelser). 

Kan� diešu filozofs 
� rlzs Margreivs Teilors (Charles Margrave Taylor) p� t�jum�  „Modernie 

soci� lie izt� lojumi” (Modern Social Imaginaries), raksturojot sabiedr�bas un laikmeta kopsakar�bas 

rietumu modernit� tes kontekst� , pozicion�  modernit� ti k�  b	 tisku soci� lo un ekonomisko procesu 

virz�t� jfaktoru un par modernit� ti nod� v�  v� sturiski bezprecedento jauno prakšu un institucion� lo 

formu (zin� tne, tehnolo� ija, industri� l�  ra�ošana, urbaniz� cija), jaunu dz�vesveidu (individu� lisms, 

sekulariz� cija, noder�ga racionalit� te) un jaunu pan�kuma formu (atsvešin� šan� s, bezm� r�� ba, 

neizb� gama soci� l� s sadal�šan� s saj	 ta) apvienojumu (Taylor 2003). 
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Modernit� te jaunatt�st�bas valst�s v� sturisk�  un � eopolitisk�  perspekt�v�  uzr� da da�as  

b	 tiskas iez�mes: modernit� tes process nav spont� ns – to uzs� k, vada un kontrol�  šo valstu 

intelektu� l�  un politisk�  elite; šis process nav ar� stihisks – p� rmai� as tiek vair� k vai maz� k 

pl� notas un m� r� tiec�gi virz�tas, visbie�� k apzin� ti kop� jot vair� k att�st�to Rietumu valstu pieredzi.  

Sabiedr�bas v� lmi moderniz� ties var skaidrot da�� di. No evol	 cijas poz�cij� m t�  ir 

neizb� gama struktur� l�  un funkcion� l�  diferenci� cija, t. i., modernit� ti izraisa darba dal�šana. 

Sabiedr�bu (kult	 ru, ekonomiku, organiz� cijas formu, milit� ru sist� mu) c���  modernit� te pal�dz 

lab� k adapt� ties, efekt�v� k darboties, apmierin� t cilv� ku pieaugoš� s vajadz�bas. Modernit� te 

noz�m�  p� reju no tradicion� l� m (neindustri� l� m) sabiedr�b� m uz modern� m (industri� l� m) 

sabiedr�b� m. Industrializ� cijas rezult� t�  strauji aug r	 pniecisk� s pils� tas, manufakt	 ras nomaina 

fabrikas. Baltijas un Latvijas teritoriju 19. gadsimta beig� s – 20. gadsimta s� kum�  skar b	 tiski 

modernit� tes procesi, ko pavada strauja laucinieku p� rcelšan� s uz pils� tu, patriarh� lo v� rt�bu 

devalv� cija u.c.  

Modernit� tes procesi g	 st atspogu�ojumu ar� kult	 rtelp� . Par tiem notiek ne tikai polemiskas 

diskusijas periodik�  – modernit� te inici�  jaunus si�etus, mot�vus, person� �us, kas ar da�� diem 

po� tiskiem l�dzek�iem t� loti visu t�  laika liter� ro virzienu darbos.  

20. gadsimta s� kuma latviešu literat	 ras novator� s tendences saist� s ar modernisma kult	 rtipa 

aprob� ciju �anru, si�eta, t� lu u. c. l�men�. „No vienas puses, modernisma m� kslinieki pretojas masu 

sist� mu uzspiestajai homogeniz� cijai, no otras, vi� i apsveic jaunos, tehnolo� isko inov� ciju rad�tos 

ra�ošanas, apgroz�juma un pat� ri� a nosac�jumus” (Harvey 1989: 23), atz�m�  D. H� rvejs (David 

Harvey). Šo nov� rojumu papildina un noapa�o P. 
 ilda (Peter Childs) apgalvojums par to, ka 

„past� v paradoks� las, ja ne pret� jas tendences, [..], bailes no jaun�  un prieks par vec�  izzušanu, 

nihilisms un fan� tisks entuziasms, radošums un izmisums” (Childs 2008: 19). 

Re� lisma vai natur� lisma tekstu autori modernit� tes projekciju piesaka ar prec�zu deta�u, 

person� �u un ainavas vai telpas t� lojumu, konkr� tu notikumu izkl� stu. Modernisma po� tik�  

modernit� te ietiecas ar indiv�da psiholo� isko norišu atveidi, emocion� li sak� pin� tu iekš� j� s un 

� r� j� s pasaules kontrast� jumu vai simboliem, kas raksturo novatoras sociokult	 ras un ekonomisk� s 

v� smas: „Modernit� te ir gan pag� tnes kulmin� cija, gan n� kotnes v� stnese, kas iez�m�  potenci� l�  

sabrukuma br�di sabiedr�bas un kult	 ras attiec�b� s un est� tiskaj�  reprezent� cij� . No kult	 ras 

p� rneses viedok�a 20. gadsimta s� kums Latvij�  ir intens�vs cittautu kult	 ras iepaz�šanas process. 

Tiek main�ts latvisk�  koda �patsvars un interpret� cija latviešu autoru darbos. Viens� tu un ciemu k�  

darb�bas vidi aizst� j pils� tas t� lojums, zemnieku nomaina pils� tnieks, pastor� li m�tisk�  laik�  

pl	 dumu nomaina meh� niskais pulkste� laiks.” (Burima 2013: 26). 

Modernit� tes iespaid�  19.–20. gadsimta rakstnieki darbos ievieš daudzas modernisma 

izteiksmei rakstur�gas il	 ziju zuduma iez�mes: skepsi pret paties�bas j� dzienu, indiv�da apjukumu 
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intens�vu p� rmai� u situ� cij�  un v� sturiski noteiktu pesimismu attiec�b�  uz izpratni, ka modern�  

pasaule ir cietusi gar�gu bankrotu un kult	 ras fragment� šanos. Liter� ros impulsus autori sme�as no 

mitolo� ijas, izš�� dina person�bu daudz� s pat�b� s, pau� amor� lus vai destrukt�vus un autorit� rus 

n�
 e� niskus konceptus. 

Andrejs Up�ts latviešu literat	 ras hrestom� tij � s tradicion� li mar�� ts k�  re� lists, tom� r 

modernit� tes reprezent� cija vi� a tekstos rada priekšstatu, ka A. Up�ts ir daudzsl�� ains un virtuozs 

autors, kam bija b	 tiski rea�� t uz aktu� l� m sabiedr�bas noris� m ar maksim� li daudzveid�gu po� tisko 

instrumentu kl� stu. Vi� a darbos modernit� ti raksturojoši elementi p� rst� v� ti ar tiešiem, prec�ziem 

aprakstiem, psiholo� isk� m studij� m un ori� in� lu simbolu valodu. 

P� t�jum�  par modernit� tes z�m� m A. Up�ša tekstos izmantota autora no 1900. l�dz 1914. 

gadam uzrakst�t�  �sproza – st� sti un noveles. A. Up�ša st� sti demonstr� , ka rakstniekam, t� lojot 

konkr� tus v� sturiskus apst� k�us, centr�  nav v� sture, t� s notikumi, bet gan galveno varo� u 

p� rdz�vojumu atspogu�ojums saist�b�  ar konkr� tiem v� sturiskiem notikumiem. A. Up�ts rea��  uz 

modernit� tes noteikt� m p� rmai�� m ar �sprozas t� liem un mot�viem. St� sti un noveles A. Up�ša 

liter� ro �anru daudzveid�b�  ie� em �pašu vietu.  

A. Up�ša pirmais st� sts „V� tra” (1899) public� ts „Austruma” kalend� r�  1900. gad� . Šaj�  

st� st�  par� d� s re� listiska narat�va paz�mes, kas piem�t A. Up�ša �patn� jam stilam. St� stos „Kaln�  

k� p� ji” (1901), „Ce�inieki” (1903), „Krodzinieks Šv� ders” (1905) da�� dos lauku apst� k�os t� loti 

ide� listiski saj	 smin� ti g� j� ji un bezzemnieki. Vi� i ir apvelt�ti ar tikumu, pašaizliedz�gu uzc�t�bu, 

c�n� s p� c augst� ka m� r� a – sava iekopta zemes st	 r�ša. T�  ir latviešu zemnieku visp� r� j�  tieksme, 

kuru rakstnieks ar� pats p� rdz�vojis savas dzimtas liken�. A. Up�tim ir daudz st� stu, kuros t� lots 

pretstats iepriekš min� tajam – zemniec�bas un gruntniec�bas dz�ves un tieksmju negat�v�  puse, 

piem� ram, st� sti „Paugurciems” (1902), „Sievas radi” (1902), „T	 kstošnieces” (1904), „G� ju putni” 

(1906). J� atz�m� , ka Latvij�  19. gadsimta nogal�  bija aktu� la lauku sabiedr�bas soci� l�  

nosl�� ošan� s – l�dz� s lielaj� m zemnieku saimniec�b� m cent� s nostiprin� ties ar� s�kzemnieki. 

A. Up�ts st� stos piev� ršas š� diem modernit� tes ietekm� tiem lauku vides soci� lajiem attiec�bu 

mot�viem: 

1) attiec�bas starp � imenes locek�iem; 

2) zemniecisk� s identit� tes nomai� a pret urb� no pieder�bu; 

3) dzimtas m� ju lomas mazin� šan� s. 

 imenes attiec&bu t%lojums A. Up&ša st$stos  
Cilv� ka konceptu liter� r�  tekst�  zin� m�  m� r�  nosaka domin� jošais priekšstats par to, kas ir 

cilv� ks, k� ds vi� š ir, un šo priekšstatu liel� koties ietekm�  konkr� ts v� sturiskais laikmets un taj�  

preval� još�  cilv� kizpratne5, nor� da Fjodors Fjodorovs ((�% ! �  1987: 70). St� st�  „G� ju putni” 

                                                 
5 Tulkojums no krievu valodas – raksta autores M.B. un D.� . 
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(1906) A. Up�ts galveno varoni L�nu model�  tr�s paaud�u mai� as periodos – L�nas vec� ki, L�na un 

Sniedze, vi� u d� ls –, kas atkl� j konkr� ta laika posma sabiedr�bas uzskatus, t� lo iekš� jo konfliktu 

starp vec� s paaudzes v� rt�b� m – L�nas nesp� ja pamest vec� kus, savu dzimtas zemi – un 

modernit� tes standartiem – Sniedzes v� lmi doties pasaul� , iejusties jaunaj�  sabiedr�b� , b	 t br�vam 

no pien� kuma un zemes.  

Iek�aujoties sabiedr�b� , socializ� joties, cilv� ks apg	 st jaunas soci� l� s lomas, normas, 

principus, v� rt�bas, darb�bas un komunik� cijas veidus. Cilv� ks ir soci� li determin� ts neatkar�gi no 

t� , vai vi� š pie� em vai noraida konkr� tus dom� šanas, darb�bas un attiec�bu orientierus, sh� mas un 

stereotipus. Patriarh� l�  k� rt�ba Ezeriešu m� j� s nosaka, ka L�nai j� prec J� nis, kurš ir t� ds pats 

zemnieks k�  vi� a. J�� a dz�ve ir gr	 ts zemnieka darbs, kas sniedz vi� am stabilit� ti. Turpret� 

sl�pernieks Sniedze ir br�vs, vi� am nav m� ju – visa pasaule ir vi� a m� jas. Sniedze ir bijis j	 r� , 

str� d� jis pils� t� , nodarbojies ar kontrabandu. Vi� am v� rt�ba ir nauda, nevis zeme. To apliecina 

Ezerieša pasaules uzskats:  

„Ko tu, pasaules klaidonis, saproti. Priekš tevis ir v� rts tikai tam vara vai sudraba gabalam, 

kas tav�  cauraj�  kul�  skan – citas v� rt�bas tu nepaz�sti. Ko tu zini par tiem sviedriem, ko m� s esam 

l� juši uz šiem smilkšainajiem t�rumiem! Tu paboli acis un saki – b	 da, bet vai tu zini, kur katrs 

ba�� is priekš vi� as cirsts, pa k� diem ce�iem, pa k� diem biezok� iem vi� š vests mal� ? Ko tu, 

blandonis, zini, cik v� rts tam, pie k�  es visu m	 �u esmu str� d� jis! J	 rmalas dambjus, po�u me�us, 

purvus, visvis� das zag�u un �u�iku b	 šanas tu paz�sti, bet ne god�gu darbu.” (Up�ts 1948 (c): 52)  

Sniedzes jaunais, modernais pasaules uzskats pausts sarun�  ar L�nu:  

„Tu dom�  un nevari saprast, k�  var dar�t cit� di, k�  grib t� vs, m� te, l�gavainis un kaimi� i. Tu 

nesaproti, ka ne vi� i dz�vos tavu m	 �u – tev pašai, vien�gi tev pašai b	 s j� dz�vo. T�  nasta, ko vi� i 

sasien, tev vienai visu m	 �u b	 s j� nes. [..] L�na, ne�auj tu citiem sam�t sevi! N� c!” (Up�ts 1948 (c): 

67) 

Sniedze aicina L�nu atbr�voties no vec�  pasaules uzskata, neprec� t vec� ku izraudz�to v�ru, 

atst� t t� va m� jas, uzs� kt patst� v�gu dz�vi � rpus m� jas. Da�� ji vi � am izdodas L�nu p� rliecin� t, bet, 

dodoties proj� m, L�na nesp� j p� rraut saikni ar m� ju pieder�bu un vec� kiem – vi� a atgrie�as. Kad 

Sniedze, neiztur� dams zemes smagos darbus, atkal aiziet pasaul� , atvadoties L�na saka:  

„Tu esi g� ju putns – tev j� iet, bet es esmu pieaugusi pie šit� s zemes. [..] Dz�v�  paš�  ir vi� as 

nol	 ks un noz�me. Vai mans t� vs un m� te savas laimes d��  l�da l�dumus, str� d� ja dien� m un 

nakt�m? N� , vi� i str� d� ja priekš savas meitas un priekš t� , ko vi� i grib� ja saukt par savu d� lu. Katrs 

solis zemes še ir aplaist�ts vi� u sviedriem un t� p� c man š� zeme ir sv� ta. Es neiešu.” (Up�ts 1948 

(c): 96)  

L�na paliek, smagi str� d� , audzina d� lu, bet tad p� c desmit gadiem no jauna ierodas Sniedze, 

satiekas ar d� lu, st� sta vi� am par plašo pasauli, lai p� c laika atkal dotos prom: „G� ju Putnam ce�a 
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r� d�t� ja nevajag. Tad tu redz� si, k� da ir dz�ve aiz šiem t�re�iem, p�av� m un smilkt� jiem. T�  ja, manu 

z� n! N� c, pavadi mani!” (Up�ts 1948 (c): 103)   

Kad L�nas d� ls pazi� o m� tei, ka vi� š šaj� s m� j� s nedz�vos, „vi � a [L�na] juta, ka s� k š� ob�ties 

un irt tie pamati, uz kuriem vi� a l�dz šim st� v� jusi, uz kuriem balst�j� s vi� as darbs, vi� as cer�bas un 

n� kotne” (Up�ts 1948 (c): 103)   

Daudzos A. Up�ša agr�najos st� stos t� lotais konflikts starp patriarh� lo un moderno dz�ves stilu 

piev� ršas cilv� ku mobilit� tei no laukiem uz pils� tu, � imenes saik� u atsl� bumam, vec� k� s paaudzes 

noz�mes minimaliz� cijai jaun� s paaudzes pasaules redz� jum�  un „aizejoš� s” pasaules patriarh� lo 

v� rt�bu dekonstrukcijai. 

Zemniecisk$s identit$tes nomai" a pret urb$no pieder&bu 

Modernit� tes iez�mes v� rojamas daudzu A. Up�ša �sproz�  t� loto person� �u vaibstos. St� st�  

„Paugurciems” (1902) natur� listiski atainota lielpils� tas nomales dz�ve, kur plaukst dzeršana un 

izlaid�ba. L�dzko Sni� ers ar sievu un trim b� rniem ir p� rc� lies p� ri ezeram, viet� jie iedz�vot� ji 

izr� da savu naid�go attieksmi pret vi� iem k�  konkurentiem c���  par eksistenci vai mekl� , k� du 

labumu var g	 t no Sni� eru ien� kšanas viet� jo dz�ves telp� : „Ko tu te viens ies� ksi, ja m� s n�  – – –  

Bad�  nomirsi, nek�  vair� k neb	 s. Aizved�sim uz fabri� iem, tur p� ri, dab	 si darbu… [..] J� , t� pat 

j� pal�dz vien b	 s, ko tu bra
 ki� , viens pats… Bet bez pusstopa neiet, ko vajag, to vajag…” (Up�ts 

1948 (d): 142)   

Sni� ers v� las pozicion� t savu neitralit� ti, vienaldz�bu pret esošo k� rt�bu un nev� l� šanos 

iedibin� t jaunu: „Rauj j	 s nelabais ar j	 su jaunaj� m un vecaj� m liet� m!” (Up�ts 1948 (d): 142)   

Non� kusi jaunaj�  dz�vesviet� , tuv� k pils� tai, Sni� era � imene v� l neapjauš, k� dus 

p� rbaud�jumus n� ksies izciest. Dzimtas manta ir p� rdota 	 trup� , un vi� i dodas mekl� t jaunu vietu ar 

cer�bu iek� rtoties darb�  fabrik� s un s� kt dz�vot lab� ku dz�vi. Ta
 u il	 zijas z	 d, nauda beidzas, � st 

nav ko, darba fabrik� s ar� nav:  

„Te pavisam cita pasaule! Fabriku priekšpils� tas nomal�  – te dz�ves vi�� i saskalojuši �audis, 

kas citur nekur vairs neder� ja. No k� d� m mal� m tikai nebij san� kuši Paugurciema iem�tnieki! 

Cent�ba, l�dzj	 t�ba, tikum�ba… simts citu �paš�bu, kas cilv� ku dara par �stu cilv� ku, sen zudušas no 

vi� u dabas, palicies tikai cilv� ks sav�  lopiskaj�  kailum� . Pal�dz� t, pagl� bt – to nedom� ja neviens, 

beidzamo asins pilienu vi� i bija gatavi viens otram izs	 kt un smiedamies pagr	 da to, kas atvara 

mal�  �ima un streipu�oja zem smagas nastas.” (Up�ts 1948 (d): 158)   

Par Sni� eru m� jvietu k�	 st bedre, kas izrakta smilt�s un apmesta ar vel� n� m turpat krastmal� . 

Lai dab	 tu � dienu, Sni� era sievai n� kas piekrist Pauguriešu saimnieka Kumpura ne�� trajam 

pied� v� jumam. Pamaz� m br	 k � imene, Sni� ers s� k dzert, jaun� kais d� ls aizvien bie�� k ar citiem 

pauguriešu z� niem kl�st pa pils� tu, s� k p�p� t un dzert, l�dz vien�  nakt� saaukst� jas un mirst no 

plaušu karso� a, jo naudas atvest � rstu vi� iem nav. Ar� vec� k�  meita Al�na no jautras, 
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dz�vespriec�gas, ener� iskas meitenes k�	 st par gurdenu, vienaldz�gu, priekšlaikus novecojušu 

sievieti:  

„Garlaic�ba un bezdarb�ba vi� u nospieda k�  slogs. Bet galu gal�  vi� a pierada pie t�  un 

neman�ja nemaz, k�  tikumi, kuru d��  ciema puiši vi� u agr� k c� la debes�s, izn�ka un l�dz ar fabriku 

dzeltenajiem d	 miem aizk	 p� ja p� r smilkšu pauguriem. Spodrais met� ls p� rkl� j� s ar net�ru r	 su.” 

(Up�ts 1948 (d): 169)   

Non� cis l�dz mor� lam pagrimumam, zaud� jis d� lu, sievas uztic�bu, k�uvis slims, v� j�  rakstura 

d��  aiziet boj�  bijušais laucinieks ar visu dzimtu.  

Andreja Up�ša �sproz�  ietverts daudzu aizejoš� , „vec� ” laika reprezentants, kuru dz�vesveids 

bija pak�auts agr� rajiem ritmiem, nesp� ju iek�auties „jaunaj� ” modernit� tes ietekm� taj�  dz�v�  un 

r	 pniecisko procesu apkalpojoš� s sabiedr�bas model�. 

Dzimtas m$ju lomas mazin$šan$s 

Lauku saimniec�ba A. Up�ša �sproz�  t� lota k�  � imenes ekvivalents. M� ja rakstnieka darbos ir 

stabilit� tes un noteiktas k� rt�bas garants, �pašas atmosf� ras glab� t� ja. Lauku m� ju noz�me akcent� ta 

Andreja Up�ša st� st�  „Dziru�u mantinieces” (1901):   

„Pašapzi� a un prieks mirdz� ja Dziru�a ac�s. Kas pirms desmit gadiem redz� ja Dziru�us, tas 

tagad vi� us vairs nepaz�tu. Toreiz bij pussagruvušas ba�� u b	 das lubu jumtiem, kur v� jš gaudoja pa 

visiem pakšiem iekš� . Tagad – pagast�  nav otru t� du m� ju k�  Dziru�i. Visur � vel� tu koci� u s� tas, 

za�i kr� sotas, br	 niem stabi� iem, kuriem gali apkalti ar baltu sk� rdu. Ce�š l�dz lielce�am apst� d�ts 

liepi�� m laba v�ra garum� . Un viss tas Dziru�a p	 li � u pan� kums. Katrs akmens jaun� s k	 ts sien�  

velts un cil� ts vi� a rok� m, katrs s� tas stabi� š aplaist�ts vi� a sviedriem, katru liepi� u ce�a mal�  vi� š 

pats uz saviem pleciem iznesis no me�a, iest� d�jis, kopis, laist�jis.” (Up�ts 1946 (b): 207)   

M� ja – t�  ir � imene, tuvinieki, kuru kl� tesam�ba determin�  to, ka š� telpa tiek sasaist�ta ar 

da�� diem emociju pasaules atrib	 tiem. M� ja, kas ir adekv� ta � imenei, raksturota  k�  absol	 ta 

v� rt�ba, harmoniskas person�bas att�st�bas garants. A. Up�ša st� stu cikl�  „Dzimtas kl� p�”6 t� va m� jas 

ir mikropasaule, kur l�dz� s dz�vo K�avu t� vs – saimnieks, kalpu Pakalnu � imene un K�avu 

saimnieka b� rni – students Alberts, � imn� zists K� rlis un meita Anna. Šai gad�jum�  m� ja ir adekv� ta 

� imenei – telpa, kur�  m�t radniec�gi �audis. T� va m� jas ar stabilo, nemain�go ikdienas rit� jumu, ar 

tuvu cilv� ku past� v�go kl� tb	 tni ir esam�bas pamats, atbalsta punkts, dodoties ce�� , un galam� r� is, 

kur�  atgriezties mudina iekš� ja nepieciešam�ba. Starp b� rniem un t� va m� j� m past� v organiska 

saikne, kas neatsl� bst, neizz	 d, vi� iem promesot. K�avu t� vs nesaprot, kas vi� a b� rnos main�jies, 

k� p� c vi� i neizr� da godbij�bu pret t� vu un nepal�dz m� jas darbos:  

                                                 
6 Cikl�  “Dzimtas kl� p�” iek�auti š� di prozas teksti: I. Br�� i, II. K �avu t� vs, III. B� rni, IV. Cirtum� , V. Br�numi. Cikls 
uzrakst�ts 1904. – 1909. gad� , iek�auts nove�u kr� jum�  “Maz� s kom� dijas II”.  
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„Izgl �t�ba, zin� šana ir laba lieta, to vi� š nekad nav liedzis. Un tom� r taj�  pasaul� , no kurienes 

b� rni nu n� k, ir kas, ko vi� š nekad nevar� s piln�gi saprast, ne attaisnot. T� da sav� da paštaisn�ba, 

b� rniem nepie�aujama gar�ga patst� v�ba un drosme… Kas pavisam pret� js un naid�gs tai klusai, 

m��ai latviešu dzimtas iek� rtai, kur t� vs ir tas gudr� kais, ar� ja vi� š maz� k skolots. [..] K�avu t� vs 

kaut k�  apmierin� tos un iedz�votos, ja tikai man�tu, ka b� rni no svešuma ar sv� tu prieku p� rn� k 

atpaka� t� va m� j� s. Bet ar� t�  nav… atkal – gandr�z pavisam citu ko vi� š nov� rojis. Vi� iem 

vienaldz�gas t� vu druvas, kas tos lielus izaudzin� jušas. Vi� iem te apnic�gi un garlaic�gi. Vi� i 

slepeni ilgojas p� c t� s sveš� s, naid�g� s pasaules…” (Up�ts 1948 (b): 287) 

L�dz�gas saj	 tas p� r� em ar� Alkš� u t� vu st� st�  „B� rni”. B� rni m� c� s pils� t� , skol� , m� j� s 

atbrauc tikai br�vlaik� , vec� ki nesaprot p� rmai� as, kas notikušas ar b� rniem, tas s� pina vi� u sirdis:  

„Cauru dienu istab�  pie sav� m gr� mat� m, sal�kuši, galvas kop�  sab� zuši, run�  klusi�� m, it k�  

vec� ki nedr�kst� tu zin� t, kas b� rniem uz sirds. B� li, non�kuši – �� l skat�ties… Nakt�m guli, bet 

miegs nen� k. Guli va�� j� m ac�m, klausies, kur b� rni elpo, dom�  un nevar izdom� t, k� p� c vi� i t� di 

klusi un sveši.” (Up�ts 1948 (a): 297)  

Pils� ta k�	 st sveša un draud�ga vide, kur�  z	 d sen
 u tikumi, bij�ba pret Dievu, t� va un m� tes 

godin� šana. Lin�tis Alkš� u t� vam: „Pasaules gudr�bas un prieki, tas vi� iem elku dievs.” (Up�ts 1948 

(a): 289)  

St� st�  „D� ls no svešuma” A. Up�ts turpina uz pils� tu aizs	 t�to b� rnu t� mu. Paput� jušas 

saimniec�bas atjaunotnei vit� li nepieciešama Krikuma d� la Jura, kas pirms sešiem gadiem devies uz 

pils� tu skoloties, atgriešan� s. Tuvinieki uzskata, ka Juris ir izskolojies, ieguvis labu darbu un 

iekr� jis naudu, ko tagad visi cer sa� emt – s� kot ar t� vu, beidzot ar kalponi. T� pat ar� st� st�  

„Celminieki” (1903) Jukums, Celminieku saimnieka jaun� kais d� ls, no pils� tas skol� m spiests 

atgriezties t� va m� j� s, jo vec� kais br� lis ir aizg� jis pasaul� , nav gatavs uz� emties zemes darbus:   

„Bet vai tad es esmu vain�gs, ka tiku uzaudzin� ts bezdarba dz�vei, ka bez k� da nol	 ka tiku pa 

priekšu s	 t�ts skol� s un tad uz reizes piekalts pie arkla, pie izkapts, pie š�s rieb�g� s dub�ain� s zemes. 

Es esmu p	 l� jies, esmu vis� di m�� in� jis, bet nesp� ju p� rvar� t sev� riebumu pret šiem celmainajiem 

l�dumiem.” (Up�ts 1946 (a): 609)  

Jukums aiziet no t� va m� j� m, un k� dreiz plaukstoš�  saimniec�ba dr�z vien izn�kst. 

Secin$jumi 

Modernit� te latviešu 19.–20. gadsimta mijas re� lisma narat�vos tiek reprezent� ta, p� rkl� joties 

est� tiskajai un soci� lajai komponentei. Daudzu 20. gadsimta s� kuma latviešu rakstnieku st� sti 

fokus� jas uz indiv�da iekš� j� s pasaules noris� m, p� rmai�� m soci� laj�  dz�v� , politisk� m 

aktualit� t� m, kult	 ras kanonu. A. Up�ša novel� s un st� stos modernit� tes koncepts izteikts ar mot�vu 

par aiziešanu no laukiem uz pils� tu, dzimtas saik� u atsl� bumu. Rakstnieks t� lo zemnieku 

integr� šanos pils� t� , piev� ršas laikmet�gu priekšmetu un lietu pasaulei latviešu sadz�ves kult	 r� . A. 
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Up�ša 20. gadsimta s� kuma st� stos t� lota tradicion� l� s – pastor� l� s identit� tes un zemniecisk�  

dz�vesveida nomai� a ar jauno – urb� no identit� ti, industrializ� cijas un ekonomikas determin� to 

fabrikas str� dnieku, ier� d� u un tirgot� ju nodarbošanos.  

Modernit� tes komplic� to procesu ietekm�  A. Up�ts 20. gadsimta s� kuma �sproz�  t� lo 

saimnieku un zemnieku šaubas par patriarh� l�  dz�vesveida atbilst�bu vai neatbilst�bu jaunajai 

saimniekošanas situ� cijai, zemnieku iesp� jas vai nesp� ju integr� ties pils� t� , piev� ršas ier� d� a 

tip� �am un laikmeta personv� rdu lietojuma trad�cijai, laikmet�go priekšmetu un lietu pasaulei. 

Esošais sociums A. Up�ša tip� �iem š� iet jau zudusi pasaule, ar to vi� us nekas vairs nesaista – ne 

pien� kums, ne ieinteres� t�ba t� s noris� s, ne cer�ba kaut ko taj�  main�t. Jebkurš indiv�ds sap� o par 

harmonijas sasniegšanu dz�v� , par taisn�guma un piln�bas valsti. A. Up�ša aprakst�taj�  sabiedr�b�  

valda šaubas un neuztic�ba, katrs cilv� ks var b	 t par dumpinieku un nodev� ju.  

A. Up�ša agr�najos st� stos tiek t� lots modernit� tes izrais�tais kr�zes laiks, v� rt�bu sist� mas 

mai� a cilv� ku attiec�b� s, iedz�vot� ju masveida p� rvietošan� s. Tas demonstr� , ka cilv� ka eksistencei 

ir zudis atbalsta punkts past� vošaj� s soci� l� s organiz� cijas form� s. 
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Abstract 

Remembering forced migration in language:  
some semantic aspects of the migration in the public discussion space of Latvia 

Key words: migration, refugees, forced migration crisis, semantics of the public discourse, Islamism 
One of the top issues in the public discussion space of Latvia in the middle of the second decade of the 21st century has 
been the migration crisis in Europe. The issue has become burning after the increase of the flow of migrants in the 
summer of 2015, as well as the terrorist attacks in Paris in January and November and the sexual assaults case in the 
main station of Cologne on the New Year’s Eve of the same year, as well as the following blasts of explosives in the 
Brussels’ Zaventem airport and the Maalbeek metro station in spring 2016. Not only authorities and public media play 
an important role in the thematization of the forced migration and its consequences, but also social networking sites and 
other public space media (such as graffiti, public protests, etc.) as well as social interaction areas such as schools, 
workplaces, public transport a.o. broadcast and share their position and try influencing the discourse on forced 
migration. The rhetoric applied is far from unified, still there can be observed certain tendencies reinforced by specific 
semantic means referring to the involved agents (such as refugees vs. migrants a.o.), characterizing the migration 
discourse. The research paper highlights some of the basic semantic units of the migration discourse in the public 
discussion space in Latvia, providing a glimpse into cross-sectional analysis, comparing how the same or similar 
semantic units have been applied during the former historical migration climax points affecting the population of 
Latvia.  
 
Kopsavilkums 

Piespiedu migr$cijas atspogu!ojums valod$:  
da�i semantiskie aspekti diskusij$ par migr$ciju Latvijas publiskaj $ telp$ 

Atsl� gas v� rdi:  migr� cija, b� g�i, piespiedu migr� cijas kr�ze, publisk�  diskursa semantika, isl� ms 
Viens no aktu� l� kajiem jaut� jumiem Latvijas publisko diskusiju telp�  21.gadsimta otr� s desmitgades vid	  ir migr� cijas 
jeb b� g�u kr�ze Eirop� . Ar šo jaut� jumu saist�t�  problem� tika �paši saasin� jusies p� c virknes radik� l�  isl� ma grup� jumu 
inici� to uzbrukumu, piem� ram, teroristu uzbrukumi Par�z�  2015.gada janv� r� un novembr�, seksu� la rakstura uzbrukumi 
sieviet� m � elnes centr� laj�  stacij�  2015.gada Vecgada vakar� , k�  ar� spr� dzieni Briseles Zaventemas lidost�  un 
M� lbekas metro stacij�  2016.gada pavasar�. Ne tikai varas iest� d� m un sabiedriskajiem medijiem ir b	 tiska loma, 
veidojot un ietekm� jot sabiedr�bas viedokli b� g�u kr�zes tematiz� cij�  – liela noz�me ir ar� tam, k�  piespiedu migr� cija 
tiek koment� ta soci� li interakt�vaj�  telp� , piem� ram, soci� lo t�klu vietn� s, publisko mediju interneta viet� u koment� ros, 
publisk� s telpas grafiti vai gr	 t� k dokument� jam� s publisk� s telpas vietn� s, piem� ram, sabiedr�bas pulc� šan� s viet� s: 
sabiedriskaj�  transport� , darbaviet� s, m� c�bu iest� d� s utt. Lai gan t. s. b� g�u diskursa retorika ietver daudzus pretrun�gus 
aspektus, ir ar� nov� rojamas rakstur�gas tendences ietvert apl	 kotos jaut� jumus noteikt� s tematiz� cijas form� s, kuru 
semantika atspogu�o noteiktus sociopolitiskus uzskatus, piem� ram, izv� le vai lietot apz�m� jumu b� g�i vai tom� r 
migranti u. tml. Rakst�  piev� rsta uzman�ba šo piespiedu migr� cijas kr�zes ietekm� to jaut� jumu publiskajai tematiz� cijai 
Latvij� , �aujot ar� veikt sal�dzinošo anal�zi, k�  ar migr� ciju saist�tie jaut� jumi Latvijas kult	 rtelp�  aktualiz� ti da�� dos 
v� sturiskos laikposmos, kuros migr� cijai bijusi noz�m�ga loma. 
 

Introduction  

The so-called migration crisis must be considered as one of the major foreign and domestic 

policy issues in the nowadays Europe. Not only serious economical, but also urgent political and 

social issues claim for being solved due the increased activity of the so-called new refugees and also 

as a result of failed integration of the residents with the migration background. In the middle of the 

second decade of the 21st century none of the European countries can ignore these questions 

affecting both meetings of high level authorities and private lives of individuals. Moreover, 
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following the recent radical Islamism terrorist attacks in 2015 and 2016 – January and November 

2015 attacks in Paris, New Year’s Eve of 2015, sexual assaults in the Central Railway Station in 

Cologne, blasts in Zaventem Airport and Maalbeek metro station in Brussels in spring 2016 – all of 

them leading to significant numbers of victims and inducing general fear, but also feelings of 

compassion, solidarity and reactivity in the society, private actors consider themselves involved to 

an unprecedentedly high extent. Certainly, there are notable differences among different regions of 

Europe, and according to the data provided by the United Nations High Commissioner for Refugees 

(UNHCR) on the distribution of asylum seekers worldwide (UNHCR Statistics 2016), the situation 

in Latvia should not lead to any worries due to the wee number of the asylum seekers in comparison 

to the major forced migration destinations such as Germany, France or Great Britain. Despite that, 

the actualization of the related issues has occurred not only in the realms of mass media and foreign 

policy discussions but has affected also the general society, causing frequent responses of fear, 

incomprehension and direct hostility towards a possible increase of the number of asylum seekers 

from the Middle East and Africa, as well as towards their optional integration into the local 

community. This paper tries giving a brief insight into the most widespread modes of thematization 

of the migration crisis focusing on those aspects that are more challenging regarding 

documentation – social networking sites, comments in the public media internet domains and the 

semantics of other public discourse locations such as educational institutions, workplaces and city 

spaces.  

Research methodology 

In order to obtain and to sample the research data, the author has carried out a continuous 

monitoring of the public media of Latvia during the period from August 2015 to March 2016. 

Although the research paper focuses on social interactivity, regular printed and audio-visual media 

were also monitored in order to trace the optional sources for the actual responses in community.7 

For the purpose of more profound analysis and comparison, selected EU public media have also 

been monitored.8 A significant amount of the research data have been sampled through interviews 

and observations in different aspects of the public spaces: discussions in the city spaces, workplaces 

and educational institutions as well as by sampling recordings of graffiti and stencils in public 

locations. An important part of the research has been supported by a cross-sectional analysis 

regarding the thematization of the issues related to refugees, asylum seekers and migration within 

                                                 
7 The following media were monitored for data sampling: LTV news broadcasts Panor� ma and R�ta panor� ma; radio 
broadcasts on the channels LR1 and LR2; printed media and their online versions: Diena, Neatkar�g�  R�ta Av�ze, R�gas 
Apri( ka Av�ze, Latvijas Av�ze, Chas; online news sites: delfi.lv, tvnet.lv, apollo.lv, skaties.lv, kasjauns.lv; social 
networking sites facebook.com, twitter.com and draugiem.lv. 
8 The following international media were monitored for data sampling: news agencies BBC and Reuters; radio station 
broadcasts: WDR, Fuknhaus Europa, Radio France; printed media and their online versions: The Guardian, Spiegel, Le 
Monde, TAZ; social networking sites facebook.com, twitter.com. 
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the context of the historical master discourse of Latvia. By looking for these aspects covered in 

textbooks, media and public opinion it was more obvious why certain faculties of the nowadays’ 

migration semantics were non-neutral even if the general context of the discussion claimed for 

objectivity. It is also important to note that the author has avoided setting academic references or 

covering high level political discussions on purpose since these are outside the research subject. 

Discussion 

From the introductory part, the research questions of this paper can be developed: 1) in which 

ways do we talk about those people arriving to our home country; 2) why do we talk about them 

like we do? 

I would like to start with a brief insight into the historical discourse of Latvia, focusing on the 

thematization of migration and people moving in or out of the territory for various purposes. 

An essential part of the historical discourse of a certain community is its historical narrative 

(Lyotard 1984). Historical narratives have certain qualities in common particularly when they refer 

to national myths helping to build a national state and lay foundation for distinct qualities forming 

the national identity. Among those qualities some are characteristic to nearly all the communities, 

such as the myth of the historical continuity of the community, the myth of national unity, the myth 

of teleological development of historical events, as well as strong distinction between “us” and 

“others”, where “we” are depicted as morally and ethically (if not regarding power relations) 

superior and unique, while “the others” are represented as a blurred non-individualized mass of 

foreigners who are either week and unimportant (thus mocked) or vicious and malevolent (thus 

feared) (Kmec, Peporte, Majerus, Margue 2010). Some qualities are specific of the so-called ethnic 

path of formation of the national identity, characteristic to the Eastern European national state 

communities: according to the British historian Anthony Smith, the national communities lacking a 

strong state apparatus have developed their national identities based on traditional values, 

genealogical inheritance, certain racial and linguistic qualities (skin colour, mother tongue, etc.) and 

cultural heritage (Smits 1997). All the above mentioned factors are present in the historical 

narrative of Latvia as depicted in the chrestomathy lines of the epos “L�
 pl� sis” (The Bear Slayer, 

1888) by Andrejs Pumpurs, one of the pioneering contributors to the cultural workers’ triggered 

development of the Latvian national self-image in the 19th century: “In ancient times in the Baltic 

land [..] There was living a happy Latvian nation” (Pumpurs 2005). The myth about a consolidated 

Latvian nation could not exist without creating the opposing myth about “others” – according to the 

social anthropologist Fredrik Barth, we can consolidate our identity only by recognizing the 

“others” as opposed to us (Barth 1969). The story as told by the quoted epos has survived till 

nowadays: Eduards, a 12-year old student in his essay on Latvian history provides a typical 

interpretation of what happened next: “Latvians were living in the State of Latvia in the ancient 
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times. They were rich and were living in their castles. Then one day Germans arrived and invaded 

the country. They burnt down the castles and enslaved the people. Latvians had to slave to the 

invaders and they could not sing their folk tunes anymore”.9 As particularly severe the German 

crusaders and merchants have been depicted in the school history textbooks published under the 

Soviet occupation regime, while the most prominent Latvian exile historians, Edgars Dunsdorfs in 

his textbook of the history of Latvia pictures Slavic tribes and later Russians as the most dangerous 

enemy of all times (Dunsdorfs 1980). This portrayal has flourished mostly in the printed materials 

and media of the Latvian diaspora in the 20th century, and after the independence of Latvia had been 

re-established in 1991, together with the exultation about the deliberation from the Soviet 

supremacy it formed a significant part of the discourse referring to the multi-ethnic and basically 

bilingual community of the post-Soviet Latvia (Š	 pule 2012; K�ava 2012). The Museum of the 

Occupation of Latvia, based on many conceptual guidelines rooted in the diasporic Latvian 

community, contributed significantly to the semantic stratification between “us” and “them”: 

semantic units like “Russians”, “migrants”, “invaders” and “incomers” now were not only a part of 

non-official public discourse, but made common appearance in research publications, public 

disputes and official communication with the community, enclosing educational materials for 

history teachers and schoolkids10.  

So as a general statement “Russians” and “Germans” representing at times different broader 

political concepts have been the most prominent historical enemies of the narrative of the history of 

Latvia. The sampled data from textbooks, media publications, folklore materials, interviews and 

theoretical sources dated back to different periods (the restricted scale of the publication does not 

allow to quote them all) portray “Germans” as “invaders”, representing brutal force, wickedness, 

and also stupidity. The memory referring to the Nazi German occupation period of 1941–1945 still 

is ambivalent – although textbooks and most research practices generalize the period as full of 

cruelty and discrimination (Zellis 2012), collective memory shows tendencies of describing the 

period as easing the gloomy air of the so-called year of terror, namely the first Soviet occupation 

1940–1941, and German soldiers or authority representatives were often characterized as positive 

figures (Saleniece 2004). It must be noted that the term “migrants” has never been attributed to 

“Germans” – it has been used exclusively with the reference to the Soviet occupation and 

“Russians”, thus turning into a pejorative term. “Migrants”, in opposition to “invaders”, are 

portrayed as some faceless and both ethically and physically handicapped mass. The connotations 

associated with “migrants” are less referring to personalized forceful action, more with incoming, 

                                                 
9 K�  piedzima Latvija. 2015. Essay by student Eduards Rozenbergs. Private archive. 
10 Nevertheless it must be noted that the official research programme of the Museum of the Occupation of Latvia 
provides a comprehensive analysis on the destructive effect of the both totalitarian regimes in the occupied Latvia, 
namely the Nazi German and the Soviet occupation. 
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influx due to certain political circumstances. In the best possible case, “migrants” should be subject 

to “integration” which means “educating them” (“migrants” are supposed to have no cultural and 

social values or if they do, those are hostile and regarded as immature and incomprehensible to the 

host community) in order to absorb as many qualities of the identity of the hosting community as 

possible. Shall be noted that the identity of “migrants” is questionable.  

In this respect it is necessary to comment on how “we” are regarded when leaving homeland 

for varied purposes in order to move to another location either temporarily or permanently. Dace 

Dzenovska in her research on the economic migration from the countryside of Latvia observes that 

leaving homeland is regarded as a phenomenon of negative value, both ethically and socially – an 

individual is supposed to have a moral duty towards the society that has raised and educated him or 

her (Dzenovska 2012). It is particularly important within the framework of the concept of the ethnic 

identity where an individual belongs not only to their actual environment but also must serve as a 

transmitter of the national cultural heritage. Thus it is possible to explain why there is such a huge 

semantic gap between the thematization of the population leaving Latvia during the first and the 

second world wars and those leaving Latvia for economic reasons after the national independence 

was regained, but most intensely after the 2008 economic crisis. If the first are addressed as 

“refugees” who after having landed in their new destinations have continued to maintain their 

Latvian identity and whose journey is characterized as full of suffering and resisting forced 

integration (Dunsdorfs 1980), then the economic migrants in the official discourse are regarded 

rather as traitors who should be called back to their duties (Ko�eda 2008). 

Hence the historical discourse of Latvia and Latvians portrays “us” as maintaining our 

national identity against “others” seen as “invaders”, “migrants”, or “incomers”. An important 

element of this self-identification is related to recognizing “us” as victimized – by “others” invading 

our homeland, by being deported as “innocent victims”, by being forced to flee as “refugees” or 

betrayed by the “economic migrants”.  It is important to recognize the importance of this self-

victimization as an essential part of the national discourse (Kapr� ns, Zel
 e 2010) – it means that the 

position of those who suffer has already been taken and there is no space (neither in language nor 

physically) for others’ suffering.  

The monitoring of the reviewed sources allowed for drawing a conclusion that the current 

forced migration crisis in the public discourse of Latvia is regarded as a major threat mostly to the 

values playing an important role at developing the national identity, such as the Latvian language, 

traditional ethical and aesthetical values, cultural and historical memory, as well as genetic 

continuity both as a part of claim for racial purity and inheritance of private property and traditional 

values. Public media rhetoric that serves as an important trigger for the social networking discourse 

can by no means be regarded as semantically neutral in this respect. There can be distinguished 
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three categories of most common breaches of the golden rule claiming for objective information and 

clear discussion. First, the most obvious, is open hostility, though it is more characteristic to the 

social networking discourse and public space discussion than to the official public media. A typical 

example is graffiti appearing in Ogre in late autumn of 2015 and then repeatedly in March – April 

of 2016. The graffiti contain direct invitations to “kill migrants”, “kill niggers” and other uses of 

aggressive and offensive language, as such being able to serve for starting criminal proceedings. 

Similar case already prone to criminal allegation refers to an invitation by a youngster in Tukums 

published on the social networking site Facebook for “beating the immigrants living in Tukums” 

(Vimbule 2016). Second, the most widespread both in the official media and discussion in the social 

networking sites and other sampled public space sites is unclear or failed use of terminology leading 

not only towards misunderstandings. In this respect the most important is the semantics of the 

language used. All the revised media and public discourse sites provide samples of unclear 

distinction between terms “Islam”, “Islamism”, “Muslims”, “migrants”, “immigrants”, “refugees”, 

“incomers”, “asylum seekers” and other related concepts. We should mention also the neologism 

“welcomists” referred to those welcoming the asylum seekers. Although it has not become a 

household name by official media and is used only exclusively in an ironic sense (Ozols 2016), 

“welcomists” are much referred to in the social networking discourse with strong pejorative 

connotations – it is a popular Twitter tag and is also currently used on such Facebook sites as 

Latvija nav iebrauktuve or the official Facebook page of the nationalist political party Nacion� l�  

savien�ba Taisn�gums. A certain fogginess regarding semantic use is also referred to mixing up 

Islam with radical Islamism or describing all the asylum seekers as Muslims (Avoti� š 2015). 

Another typical semantic misunderstanding is characterizing all the asylum seekers as “niggers” or 

“the black skinned”. The racial hostility can be expressed directly like in the above mentioned 

graffiti and numerous posts on the social networking sites or – more characteristic to official media 

– indirectly like in case with the research data by the Institute of the Latvian History at the 

University of Latvia published in all the most prominent online media, where it was pointed out that 

only 7% of the population of Latvia would trust national symbols to residents with a different skin 

colour (NRA, 09.11.2015). Racial prejudices are closely related to the public discourse of 

migration: the interviews have proved that more than 2/3 of the respondents consider the asylum 

seekers to be “black-skinned” or at least “dark-skinned”, while observations carried out in the 

public gathering places such as public transport and shopping facilities reveal that locals avoid 

individuals with dark skin or Caucasian looks even in cases if the latter represent non-asylum seeker 

communities. 

Besides direct hostility and semantic misunderstandings the third group of negative 

connotations must be mentioned, being the least offensive but the most dangerous since it contains 
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hidden pejorative connotations. Here an important role is played by the public media selecting 

information and ways of broadcasting it. Even by Google screening in search for the keywords 

“migration”, “refugees”, ”asylum seekers” and those related in context with the public media of 

Latvia, it can be traced that the available information is almost exclusively negative, linking the 

concepts with terrorist attacks, rape, crime and danger to social services. On the other hand, positive 

efforts directed towards the “migration issue” contain key concepts such as “avoiding/preventing 

threat”, “urge for integration”, “diminishing influx”, “foreign morality”, “strangers / others”, etc. 

(Kuš� e 2016). Although orientated towards increasing tolerance and accepting, similar publications 

both evoke negative counter-reactions and simultaneously support otherizing and estrangement.  

Conclusions 

Both historical narrative and public media trigger the overwhelming predominance of 

negative connotations and semantic vagueness within the public discourse in social networking sites 

and public space. This refers to issues related to the migration crisis in Europe – at its peak point 

during the years 2015 – 2016.  

However, there are notable attempts to develop a rational attitude towards the situation, both 

at political and information level, there is still much to be done regarding the language use referring 

to the issues related to the migration crisis.  

Although it is not presumable that the historical narrative of Latvia and Latvians could 

volunteer at leaving the position of victims to “others”, rational approach to the migration-related 

issues could reduce the aggressive neo-nationalism within the public space. 

As debate and information, as well as education, could be a way out, let us hope that 

discussion will prevail and more research on the related issues would be carried out in the nearest 

future as well as the research results would be shared with the general public in order to replace 

emotional reactions provoking dangerous tendencies of racism and xenophobia, with rational and 

analytical approach. 
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Abstract 

Victorian Aestheticism and the Autonomy of Art: The Impact of Oscar Wilde 
Key words: Aestheticism, autonomy, art, beauty, utility, Victorian, Oscar Wilde, Latvia  
On the British Isles, the guidelines on the autonomy of art have been drawn up in the 2nd half of the 19th century, thus 
setting art apart from the dominant of realism, and assigning it to the category of aestheticism. From the positions of the 
“high-principled” or “ideological” art, within the aestheticism programme framework, the advocates of “new” and 
“pure” art professed the prerogatives of art and a self-sufficient, unrelated to real life, nature of art. At this time, within 
the context of theoretical viewpoints on the autonomy of art, and making use of the nomenclature (beauty without 
realism; art whose goal is beauty; art as such; art for art’s sake) that brings into focus the issue of art segregation from 
the reality of life, the theoreticians and writers belonging to the platform of aestheticism – W. Pater, A. Swinburne, O. 
Wilde, a. o. – become more active.   
The interest in the aesthetic phenomenon of art, which manifests itself as a negation of the positivistic world and 
actualization of the “new art “, can also be seen in the 20th century Latvian culture within the context of literary search 
of Modernism. Common for the Latvian early modernists and British aesthetes is the recognition of a complete 
autonomy of art and its aesthetic values.  
The paper is concerned with the analysis of the phenomenon of aestheticism in Victorian culture, focusing on the stages 
of its development in the 19th century Great Britain and on its reception in Latvian culture under the impact of Oscar 
Wilde’s personality and his creative work. 
 
Kopsavilkums 

Viktori $nisma est%tisms un m$kslas autonomija: Oskara Vailda ietekme 
Atsl� gv� rdi: est� tisms, autonomija, m� ksla, skaistums, der�gums, viktori�( u, Oskars Vailds, Latvija 
M� kslas autonomijas pamatnost� dnes Britu sal� s izstr� d� tas 19. gadsitma 2. pus� , noš� irot m� kslu no re� lisma 
dominantes un iek�aujot to est� tisma kategorij� .  Pozicion� joties no “idejisk� s” jeb “ideolo� isk� s” m� kslas, “jaun� s”un 
“t �r� s” m� kslas sludin� t� ji est� tisima programmas ietvaros sludin� ja m� kslas pirmties�bas un pašpietiekamu, ar re� lo 
dz�vi nesaist�tu m� kslas b	 t�bu. Šaj�  laik�  m� kslas autonomijai velt�to teor� tisko uzskatu kontekst� , izmantojot 
apz�m� jumus (skaistums bez re� lisma; m� ksla, kuras m� r� is ir skaistums; m� ksla k�  t� da; m� ksla m� kslas d�� ), kas 
aktualiz�  m� kslas noš� iršanu no dz�ves realit� tes, arvien akt�v� k sevi piesaka est� tisma platformas teor� ti� i un 
ralstnieki – V. Peiters, A. Svinb� rns, O. Vailds u.c.  
Interese par m� kslas est� tisko fenomenu, kas izpau�as k�  pozit�vistisk� s pasaules noliegums un „jaun� s m� kslas” 
aktualiz� cija, v� rojama ar� 20. gadsimta latviešu kult	 r�  modernisma liter� ro mekl� jumu kontekst� . Latviešu agr�nos 
modernistus un britu est� tus vieno m� kslas piln�gas autonomijas un t� s est� stisk� s v� rt�bas atz�šana 
Rakst�  analiz� ts est� tisma fenomens viktori� nisma kult	 r� , piev� ršoties t�  att�st�bas posmiem 19. gadsimta Lielbrit� nij� , 
un t�  recepcijai  latviešu kult	 r�  Oskara Vailda person�bas un dai�rades ietekm� . 
 

All nations traditionally give preference to what is useful instead of to what is beautiful; if the 

beautiful is not useful, it is required that the beautiful would have the capacity to be used for 

practical purposes. This requirement of art and the humanities in general –  to serve the life and 

perform utilitarian function – has always been emphasized by state powers either for ideological 

purposes or in the debate of state policy makers whether governments should maintain the 

commitment to the arts by supporting the sphere with the least evident economical profit. Striving 

for the autonomy of art (in a broader sense – for art’s own value and artistic liberty), paradoxically, 

but has always been observed in the times of its impossibility, i.e. in the stages of uncritical self-

satisfaction or, vice versa, in economic and social downturns or post-apocalyptic natural disasters 

when the life itself and physical survival seem more important than spiritual and aesthetic 
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development. Social orientation towards progress, materiality and raising one’s own or nation’s 

well-being have lead to the emphasis of art’s didactic, moral, utilitarian, political, and religious 

functions. Nonetheless, the rejection of self-sufficient role of art and denial of aesthetic autonomy 

immediately provokes a contra-action – active polemics in the society in general and in the field of 

the humanities in particular on the need of the defence of ‘art for the sake of art’ doctrine, i.e. on the 

need of defence of ‘apolitical art as opposed to the socially determined one. Due to the recent 

failure of capitalism, when economical crisis in Latvia required extreme austerity measures leading 

to art’s faulty perception and its decline in our contemporary open cultural climate, there is an acute 

necessity to reconsider the role and functions of the so called ‘pure’ art, where ‘purity’ is being used 

to denote the autonomy of the aesthetic. This particular condition of half-way back while still being 

forward-thinking marks a contemporary situation in Latvia as transitional, similar to the situation at 

the beginning of the 20th century.  

The dialogue held between Latvian national and foreign cultures at that time served not only 

as a means for the nation’s self-realization, but enhanced a new understanding of the role of art.  

Initially, strivings for individualism were a tool against oppression related to the conception of 

Latvian national identity and longings for freedom during the Revolution of 1905 – the time of mass 

political and social unrest within the Russian Empire. Gradually, under the impact of ‘border-free’ 

global cultural phenomena by foreign cosmopolitan literati, originally thinking Latvian intellectuals 

were set on the route of promotion of innovative approaches to art and life.  

Despite the aspirations for artistic freedom – for new forms of expression and new poetics –, 

the process of borrowings in the framework of reception basically turned out to be the re-coding of 

cross-cultural influences. Thus, the artworks of Latvian early Modernists, having made themselves 

‘heard’ in the first decade of the 20th century, may be seen as borrowed rather than created by the 

Latvians themselves. Nevertheless, the demand for new impulses signified a transition state of 

Latvian culture. It was the time when among the polyphony of incoming West-and East- European, 

as well as Nordic a.o. cultural phenomena, a peculiar ‘voice’ of British Victorian Aestheticism – the 

most striking and at the same time one of the most criticized occurrences of the period – was much 

in the air.  

The socio-economic and cultural situation in the 19th century Great Britain was determined by 

the state development initiative of Queen Victoria (reigned 1837–1901). The most characteristic 

aspect of it was a gradual and uninterrupted progress, based on the concept of a materialistic 

structure of the world, with such dominating features as practicality and utility. This was a 

complicated era in British culture, the main trends in literature being closely linked to Realism and 

Naturalism when art and fiction were seen as an accurate photograph of the real life. The end of the 
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century can be characterized by the appearance of alternative literary tendencies, such as adventure 

literature – New Romanticism and Detectives, as well as Aestheticism. 

The basic principles of the alternative art and Victorian Aestheticism were formulated during 

two stages. The first stage – visual Aestheticism – is associated with the activities of a group of 

seven members –  painters, poets and critics (William Holman Hunt, John Everett Millais, Dante 

Gabriel Rossetti, William Michael Rossetti, James Collinson, Frederic George Stephens, Thomas 

Woolner) known as Pre-Raphaelite Brotherhood. Their manifesto statements and sensually-oriented 

artefacts lead to the second phase and stimulated the emergence of Aestheticism, including literary 

Aestheticism, that protesting against the objective recognition of the material life emphasized the 

idea of the subjective world perception, which allows art being truly autonomous and beautiful, and 

an artist, relying on the power of imagination, – completely independent. Defending the role of 

‘pure’ art British aesthetes promoted the category of beauty: To art, that is best, which is most 

beautiful; to science, that is best, which is most accurate; to morality, that is best which is most 

virtuous (Swinburne 1867: 98). 

 There were various designations (‘beauty without realism’, ‘the art whose aim is beauty’, ‘the 

love of beauty for its own sake’, ‘purely artistic’, ‘art as such’ etc. (Prettejohn 1999: 1–14)) used in 

‘fin du siècle’ Great Britain to describe aesthetic philosophy and artefacts of pre-eminent beauty 

free of pragmatic and utilitarian aspect and social responsibility. Being in the revolt against 

‘ideological’ art, the advocates of ‘pure” art emphasized the artistic pleasure gained from the impact 

of new forms and colours, sensuality and artistic freedom. The English rendition of the French 

slogan ‘l’art pour l’art’, initially used by French philosopher Victor Cousin (1792–1867) in the 

lecture at the Sorbonne “Du Vrai, du Beau, et du Bien” (“Truth, Beauty and Goodness” ) in 

1818, was introduced via Parisian avant-garde representatives (Theophile Gautier, Charles 

Baudelaire) by A. Swinburne in his extended essay “William Blake: A Critical Essay” in 1867. 

(Swinburne 1867: 91–101) A year later, influenced by German philosophers (Immanuel Kant’s 

“Kritik der Urteilskraft” (1790) and Friedrich Schiller’s “Kallias-Letters” (1793)), it was repeated 

by William Pater in his essay on “Poems by William Morris” ([Pater] 1868: 312) and subsequently 

included in “The Renaissance. Studies in Art & Poetry” (1873). The ideas obtained from the classic 

works focused on the autonomy of art where the object of art was discussed as a more or less 

independent aesthetic value not directly linked to a clear social purpose. In the fourth edition of the 

volume the slogan ‘art for art’s sake’ was later slightly specified as ‘art for its own sake’ and in the 

1870s was gradually superseded by ‘Aestheticism’ and ‘Aesthetic Movement’. (Prettejohn 1999: 3) 

The diversity of terminological designations might seem confusing, nevertheless an important 

distinction was eventually specified:  ‘art for art’s sake’ became associated with experimentalism in 

elitist painting and poetry of the 1860s and onwards, but ‘Aesthetic Movement’ referred to 
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decorative arts, interior design and fashion. Ruth Z. Temple focussing on the exceptionally elusive 

terms of Aestheticism and Aesthetic Movement emphasizes: Aesthetic as a label for a literary 

movement had better been discarded as there was no movement. (Temple 1974: 218–219) Temple’s 

viewpoint is supported by art historian Elizabeth Prettejohn (1961) noting that there was no formal 

grouping of artists or writers who declared allegiance to ‘Aestheticism’, ‘art for art’s sake’, or any 

of the related slogans used in the Victorian press, therefore such terms as ‘late’ or ‘second-phase 

Pre-Raphaelitism’ seem  also accurate. (Prettejohn 1999: 2) Occasionally, the lexeme ‘tendency’ ” 

rather than a ‘movement’ is being preferred (Johnson 1969: 46); another approach is characterized 

by the usage of the attribution a ‘cult’ focusing on Aestheticism in the context of religious ritual and 

‘worship’ for beauty. (The Cult of Beauty. The Aesthetic Movement 1860–1900) 

Changes in British cultural paradigms have been highlighted in Latvian periodicals since the 

end of the 19th century. As described in the periodical “Dienas Lapa” a group of active English 

writers, the so called aesthetes, [..] contrary to the commercial and political conjuncture, fight for 

genuine art. Among the names of ‘fighters’ for the autonomy of art, who initiate a new span of time 

in the English spiritual life and new time in literature in general, appears the name of an excellent 

new talent Oscar Wilde who has [..] deeply influenced English thinkers and writers and who is a 

passionate supporter of the theory that art is only for art’s sake! (Rakstnieciskas kust�bas Anglij�  

1893) 

Being the leading global figure of Aestheticism and the advocate of the beauty-paradigm in 

literature, Wilde, gave a very strong impetus to the early 20th century Latvian literature. The 

writer’s subtle understanding of beauty, his aesthetic sense of the world and original literary style, 

organically met the Latvian modern writers’ demand who used his ideas on the role of art as a 

springboard for a declaration of their own value systems. Due to the transnational character of 

Aestheticism, the actively employed and favoured in Latvia pragmatic slogan ‘art for the sake of 

life’  was gradually juxtaposed to and replaced by the modern catchword ‘art for the sake of art’ 

(circulated by early Modernists). The interest in art’s aesthetic phenomenon was manifested as a 

denial of positivistic world perception and actualization of ‘new’ (also known as ‘pure’ and ‘true’) 

art, which was interpreted as a radical dissociation from the dominant of Realism and contrasted 

with ‘high-principled’ or ‘ideological’ art. The unusual, but very attractive Wilde’s personality and 

his innovative aesthetic ideas were frequently discussed in Latvian criticism: 

In the foreground he [Wilde]  did not put a word but beauty, and therefore art is more 

primary than life. It not only fails to gain anything from the latter, but it even has to avoid any 

contacts with the real. [..] In art, the main things are form, style, and, if the artist cannot be quite 

understood, [..] it is his merit, not weakness. The farther he [the artist] is from life, the nearer he is 

to himself [..] (Aihenvalds 1913)  
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In British culture, Aestheticism is evaluated as a phenomenon of a transition period which 

borders on Modernism. In Latvia, it appeared in a peculiarly transformed form as a constituent part 

of Modernism, but Wilde was ranked among the most outstanding European Modernists. The fact 

that Wilde’s name was mentioned in the prose works by Latvian writers does not always imply that 

the poetic world of the Irish born author was consciously studied and read. Frequently, his 

‘presence’ in the text was a peculiar sign of belonging or striving to have an affinity to the cultural 

layer that emphasizes ‘art for the sake of art’ idea. Despite Latvian writers’ strong interest in 

Wilde’s literary world and his system of ideas, comprehension of autonomous art was based on 

obtaining information indirectly – through contacts with Russian ‘Silver period’ poets and their 

creative writing, or through German translations of Wilde’s works.  

In Latvian poet Fricis B� rda’s essays on philosophy and aesthetics, a review on discordant 

attitude to art dictated by the epoch is provided. The split within the early 20th century Latvian 

cultural life, caused by the twofold perception of art ((1) art for the sake of life and reality; (2) art 

for the sake of art), in his opinion, is unavoidable. The utilitarian role of art as mundane 

proclamation is seen as unproductive and exhaustive, in its turn, art for the sake of art emphasizing 

its self-value and artists’ freedom to self-expression becomes a worshiping. (B� rda (2) 1990: 264) 

The latter is being seen as the cult for the beauty by those relying on creativity and avoiding 

imitation of life. The fact that art pursues different goals – utility or beauty – bears on the stage of 

spiritual development of mankind and a separate nation. The dual character of art and the gap 

between its opposite perceptions is determined by art’s dependence on or freedom from the 

conditions of real life – art can be either a servant – serving the state power and its ideology, 

serving the life itself or matter and substance in general or art can be a ruler (B� rda (1) 1990: 307) – 

autonomous, sovereign and independent – thus rising the artist into the heights of the Creator and 

God-like person. The utilitarian character of art develops in its contacts with society, but departing 

of art from the description of reality bears on searching for man’s individuality and ideal world. 

Fulfilling his cultural mission, Wilde defined Aestheticism as a search after the signs of the 

beautiful. It is the science of the beautiful through which men seek the correlation of the arts. It is to 

speak more exactly, the search after the secret of life. (quoted after Ellmann 1988: 151–152) 

It is a wide field which has no limit, and all definitions are unsatisfactory. Some people might 

search and not find anything. But the search, if carried on according to the right laws, would 

constitute aestheticism. (quoted after Ellmann 1988: 159) 

The relationship between science and art is also analyzed in Latvian culture, asserting, 

similarly to Wilde, that science strives for what is true, while art – for what is beautiful (B� rda (1) 

1990: 312), thus logic is opposed to imagination, but rationalism – to beauty, which, according to 

the aesthetes, is the world of perfection and absolute verity.  



���������	
�����
	�����	
���
	��
������	��	
������� 	��	
�����
����	
 �
��������	
��




��	��
�
����	
 ���
�� ��
 ����
��������
	���������
�����
����
��
���������	
� ����
	���


 

52 

Under Wilde’s influence and his seeking for beauty, in Latvian early Modernists’ literary 

works art was raised into the high position of ‘religion’. In the ‘Dzelme group’ 1906 declaration 

“The Motives of our Art”, signed by nine literati, art was set apart from the spheres of utilitarianism 

and practicality, its role as a creation of harmonious beauty was emphasized:  

Thereby art will become a particular harmonious sense of beauty,  a new kind of worship – a 

religious cult of beauty. The ecstasy of religion is replaced by the ecstasy of art. The deepest and 

most mystical secrets of a soul will be awakened and illuminated by art. The only and the most 

profound and genuine religion of the future will be the r e l i g i o n   o f   b e a u t y.  (emphasized 

by the authors – I. K.) (M	 su m� kslas mot�vi 1906) 

Along with art being perceived as a religion, the self-loyal artist, too, was seen as God-figure 

or God-like person. Oriented towards justifying the foreign writers – aesthetes and decadents, both 

the specific features of the epoch, including demands for the autonomy of art and individualism in 

art, were dwellt upon in the first half of the 20th century Latvian culture: 

There is the only way – the way through thorns and curses. But the only one which is worthy 

of a real artist: 

T o   r e m a i n    l o y a l    t o    o n e s e l f! To fight and fall for one’s creed in art. [..] 

W i d e   e x p a n s e    a n d    u n l i m i t e d    f r e e d o m   i n   a r t,  f o r m,  e x p r e s s i 

o n,   c o n t e n t,   i d e a s   –   t h i s    i s   a n   e t e r n a l l y   o l d   a n d  e t e r n a l l y    n e w   

s l o g a n   o f   a   p o e t. (author’s emphasis) (Bra
 s, Akuraters 1927: 84)  

Wilde’s peculiar style of expression greatly contributed to developing Latvian writers’ 

understanding about artistically valuable literary work – syncretism as a feature of both ‘new art’ 

and the notion of synesthesia, or, as it was emphasized in Latvian literary criticism of that period – 

‘art within art’, assumed a great importance. Looking for correspondences between art (poetry, 

painting, sculpture, dance etc.) and music, Latvian writers introduced prose rhythm as one of the 

essential aesthetic categories that emphasized the perfect blend between form and contents. Having 

been addressed by Wilde, Latvian writers borrowed separate exotic attributes, motifs, which in the 

context of ornamentation emphasized the binary opposites ‘beautiful – ugly’ and ‘ideal – real’, as 

well as the themes of sinful beauty and demonized but beautiful woman.  

The above mentioned allows summarizing that via the declaration of ‘pure’ art by the West-

European supporters of Aestheticism not only the idea of ‘new’ art, but also the idea of a new 

personality free of social determination was emphasized. In this connection, the autonomy of art 

and autonomy of individuality (autonomy of artist) can be seen as synonymous. Due to the 

ambiguity of the theory, the conception of the autonomous art was not supported by positivistic-

tended criticism, thus negative designations (‘detached’, ‘sick’ or ‘leprous’ art) were employed at 

protesting against the manifestations of individualism and controversial subjects and themes. 
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Nevertheless, being a transitional stage in culture, nowadays Aestheticism is acknowledged for its 

revolutionary renegotiation of the relationship between an artist (individual) and society, the 

aesthetic (beauty) and the ethic (moral), imagination (art) and reality (life) – all of which paved the 

way for the modernistic movements of the 20th century. ‘Pure’ art and the humanities as such are 

every human’s powerful force that cultivates man’s critical thinking and imagination, which must 

be seen as the most important hallmarks of any state’s competitiveness in the global marketplace. 

Given their artistic autonomy exempt from materialistic approach to life, skilled work force of 

creative occupations not only address unique challenges faced by communities, but also contribute 

to economic productivity and social vitality, as well as enhance communications in a constantly 

changing and developing society. 
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Abstract 

Category of Memory in the Novel by M$ra Z$l&te “Five Fingers” 
Key words: narrative, memory, M� ra Z� l�te, post-soviet literature 
The category of memory is an important concept in the post-soviet Latvian literature. It is a topical literary method for 
Latvian authors in the post-colonial situation. Memory as a concept reflects historic, cultural-anthropological and social 
context that M.Z� l�te has widely used in the auto-biographical novel "Pieci Pirksti" ("Five Fingers"). M.Z� l�te shows 
the emotional background of the time through the prism of memories that logically confirms modern tendencies in 
Latvian literature � collective memories, traumas and the presence of autobiography in order to express an attitude 
towards the political regime and past events. In M. Z� l�te’s novel “Five Fingers” the category of memory is divided into 
several segments, i.e. contradistinction of Siberia and Latvia, childhood, traumatism, historical and sociocultural signs. 
Their use can be justified by the author’s personal experience, the accepted literary tradition and sociopolitical 
circumstances, theoretical basis of which can be mainly gained in the criticism of feminism and post-colonialism. The 
depiction of the category of memory in the novel is not homogeneous; it depends on the age and experience of the 
characters, which differs greatly. The centre of the category of memory is allotted to Latvia as the image of the lost 
paradise, which relates to the issues of Latvian national identity and whose topicality in the post-soviet space has not 
diminished up to now.  
 
Kopsavilkums 

Atmi " as kategorija M$ras Z$l&tes rom$n$ „Pieci pirksti” 
Atsl� gv� rdi:  narat�vs, atmi( a, M� ra Z� l�te, postpadomju literat� ra 
Atmi� as kategorija Latvijas postpadomju literat	 r�  ir z�m�gs koncepts, kas postkoloni� laj�  situ� cij�  latviešu autoru vid	  
ir aktu� ls liter� r� s dai�rades pa�� miens. Atmi� a k�  koncepts atspogu�o v� sturisko, kult	 rantropolo� isko un soci� lo 
kontekstu, ko M. Z� l�te plaši izmanto autobiogr� fiskaj�  rom� n�  „Pieci pirksti”. Caur atmi� as prizmu M. Z� l�te ataino 
aizg� juš�  laika emocion� lo fonu, kas likumsakar�gi apliecina m	 sdienu latviešu literat	 ras tendences – kolekt�v� s 
atmi� as, traumas un autobiogr� fiskuma kl� tesam�bu, lai paustu attieksmi pret past� vošo re��mu un pag� tnes 
notikumiem. M. Z� l�tes rom� n�  „Pieci pirksti” atmi� as kategorijas atveid�  konstat� jami vair� ki segmenti – Sib�rijas un 
Latvijas pretstat�jums, b� rn�ba, traumatisms, v� stures un sociokult	 ras z�mes. To izmantojums skaidrojams ar autores 
person�go pieredzi, pozicion� to liter� ro trad�ciju un soci� lpolitiskajiem apst� k�iem. Atmi� as kategorijas atainojums 
rom� n�  nav viendab�gs, tas ir atkar�gs no t� loto varo� u vecuma un pieredzes. Atmi� u centr�  ir Latvijas k�  zaud� t� s 
parad�zes t� ls, kas sasaucas ar latviešu nacion� l� s identit� tes problem� tiku. 
 

Atmi� as teor� tiskais diskurss ir noz�m�gs literat	 rp� tniec�bas are� ls. Katra laikmeta konteksts 

determin�  atmi� as kategorijas aktualiz� cijas �patn�bas literat	 r� . Latvijas p� cpadomju dek� �u 

rakstnieku dai�rad�  atmi� as kategorijas izv� rsums cieši saist�ts ar kardin� lo politisko transform� ciju 

noteiktu nepieciešam�bu rad�t individu� los atmi� u v� st�jumus, kas k�	 st par kolekt�vo (tautas) 

atmi� u organisku da�u. T� d� j� di tiek rad�ts vienots narat�vs, kas gan fiks�  pag� tnes notikumus no 

atseviš� a indiv�da skatupunkta, t�  veidojot opoz�ciju l�dz šim domin� jošajai „ofici� lajai” v� stures 

versijai, gan pied� v�  savdab�gu matricu individu� l� s un kolekt�v� s identit� tes konstru� šanai jaun�  

situ� cij�  (latvietim veidojot savu pasauli, v� rt�bu sist� mu neatkar�g�  valst�). T� d��  glu�i 

pašsaprotami p� cpadomju latviešu literat	 r�  ir bl�vi p� rst� v� ta autobiogr� fisk�  rakst�ba. 

Literat	 rzin� tnieks F. Fjodorovs, piev� ršoties autobiogr� fisk� s rakst�bas izp� tei, izmanto 

egoteksta korpusa ekscerp� šanas pieeju, pamatojot to ar argumentu, ka robe�a starp m� ksliniecisko 

un dokument� lo ir gr	 ti nosak� ma, šis jaut� jums izsauc asas diskusijas. ((�% ! �  2010: 10) Ar� 
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�anriski autobiogr� fiskos ego literat	 ras tekstus ir sare��� ti klasific� t, jo nav iesp� jams novilkt 

prec�zas robe�as starp atmi� u t� lojumu, atmi� u gr� matu, dokument� lo prozu, dokument� lo dzeju u. 

tml. Koncepts egoteksts p� rkl� j autobiogr� fiskos tekstus, fokus� joties ne tik daudz uz teksta 

�anrisko pieder�bu, bet uz taj�  t� lotajiem notikumiem un to iespaidu uz indiv�da ego.  

P� t�juma m� r� is ir izkristaliz� t atmi� as kategorijas noz�mi M. Z� l�tes autobiogr� fiskaj�  

rom� n�  „Pieci pirksti”, skaidrot narat�va starpdisciplin� r� s iez�mes rakstnieces dai�rades un 

postpadomju literat	 ras kontekst� .  

Literat	 rzin� tniece S. Meškova nor� da: „Anita Liepa ar rom� nu „Ekshum� cija” aizs� k 

p� cpadomju autobiogr� fisko trad�ciju 1990. gad� , Vizma Belševica taj�  ienes b	 tiskas izmai� as 90. 

gadu vid	 .” (Meškova 2002:14) 

Šaj�  laik�  izn� k ar� autobiogr� fiski trimdas latviešu rakstnie
 u darbi – Agates Nesaules 

„Sieviete dzintar� ” (1997) un Margitas G	 tmanes „V� stules m� tei” (1998). 

„Vizmas Belševicas, Margitas G	 tmanes un Agates Nesaules autobiogr� fiskie teksti paplašina 

un da�� do Anitas Liepas iedibin� to autobiogr� fisko trad�ciju, ienesot taj�  atš� ir�gu autobiogr� fisko 

modalit� ti un realiz� jot citas autobiogr� fisk� s intences. Vizma Belševica darbos „Bille” (1995), 

„Bille dz�vo t� l� k” (1996) un „Billes skaist�  jaun�ba” (1999), rakstot par savu b� rn�bu un pusaudzes 

gadiem, atkl� j noteiktas nianses Latvijas v� stur� , kur� m bijusi par liecinieci un kuras vi� a izprot 

atš� ir�gi no visp� rpie� emt�  viedok�a, opon� jot m�tam par Ulma� laiku parad�zi, kas treš� s Atmodas 

kontekst�  skan� ja uzb� z�gi ska�i, t� d� j� di veicot noteiktas korekcijas jaunkonstru� taj�  Latvijas 

v� stures ain� .” (Meškova 2002: 20) 

A. Liepas autobiogr� fiskais darbs, kas izdots uz PSRS sabrukuma sliekš� a, liecina par agr�nu 

postkoloni� lisma s� kotni latviešu literat	 r� . Edvarda Saida,  Deivida 
 ioni M	 ra (David Chioni 

Moore) pieteikt� s postkoloni� lisma teorijas Baltijas kontekst�  izv� rt�  Benedikts Kalna
 s, uzsverot: 

„Starptautisk�  kontekst�  par pav� rsiena punktu Baltijas koloni� l� s pieredzes aktualiz� cij�  

uzl	 kojama Deivida 
 ioni M	 ra raksta „Vai ‘post’ v� rd�  ‘postkoloni� lisms’ ir ar� ‘post’ v� rd�  

‘postpadomju’? Tiecoties uz glob� lu postkoloni� lo kritiku” publik� cija 2001. gad� . (..) M	 rs uzsver, 

ka postpadomju sf� ra iek�aujama postkoloni� l� s kritikas interešu lok� , jo tai piem�t viena no 

svar�g� kaj� m diskursa iez�m� m.” (Kalna
 s 2013: 432) 

Postkoloni� l� s situ� cijas priekšnoteikums ir atmi� u reprezent� cija, da�� du telplaiku un varu 

pieredzes izkl� sts un pretstat�jums kult	 r� . Reli� iju p� tnieks Jans Asmans (Jan Assmann) uzsver, ka 

„atmi� a ir identit� tes saistviela, kas ar atcer� šan� s starpniec�bu vieno sabiedr�bu. Kop�go identit� ti 

rada cilv� ku atmi� as.” (Assmann 2006: 87�88) 

Ar atmi� as k�  saistvielas pal�dz�bu literat	 r�  tiek rekonstru� tas padomju laika z�mes, kas 

atspogu�o v� sturisko, kult	 rantropolo� isko un soci� lo kontekstu, jo �paši spilgti tas v� rojams šaj�  

p� t�jum�  apl	 kotajos fem�najos narat�vos. 
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„Autobiogr� fisk�  rakst�ba plaši izplat� s Eiropas literat	 r�  20. gadsimta p� d� j� s desmitgad� s, 

izraisot v� l nebijušu interesi par to ar� no literat	 rzin� tnes puses. Autobiogr� fisks teksts saasina 

jaut� jumu, vai tekstam ir „� rpuse”, proti, autora/es re� li dz�vot�  dz�ve, un k� d�  veid�  t�  saist� s ar 

pašu tekstu – k�  š�s dz�ves notikumi ir si�etiskoti un iestr� d� ti da�� du l�me� u un da�� du smalkumu 

tekstu� l� s strukt	 r� s.” (Meškova 2002: 57–58) 

 Atmi� u t� lojums autobiogr� fiskos tekstos ir neaizst� jams po� tisko fonu veidojošs elements, 

t�  projekcija si�et�  atainojas da�� dos veidos – gan k�  atmi��  atsauktu pag� tnes notikumu p� rst� sts, 

kas atspogu�ojas caur telplaika kontur� jumu, gan k�  liter� raj�  darb�  atveidoto t� lu refleksijas.  

M� ras Z� l�tes (1952) rom� n�  „Pieci pirksti” atveidotais si�ets sasaucas ar autores 

dz�vesst� stu. Taj�  atmi� as kategorija atainojas caur Sib�rijas un Latvijas saš� elt�  telplaika un 

b� rn�bas segmentiem,  traumatisko pieredzi, v� stures un sociokult	 ras z�mju atveidi. 

M. Z� l�te dzimusi 1952. gad�  Krasnojarskas apgabal�  Sib�rij � , kur izs	 t�jum�  atrodas vi� as 

vec� m� te ar d� lu un meitu, savuk� rt vect� vs g� jis boj�  „Vjatlag� ” – Vjatkas nometn�  1941. gad�  

(pieder�gie to uzzina tikai 1989. g.). Sib�rij �  � imene nodz�vo l�dz 1956. gadam, kad tiek sa� emta 

at�auja atgriezties Latvij� . 
 etrarpus gadu vecum�  M. Z� l�te kop�  ar � imeni nok�	 st Zemgal�  – 

Slampes ciem� . Iesp� jams tas ir viens no iemesliem, k� d��  dzejnieces tekstos tik b	 tiska ir 

v� sturisk� s atmi� as un nacion� l� s identit� tes t� ma. Savuk� rt pati autore apliecina savas dz�ves 

pieredzes un rom� na sasaisti, akcent� jot biogr� fisko faktu publiskošanas ar liter� ra darba 

starpniec�bu neviennoz�m�go situ� ciju. 

M. Z� l�te atz�st: „Publiskais t� ls ir k�  izejam� s dr� bes. T� s vai nu atbilst, vai neatbilst tavam 

re� lajam izm� ram. Ja pirms gadiem piecpadsmit man vienm� r š� ita, ka esmu maz� ka, s�k� ka nek�  

publiskais „br�niš�� gais m� telis”, tad tagad ir otr� di.” (Ikstena 2003: 13�14) Autores person�g�  

v� lme uzrakst�t autobiogr� fisku rom� nu, apliecina t�  v� rt�bu, kas ietver sev� plašu, ne tikai M. 

Z� l�tes un vi� as � imenes, bet ar� visas latviešu tautas kolekt�v� s atmi� as v� sturisku un nacion� lu 

noz�mi. 

„Individu� lais m�ts k�	 st par visas kult	 ras modeli.” (Dvorecka 2011: 25) M. Z� l�te ar atmi� as 

kategorijas izmantojumu caur liter� ru tekstu atkl� jot notikumus no savas dz�ves, demitolo� iz�  

v� sturisko telplaiku un tam piederoš� s re� lijas, t� lojot konkr� tas sadz�ves ainas vai rom� n�  

darbojošos person� �u raksturus. Autore vienlaikus ataino aizg� juš�  laika emocion� lo fonu, kas 

apliecina m	 sdienu latviešu literat	 ras tendences, – kolekt�v� s atmi� as, traumas un 

autobiogr� fiskuma kl� tesam�bu, lai paustu attieksmi pret past� vošo re��mu un pag� tnes 

notikumiem.  M. Z� l�te si�etu t� lo no piecus gadus veca b� rna poz�cij� m, kas darbu emocion� li 

pies� tina un zin� m�  m� r�  autori att� lina no teksta.   

Intervij�  �urn� lam „Paties�  Dz�ve” autore atkl� j: „ Un no t� s meitenes distanc� jos, bet 

vienlaikus ar� identific� jos. To sare��� ti izst� st�t. Kas attiecas uz galvenajiem, man tuv� kajiem, 
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m��� kajiem cilv� kiem, tur ir t� da... �oti tuvu �sten�bai un da�k� rt – piln�ga sakrit�ba. Protams, varb	 t 

meiten�tes redzes le�� is vi� us deform� , jo b� rna uztvere nav t� da k�  pieaugušajam.” (Z� l�te 2013) 

Atmi� as atspogu�ojums ir b� rna uztveres un apzi� as reduc� jumu spogulis, t� s kategorija spilgti 

izpau�as caur b� rn�bas segmentu.  

B� rn�bas segments 

V� st�jums caur b� rna skata punktu ir k�  skat�jums no malas, pa�� miens, ar kura starpniec�bu 

v� st�t� js distanc� jas no notikumiem, imit�  neitr� lu naratoru un kas ir notur�ga trad�cija latviešu 

literat	 r� .  

 „Autobiogr� fijas vai liter� rie teksti ar autobiogr� fiskajiem elementiem, kuros domin�  

b� rn�bas koncepts, Eiropas liter� raj�  telp� , taj�  skait�  latviešu proz�  (J� kabs Zvaigzn�te, Doku Atis, 

J. Poruks), g	 st popularit� ti jau kopš 19. gadsimta otr� s puses. (..) Jau 19. – 20. gs. mij�  tapušaj�  

latviešu proz�  pieteikta koncepcija, ka b� rn�bas pieredze un izj	 tas cilv� ku pavada visu m	 �u un 

k�	 st par stabilu rakstnieku dai�rades pamatu. Ar� 20. – 30. gadu prozas autoriem (A. Brigadere, E 

Birznieks-Up�tis, Aspazija, A. Austri� š, J. Širmanis, J. Gr�zi� š, J. Jaunsudrabi� š, L. P� r�upe) 

b� rn�bas t� lojums k�	 st par b	 tisku dai�rades sast� vda�u vai pat dominanti, kuras izv� le nav 

nejauša.” (Rinkevi
 a 2011: 10–11) 

Ar b� rna skat�jumu un atmi� u t� lojuma starpniec�bu tiek iev� rota sava veida distance no 

atainotajiem notikumiem, vair� k tiek atkl� tas jaunas emocion� las š� autnes un v� st�juma gar�g� s 

perspekt�vas. Autori izmanto b� rn�bas atmi� as, lai iedzi�in� tos pieaugušajiem pašsaprotam� s t� m� s, 

lai atrastu ikdieniš� o neikdieniš� aj� , cit� do pierastaj� . 

Literat	 rzin� tnieks Vladimirs Toporovs nor� da: „Interese par rakstnieka „biogr� fiju” un 

p� rliec�ba teksta „biogr� fiskum� ” nav nejauša, jo atspogu�o re� li eksist� jošas (kaut ar� l�dz galam 

neizprotamas) saiknes starp dzejnieku un tekstu, abu vienot�bu.” (/ 0 ! �  1993: 18) Caur atmi�� m 

tiek atainota Padomju Latvija. T�  tiek pretstat�ta Sib�rijas destrukt�vajai telpai, autore ar atmi� u 

kategorijas pal�dz�bu dekod�  sovjetiz� cijas problem� tiku. 

Latvijas sovjetiz� cijas segments 

Padomju Latvijas telpa no M. Z� l�tes rom� na „Pieci pirksti” person� �u skatpunkta tiek v� rt� ta 

da�� dos veidos. Lielu vilšanos t�  sag� d�  no Sib�rijas atbraukušajiem latviešiem, kam Latvija 

atmi�� s ir palikusi k�  c� la, skaista un v� rt�g� m atmi�� m pies� tin� ta telpa. Atainot�  dz�vesvietas 

mai� a, atgriešan� s Zemgales lauku s� t�  no barakas Sib�rij � , uzjund� Andas atmi�� s neviltotu 

r	 gtumu par to, kas bija un vairs nepast� v. Vi� u sanikno iepriekš idealiz� t�  Latvija, centr� l�  laimes 

zeme, ir sagrauts tas telplaiks, ko vi� a k� dreiz ir pieredz� jusi.   

„– Un šit� da tagad ir Latvija? Un šit� da ir Latvija? – Mamma pukojas visu ce�u, nevar un 

nevar nomierin� ties. Laurai vienreiz pietiek! – Nerun�  sliktu par Latviju! – Laura apst� jas un 

uzkliedz Mammai. Ar� Laurai var beigties paciet�ba! Ar� Laurai var b	 t lielas dusmas!” (Z� l�te 

2013: 81)  
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Lai ietu uz veikalu p� c produktiem, Lauras m� te �oti pošas, jo vi� as atmi��  dzimt�  ciema 

veikals ir saglab� jies k�  emocion� la gaišuma, laipn�bas un p� rpiln�bas piepild�ta telpa, kurai piemita 

sava kult	 ra. M� te dal� s sav� s atmi�� s ar Lauru, p� rdz�vo š�br��a skarbo un nepie� emamo realit� ti. 

„B� rns, ja tu zin� tu, k� ds mums k� dreiz bija veikals! (..) Goldšteina kungs bija tik sol�ds, 

Goldšteina kundze tik laipna! Veikal�  bija viss! Piln�gi viss! Lielajiem pied� v� ja kafiju, b� rniem 

limon� di. (..) Ar visiem aprun� j� s. Tik labi cilv� ki! – Mamma j	 smo caur asar� m.” (Turpat: 80) 

Latvijas telpas koncepts ieg	 st plaš� ku noz�mju spektru – Latvija Lauras ac�s ir kaut kas 

vair� k par telpu, vi� ai nav person�g� s pieredzes par to Latviju, kas bija pirms izs	 t�juma, jo Laura ir 

dzimusi barak� . Tom� r meiten�  m�t patriotisks gars, un vi� as atmi��  par iepriekš dzird� to Latvija ir 

sava veida zaud� t�  parad�ze, k�  neaizsarg� ta telpa, kam nav varas p� r taj�  notiekošo.   

„Laurai j� b	 t bargai, dikti bargai, jo k� dam ta
 u Latvija ir j� aizst� v. Sib�rij �  neviens nerun� ja 

sliktu par Latviju. Ka tikai tiktu Latvij� ! Latvija tik skaista, Latvija tik m��a! Bez Latvijas beidz� s 

vai nost. Bet tagad? Tas nav labi un šitas!” (Turpat: 82) 

Latvija varo� u atmi�� s tiek t� lota ar atš� ir�gu emociju ekspresiju: spilgtu sentimentu pau� 

Lauras m� te, kas atgrie�as sav� s dzimtaj� s m� j� s. Tam tiek pretstat�ta Lauras un vi� as t� va jaun�  

pieredze par Avotu m� j� m un nezi� a par to, k�  bijis agr� k.   

„M � s nezin� m, k�  bija agr� k, mums ir viegl� k. – K�  bija agr� k? – Agr� k bija t� , k�  tam ir 

j� b	 t. Nerun�  pa vidu! K� p� c vi� a atceras? Laura gan neatceras.” (Turpat: 51–52) 

Lauras uztver�  Latvija vienalga ir p� rpiln�bas zeme, jo meitenes pieredze par apst� k�iem 

barak� , sastopoties ar nez�� u rav� šanu Latvij� , raisa lielu izbr�nu. Lauras uzman�ba un jaut� jumi 

inici�  konfliktu ar vi� as m� ti, kas neizprot to, ka Lauras zin� šanas par badu ir ieg	 tas no cilv� ku 

atmi�� m, kas to ir piedz�vojuši. Bads k�  traumatiska pieredze sastopama ar� Lauras m� tes atmi�� s. 

„– Lauri� , bada vairs nekad neb	 s, nekad. Latvij�  neb	 s bada. N� tres un balandas Latvij�  ir 

nez� les, t� pat k�  guš� as un šit�  nol� p�t�  v� rpata! Viss j� rauj � r� ! N� c lab� k pal�g� . (..) – Ko tu, 

mazais krupi, visp� r vari muld� t! Tu �stu badu visp� r neesi redz� jusi! Ko tu, johaid�, zini par badu! 

(..) J� , kad Laura Sib�rij �  piedzima, �stais bads bija beidzies. Bet pusbads bija palicis. Bet m	 � �gs 

izsalkums bija palicis. T� pat k�  bija palikušas bailes no bada un atmi� as. Bads var� ja atgriezties, 

var� ja atkal uzn� kt kuru katru dienu.” (Turpat: 61) Latvijas sovetiz� cijas diskurss M. Z� l�tes 

rom� n�  „Pieci pirksti” tiek model� ts caur s� p�g� m atmi�� m par pag� tni un tagadnes nolemt�bu, kas 

politisk� s situ� cijas izmai� u kontekst�  ir noz�m�gs rom� na t� lu atmi� u iespaidot� js. 

Traumatisma mot�vi  

Amerik�� u sociologs Arturs N�ls nor� da: „Notikums par kolekt�vo traumu k�	 st tad, ja tas 

apdraud vai nopietni grauj m	 su soci� l� s realit� tes pierasto v� rt� jumu. T� dos gad�jumos rodas 

šaubas par n� kotni k�  pag� tnes paplašin� jumu un soci� lie notikumi tiek uztverti k�  p� rtraukt�ba.” 

(Neal 1998: 58) 
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Traumatisku pieredzi Laurai atkl� j t� vs, st� stot par savas sievas izs	 t�jum�  pieredz� to, kas 

l�dz šim br�dim ir saglab� jies vi� as atmi�� s. Vardarb�gie apst� k�i ir atst� juši smagu iespaidu uz 

Lauras mammas psihoemocion� lo st� vokli. 

„Mamma, jauna, skaista meitene. Kop�  ar krimin� lajiem, vis� diem zekiem. Ar mauk� m un 

slepkavniekiem! Mamma jau nest� sta, pat man vi� a nest� sta, bet es varu iedom� ties. Es zinu! T� p� c 

jau nakt�s kliedz. Neesmu tik stulbs, lai dom� tu, ka vi� u neaiztika!” (Z� l�te 2013: 52) 

Literat	 ras teor� ti� is Viktors Šklovskis nor� da, ka „autobiogr� fij �  �paša loma ir b� rn�bas 

iespaidiem. B� rnam rakstur�ga bezr	 p�ga noš� irt�ba un atsvešin� t�ba.” (1�� ����2  1974: 32) 

Lauras k�  rom� na galven� s varones un centr� l�  t� la atmi� as tiek reprezent� tas visplaš� k, tom� r 

reiz� m š� ietami priec�gais un bezb� d�gais b� rns neatceras un nev� las atcer� ties dz�vi Sib�rij � .  

„T �  ir taisn�ba, ka Laura neko neatceras. Itin k� ds ar dz� šgumiju b	 tu Lauras atmi� as izdz� sis. 

Vi � a atceras tikai gaid�šanu, kad var� s braukt m� j� s uz Latviju.” (Z� l�te 2013: 227) 

Rom� n�  vair� kk� rt tiek uzsv� rta cilv� ku, kas nav bijuši Sib�rij � , uzst� j�g�  zi� k� re par dz�vi 

izs	 t�jum� .  

„Šad un tad, kad abas ir divas vien, M�ma Laurai l	 dzas, lai ta
 u past� stot k� du v� rdi� u par 

Sib�riju. Kam� r neviens nedzird. Klusu klus�ti�� m. Vai t�  nu varot b	 t, ka Laura neko, itin neko 

neatceras? Paliels meitens ta
 u tom� r jau bijuse.” (Turpat: 227) 

Lauras st� sti ir fragment� ri, M�mai, Papum un citiem bie�i vien nesaprotami. Laura zina, ka 

par Sib�riju nedr�kst daudz st� st�t. Vi� a dzird, k�  m� te un t� vs bie�i vien citiem melo par izs	 t�jum�  

pieredz� to, jo uzskata, ka neviens t� pat netic� s. Atbrauc� ji v� las atbr�voties no pag� tnes nastas un 

atmi�� m, kas vi� us nom� c. 

Sociokult	 ras z�mes 

Ne viss, ko Laura ir piedz�vojusi Sib�rij � , raisa vi��  negat�vas emocijas. Sociokult	 ras z�mes, 

kas par� d� s rom� n� , ir siltas atmi� as raisošas, t� s Laura pat lietder�gi izmanto, izliekoties, ka prot 

z�l� t. 

„Laura paz�st k� ršu varu p� r cilv� kiem. Atceras, k�  cilv� ki Madal�nas priekš�  m� dza noklust. 

K�  p� rv� rt� s k� r�  zin� t savu n� kotni, tr�cot un drebot itin k�  augst� k� s varas priekš� . Madal�nas 

priekš� , kurai k� jas bij sal�  nosalušas nost, biedrene u
 astkovija sieva tr�c� ja sav�  sesk� das ka�ok� . 

Bukas, Lauras vec� sm� tes ka�ok� , kurš, par laimi, bija pa� emts l�dzi no Latvijas un iemain�ts pret 

maisu ar zir� iem. Laura liek liet�  Madal�nas v� rdus un iznešanos.” (Turpat: 254) 

3patn� ju noz�mi un rom� n�  atveidoto zemtekstu ietver v� l viena kult	 rz�me, ko inici�  atmi� u 

uzplaiksn�jums – dziesma, ko Laurai barak�  iem� c�ja Asja.  

„Asja dzied� ja šo. Kur t�  melodija bija agr� k? (...) Lai nu k� , bet Laura dzied. S� kum�  vair� k 

pie sevis, bet, kad melodija un v� rdi n� k un n� k, ce�as un ve�as nezin no kurienes, vi� a vairs nej	 t 

apk� rtni. Laura dzied vecajai � belei, e�iem, d� rzam, dzied visai pasaulei.” (Turpat: 263) 
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Laura, pak� peniski atceroties dziesmu, nodzied operas „Madam Butterfly” fragmentus, kas 

savuk� rt M�mai liek atcer� ties Ulma� laiku kult	 ras dz�vi.  

„Agr � k šad un tad vi� i ir bijuši Oper� . Kad Reinis stud� ja R�g� . Reinim patika operas, par 

varas makti vi� am vajadz� ja, lai Papus ar M�mu ar� redz Balto namu, pirka bi�etes, bija j� brauc, bija 

j� iet. (..) Tauri� š! J� , Madam Baterflei, vai t�  nesauca to gabalu?” (Turpat: 265) 

„Soci� l�  atmi� a ir viena no kolekt�vo identit� ti j � gveidojošaj� m strukt	 r� m, un s� p�g� s 

pag� tnes notikumu piemin� šana nav neitr� ls v� sturisku faktu atspogu�ojums – t�  raksturo m	 sdienu 

sabiedr�bas mor� los un politiskos orientierus, izpratni par sevi un sav� m attiec�b� m ar citiem, k�  ar� 

�auj ieraudz�t šo raksturojumu izmai� as laika gait� .” (Kapr� ns, Procevska, Uzule, Saul�tis 2012: 13) 

J� secina, ka M. Z� l�tes rom� n�  „Pieci pirksti” atmi� as kategorijas atveid�  konstat� jami 

vair� ki segmenti – Sib�rijas un Latvijas pretstat�jums, b� rn�ba, traumatisms, v� stures un 

sociokult	 ras z�mes. To izmantojums skaidrojams ar autores person�go pieredzi, pozicion� to liter� ro 

trad�ciju un soci� lpolitiskajiem apst� k�iem. Atmi� as kategorijas atainojums rom� n�  nav viendab�gs, 

tas ir atkar�gs no t� loto varo� u vecuma un pieredzes. Atmi� u centr�  ir Latvijas k�  zaud� t� s 

parad�zes t� ls, kas sasaucas ar latviešu nacion� l� s identit� tes problem� tiku. 
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Abstract 

Comparisons with Ornithonyms Characterising Human Appearance in Works by Anna Brigadere 
Key words: Anna Brigadere, comparative constructions, anthropocentric comparisons, human appearance, ornithonyms 
Ornithonyms as an integral part of a mythological, folkloric and literary discourse activate a wide range of associations 
and open up limitless opportunities of nomination; these nominations are used within various linguacultures in specific 
and at the same time universal ways. The nomination of birds is often built on the basis of a comparison. 
The lexeme ‘bird’ is the most widely represented basis of comparison in the collection of comparative constructions 
elicited from A. Brigadere’s works (63 instances of the use of a hyperonym in its base forms); in the same vein the 
author actively uses definite nominations of birds characteristic of her native country (a swallow, a dove, a hawk, a 
swan, etc.) and other elements related to the avian world (a feather, a wing, a nest, etc.). The comparisons of this kind 
may be divided into three broader semantic groups: a) an attribute of the material world = a bird, b) an attribute of the 
natural world = a bird, c) a human being = a bird, the latter being the prevailing one. Anthropocentric (human-oriented) 
comparisons characterize the literary characters by their a) appearance, b) skills and abilities, c) feelings and emotions, 
d) type of activity and behaviour. 
When describing the characters’ appearance, Brigadere primarily highlights the individual parts of their bodies: hair (as 
a little nest where one can print one’s head); eyes (running and darting around as a partridge’s nestlings); nose 
(spotted as a lapwing’s egg); neck (as long as a crane’s neck); hands (embraces as in a bird’s nails); elbows (as rain-
soaked wings). Secondly, the characters body dimensions are mentioned by providing the descriptions of people of 
small stature (Annele becomes so small as a pupil on the flower stalk) and small weight (the queen so light as if in a 
bird’s feathers). Thirdly, the typicality of appearance is fixed (you take after her like an egg after egg), or, on the 
contrary, one’s overly tended appearance is marked (as the ‘shop fellows’ hatched from an egg). Some ornithonyms are 
included in the descriptions of costumes (hats fly away like feathers), and the fixation of the contours a human’s shadow 
(flew like a bird with twisted wings). 
Considering the group of excerpts analyzed one can hardly speak about the prevalence of certain ornithonyms; every 
ornithonym reveals a certain segment of a character’s appearance created by Brigadere (white as a swan; as light as a 
swallow, etc.). For this purpose, the writer prefers traditional, stable comparisons that are fixed in dictionaries, although 
in some cases, the motivation for the selection of the basis of the comparison is rather clear (a similar shape, color, size, 
weight, etc.). 
 
Kopsavilkums 

Cilv%ka $rieni raksturojošie sal&dzin$jumi ar orniton &miem Annas Brigaderes darbos 
Atsl� gv� rdi: Anna Brigadere, sal�dzin� jumi, antropocentriskie sal�dzin� jumi, cilv� ka � riene, orniton�mi     
Orniton�mi k�  organiska mitolo� isk� , folkloras un liter� r�  diskursa da�a aktiviz�  plašu asoci� ciju spektru un paver 
neierobe�otas nomin� cijas iesp� jas, kas specifisk�  un reiz�  univers� l�  veid�  izpau�as da�� du lingvokult	 ru ietvaros. 
Sam� r�  bie�i putnu nomin� cija veidota uz sal�dzin� juma (l�dz�bas un atš� ir�bu) pamata.  
Leks� ma „putns” ir visplaš� k p� rst� v� tais etalons (komponents, ar ko sal�dzina) Annas Brigaderes dai�rad�  ekscerp� to 
komparat�vo konstrukciju kl� st�  (63 hiperon�ma lietošanas gad�jumi t�  pamatform� ), tikpat akt�vi autore izmanto 
konkr� tas, vi� as dzimtajai pusei rakstur�gas putnu nomin� cijas (bezdel�ga, d	 ja, vanags, gulbis u. tml.) un citus putnu 
pasaulei piederošus elementus (spalva, sp� rns, ligzda u. tml.). Š� di sal�dzin� jumi noš� irami tr�s plaš� k� s semantiskaj� s 
grup� s: a) materi� l� s pasaules atrib	 ts = putns, b) dabas pasaules atrib	 ts = putns, c) cilv� ks = putns, no kuriem p� d� jais 
ir domin� jošs. Antropocentriskie (uz cilv� ku v� rstie) sal�dzin� jumi raksturo person� �u a) � r� jo izskatu, b) prasmes un 
iema� as, c) j	 tas un emocijas, d) darb�bas un r�c�bas veidu. 
Person� �u � rienes atveidojum�  A. Brigadere pirm� m k� rt� m izce� to atseviš� as � erme� a da�as: matus (k�  ligzdi( a, kur 
var iespiest galvu); acis (skraida un šaud� s k�  irbes b� rni); degunu (raibs k�  /� v�tes ola); kaklu (tikpat garš k�  dz� rvei); 
rokas (ieskauj k�  putna nagos); elko� us (k�  nolijušies sp� rni). Otrk� rt, pieteikti person� �u � erme� a gabar�ti, sniedzot 
maza auguma (Annele paliek tik maza k�  z�l�te uz pu/ u k� ta) un viegla svara (karaliene viegla, k�  iekš putnu spalvas) 
cilv� ku aprakstus. Trešk� rt, fiks� ts � rienes tipiskums (tu vi( ai l�dzinies k�  ola olai) vai glu�i pret� ji – mar�� ta p� r� k 
izkopt�  cilv� ka � riene (k�  no olas izš/ iltie “bodsze��i” ). Da�i orniton�mi iek�auti t� rpu aprakstos (cepures aizripo k�  
spalvas) un cilv� ka � nas kont	 ru fiks� cij�  (laid� s k�  putns izme��� tiem sp� rniem). 
Analiz� jam�  ekscerptu grup�  nevar run� t par atseviš� u orniton�mu dominanti, katrs no tiem atkl� j k� du noteiktu 
A. Brigaderes person� �a � rienes segmentu (balts k�  gulbis; viegls k�  bezdel�ga u. c.). Šim nol	 kam autore galvenok� rt 
izv� las tradicion� lus, stabilus sal�dzin� jumus, kas ir fiks� ti v� rdn�c� s, kaut gan ar� citos gad�jumos etalona izv� les 
motiv� cija ir pietiekami skaidra (l�dz�ga forma, kr� sa, izm� rs, svars u. tml.). 
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Ievads 

Putni ir noz�m�gi vair� k� s mitolo� iskaj� s sist� m� s un ritu� laj� s darb�b� s. Tie realiz� jas 

da�� dos statusos un lom� s (diev�bas, demiurgi, varo� i, tot� miski sen
 i u. tml.), veido sazarotu 

attiec�bu sist� mu (nereti ar � rgli un kraukli priekšgal� ) un opoz�ciju virkni (� rg�a [debesu] un 
	 skas 

[zemes] c�� as mot�vs) un ir apvelt�ti ar plašu un daudzveid�gu simboliku (dv� sele, br�v�ba, saule, 

liktenis, kaisle u. tml.) (ME II: 291–292). Putnu simboliskaj�  trakt� jum�  sapl	 st m�tiskais 

(prof� nais) un reli� iskais (sakr� lais) komponents (piem., balodis ir sastopams k�  miruš�  dv� seles 

simbols, debesu v� stnieks un reiz�  – k�  sv� t�  Gara reprezentants) (ME II: 292–293). Tikpat krasi 

izpau�as putna t� la polivalent� , enantios� misk�  daba (vistieš� k – dz�v�bas un n� ves idejas 

pretrun�gaj�  savijum� ) (=$�:���  2009: 16).  

Putni past� v�gi atrodas cilv� kam l�dz� s. Mitolo� ij �  un folklor�  sastopams mot�vs par dievu 

p� rv� ršanos putnos, k�  ar� v� rojami da�� di hibridiz� cijas, fantastisk�  „miksa” gad�jumi (sir� nas un 

harpijas sengrie� u v� st�jumos; jaunava-gulbis sl� vu, skandin� vu un citu tautu m�tu un pasaku 

si�etos u. tml.). Putni par� d� s cieš�  saist�b�  ar cilv� ka kult	 ru, vi� a ikdienas un saimniecisko 

darb�bu. Tie ir atspogu�oti cilv� ka rad�taj� s mutv� rdu (po� tisk�  folkloras trad�cija) un rakstveida 

(liter� rie darbi) liec�b� s, k�  ar� fiks� ti daudz� s cit� s m� kslas form� s un �anros (rokdarbi, gleznas, 

skulpt	 ras, kinofilmas, dziesmu teksti u. tml.). Tik daudzveid�g�  putnu koda aktualiz� cija izraisa 

da�� du nozaru un discipl�nu (etnogr� fija, tulkojumzin� tne, literat	 rzin� tne), k�  ar� robe�zin� t� u 

(lingvokulturo� ija, lingvofolkloristika) p� rst� vju p� tniecisko interesi (��"�� ��  2004: 4; =$�:���  

2009: 3–4). 

Orniton�mi (no gr. ornis [ornithos] ‘putns’ un sengr. onoma, onima ‘v � rds, nosaukums’ – 

dom� ti putnu apz�m� jumi) ir katras valodas neat� emams v� rdu kopums un pieder akt�vajam 

leksikas kr� jumam (��"�� ��  2004: 8). Zin� tnieki uzsver, ka putnu apz�m� jumi ir konceptu� li 

svar�gs un emocion� li pies� tin� ts nacion� l� s valodas pasaules ainas segments (=$�:���  2009: 3–4), 

ko sekm�  mitolo� isk�  (ma� isk� s dom� šanas ietekme), reli� isk�  (putnu iedal�jums „sv� tajos” un 

„d� moniskajos”) un iera�u (kulti, ritu� li) simbolika (= �����  2004: 13–14) un kas m� dz izpausties 

tradicion� l�  (	 zusam atbilstoš� ) vai ar� individu� l�  (k�  autora fant� zijas rezult� ts) veid� .  

P%t&juma m%r( is: veikt A. Brigaderes sal�dzin� jumos iek�auto orniton�mu, kas raksturo 

cilv� ka � rieni, kompleksa anal�zi: 

a) atkl� jot putnu apz�m� jumu daudzveid�bu un noz�mi rakstnieces veidotaj�  m� kslinieciskaj�  

telp� ; 

b) nosakot autores lietoto sal�dzin� jumu statusu (tradicion� lie vai individu� lie); 

c) preciz� jot, cik liel�  m� r�  š� du izv� li noteikusi person�g�   un nacion� l� , mitolo� isk�  un reli� isk�  

pieredze. 
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P%t&juma uzdevumi: 

1) sal�dzin� jumu ar cilv� ka � rieni raksturojošiem orniton�miem konstat� cija vis�   

A. Brigaderes tekstu korpus� ; 

2) ieg	 to ekscerptu un to komponentu klasifik� cija un anal�ze; 

3) rezult� tu apkopojums un galvenie secin� jumi. 

P%t&juma objekts un p%tniecisk$ b$ze: A. Brigaderes dai�rad�  (dzej�  un proz� ) 

sal�dzin� jumu etalona status�  lietotie orniton�mi, kas aktualiz�  person� �u � r� j�  izskata nianses  

(232 konteksti no ekscerp� to rakstnieces sal�dzin� jumu kopfonda, kas šobr�d p� rsniedz  

4,5 t	 kstošus vien�bu). 

P%t&juma metodes: kvalitat�v�  (aprakstoš� ) un kvantitat�v�  (statistisk� ) metode, k�  ar� 

komponentu anal�ze. 

Materi $la kvantitat&v$ anal&ze 

Leks� ma „putns” ir visplaš� k p� rst� v� tais etalons (komponents, ar ko sal�dzina)11                  

A. Brigaderes dai�rad�  ekscerp� to komparat�vo konstrukciju kl� st� : 63 hiperon�ma lietošanas 

gad�jumi t�  pamatform� , 16 deminut�vformu „putni� š” un „putn� ns” aktualiz� cijas un 17 autores 

lietotie hiperon�ma savienojumi ar citiem leksiski semantisk� s grupas „putni” komponentiem: bars, 

sp� rni, bied� klis, spalva, kn� bis u. c. Kop�  tie ir 96 konteksti jeb 41,38 % no A. Brigaderes „putnu” 

sal�dzin� jumu kopskaita. Liter� te sam� r�  akt�vi izmanto konkr� tas, vi� as dzimtajai pusei rakstur�g� s 

putnu nomin� cijas (bezdel�ga (13), d	 ja (8), vanags (8), � rglis (6), balodis (5), c�rulis (5) u. tml.), k�  

ar� daudzveid�gu putnu pasaules atrib	 tiku (sp� rni (17), spalva (15), ola (6), ligzda (3)).  

Orniton�mus ietverošie sal�dzin� jumi noš� irami tr�s plaš� k� s semantiskaj� s grup� s: 

a) materi� l� s pasaules atrib� ts (priekšmets, celtne vai t�  da�a, � eogr� fiskais objekts) k�  putns: 17 

ekscerpti, kas ir 7,33 % no konstat� to sal�dzin� jumu kopskaita; 

b) dabas pasaules atrib� ts (augi, dz�vnieki, putni, k�  ar� stihijas un pamatelementi) k�  putns: 20 

ekscerpti, kas ir 8,62 % no konstat� to sal�dzin� jumu kopskaita; 

c) cilv� ks k�  putns: 195 ekscerpti, kas ir 84,05 % no konstat� to sal�dzin� jumu kopskaita. 

Domin� jošais antropocentrisko (uz cilv� ku v� rsto) sal�dzin� jumu bloks iedal� ms v� l s�k� k. 

Taj�  ietilpst konstrukcijas, kas raksturo person� �u: 

1) � r� jo izskatu: 37 ekscerpti, kas ir 15,95 % no konstat� to sal�dzin� jumu kopskaita; 

2) prasmes un iema� as: 40 ekscerpti, kas ir 17,24 % no konstat� to sal�dzin� jumu kopskaita; 

3) j	 tas un emocijas: 35 ekscerpti, kas ir 15,08 % no konstat� to sal�dzin� jumu kopskaita; 

                                                 
11 P� t�jum�  akcept� ts profesores Nade�das Devjatovas publik� cij� s un monogr� fij � s aprob� tais sal�dzin� jumu 
iedal�jums 4 pamatkomponentos: sal�dzin� juma objekts (tas, ko sal�dzina), sal�dzin� juma etalons (tas, ar ko sal�dzina), 
komparat�v�  konstante (sal�dzinajuma modulis, resp., darb�ba) un sal�dzin� m� s attieksmes rad�t� js (liel� koties – saiklis 
„k � ”) (Plaš� k sk.: <���� ��  2010: 15 u. c.). 
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4) darb�bas un r�c�bas veidu (liel� koties p� rvietošanos telp� ): 62 ekscerpti, kas ir 26,72 % no 

konstat� to sal�dzin� jumu kopskaita; 

5) orient� ciju laiktelp� , ekstrem� l� s dz�ves situ� cijas un da�as rakstura iez�mes:  

21 ekscerpts, kas ir 9,05 % no konstat� to sal�dzin� jumu kopskaita. 

Galvenie secin$jumi [1] :  

- raksts tikai aizs� k plaš� ku tematisku p� t�jumu s� riju, par ko tiek akt�vi gatavotas publik� cijas; 

- izv� l� tais antropocentrisko sal�dzin� jumu mode�a segments nav domin� jošs analiz� jamo 

sal�dzin� jumu fond� , tom� r t�  ir specifiska un v� r�  � emama rakstnieces valodas un pat plaš� k – 

vi� as pasaules redz� juma da�a12; 

- vienlaic�gi ar cit� m komparat�vaj� m konstrukcij� m cilv� ka � rieni raksturojošie sal�dzin� jumi 

pal�dz rad�t visp� r�gu priekšstatu par A. Brigaderes atveidotajiem cilv� kiem, vi� u gar�go un 

materi� lo pasauli (hipot� tisks pie�� mums, ko apliecina materi� la kvalitat�v�  anal�ze). 

Materi $la kvalitat&v$ anal&ze  

Savu person� �u � rienes atveidojum�  A. Brigadere pirm� m k� rt� m izce� to atseviš� as 

( erme" a da!as:  

- matus: Annele iespie� galvu k�  ligzdi(�  Karl�nes matos un iet ar Karl�nes k� j� m (AB DDD: 

104); [Jeti� a par jauno Anneles friz	 ru] „M ��ie, k�  t�  meitene izskat� s! K�  putnu bied� klis!” (AB 

DDD: 493) (2 konteksti); 

- acis: GRANTS. Vai, t� s acis! K�  izbied� tam putnam! (Ilga AB VI: 200); [..] vi� a [Vil �ša] b� l� s 

acis s� ka bail�gi skraid�t un šaud�ties k�  irbes b� rni, kurus baida vanags, [..] (AB DDD: 57); K�  

pl� s�gam putnam iezv� rojas vi( a meln� s acis, kad tas uzšaujas, sagr� bj mazo t� lu, tad to atkal 

nolai� zem�  un aizskrej uz ielas (Acumirk�a ainas AB II: 16) (3 konteksti); 

- skatienu: Dienas priekš Vasarsv� tkiem bij v� jainas un apm� kuš� s. Cikreiz skati izlidoja pa logu 

k�  Noasa balo�i, mekl� dami zemi, tie skumji atgriez� s atpaka� (AB DDD: 377) (1 konteksts); 

- degunu: Par Kn� beni vi� u sauca t� p� c, ka vi( ai bij liels, uz � ru izliekts deguns k�  putna kn� bis 

(AB DDD: 58); „Pašam vi� am [Einim] ir raibs sn�pis k�  /� v�tes ola,” smejas krustm� te (AB 

DDD: 259) (2 konteksti); 

- kaklu: [..] 
 iepi� a sastinga [..] ar izstieptu kaklu k�  dz� rve (AB DDD: 81) (1 konteksts); 

- rokas: [..] Rahele t� s [Anneles rokas] sa�� ra, iesk� va sav� s k�  putna nagos, spaid�ja un glaud�ja 

[..] (AB DDD: 393); Silta [Mildi� as] roci( a gul� ja vi� a [Arvja] sauj�  k�  kust�gs, nemier�gs 

putni( š (Kv� loš�  lok�  AB IV: 151) (2 konteksti); 

- elko� us: „B	 s lietus,” Annele iemin� j� s nedroši un jau aizskr� ja zem segas saglaustiem elko( iem 

k�  nolijušies sp� rniem (AB DDD: 197) (1 konteksts). 

                                                 
12 Orniton�mu antropocentrisk� s p� rnest� s noz�mes, kas atkl� j cilv� ka � rieni, vi� a darb�bas veidu un uzved�bas nianses, 
atz�tas par visbie�� k sastopam� m krievu un sp�� u lingvokult	 r� . Tiek uzskat�ts, ka š� da t� lain�ba pau� nacion� l�  
rakstura un pasaules uztveres savdab�bu (Plaš� k par to sk.: =$�:���  2014: 97). 
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Otrk� rt, putnu apz�m� jumi �auj preciz� t person� �u ( erme" a apm%rus: 

- mazu augumu: Maza mana l�gavi( a / T�  k�  lauka cielavi( a, / Satin z�da n� zdog� , / Ieb� � sv� rku 

kabat�  (AB DDD: 443); Lepn�  pils� tas „freilene” tagad bija tik maza un saš�ukusi k�  nolijusi 

visti( a (Pl	 mes AB I: 358); Annelei sirds iekš�  saraujas. Vi( a pati paliek tik maza k�  z�l�te uz 

pu/ u k� ta [..] (AB DDD: 87) (3 konteksti); 

- vieglu svaru: Aldis bij stalts sp� ka v�rs un Anl�ze viegla k�  bezdel�ga (AB DDD: 202);  Ieskrej 

man d� rz�  zilaces dzelteniem matiem. / Vieglas k�  d� jas š�s � rietes, ar� ju meitas (Ekskursija AB 

V: 294); N� k k�  karaliene god� , / C� li dai�a n� k tur viena, / Kr� š�� ka k�  ziedo� diena; / Viegla, 

k�  iekš putnu spalvas (Sp� ka d� ls AB V: 212); Viegla k�  iekš putnu spalvas / Izn� k Viena za��  

t� rp�  [..] (Sp� ka v�rs AB V: 227); Sib�rietis pac� la savu dejot� ju [So� u] k�  spalvu (Laul�bas 

karusel� AB II: 371); Tad vi( š [Arvis] sl�d� ja lejup. Viegls k�  spalva pied	 r� s purviem pie 

zemes, st� v� ja uz t� s (Kv� loš�  lok�  AB IV: 161); Vai tad mui�a pati var s� sties uz kulbas un 

atbraukt, un vai tad 0ig� nb� rni ir tik viegli k�  spalvas, ka vi� us var uz� emt uz pap�ra? (AB 

DDD: 75); [Sergejs Marijai] „Bet tas tak par smagu…” / „ K�  spalvi( a! Vai gribat, p� rnes�šu l�dz 

m� j� m?” (Patversm�  AB I: 185); „Uz kurieni j	 s iesit?” J� n�tis vaic� ja un bij viegls k�  spalvi( a 

(Zvanu meitenes AB II: 125) (9 konteksti). 

Trešk� rt, A. Brigaderes „putnu” sal�dzin� jumi fiks% visp$r&g$s $rienes paz&mes, kas �auj 

rad�t cilv� ka kopt� lu, izdal�t to no p	� a vai glu�i otr� di – piel�dzin� t visiem p� r� jiem: 

- identiska izskata person� �i : Un tu [par F� liksa m� ti] vi( ai l�dzinies k�  ola olai (Laul�bas karusel� 

AB II: 387); [..] civilisti aps� da durvis, melni k�  kov� r( u bars (L	 cija Dunkere AB I: 95)  

(2 konteksti); 

- netipiska izskata person� �i : 

a) tie atbaida vai liekas b�stami: P�avas vid	  Jur� ns sac� l� s pirkstgalos, ieplet� s k�  putnu 

bied� klis uz kartupe�u lauka un nokliedza tr�s reizes [..] (Dor�te AB II: 178) (1 konteksts); 

b) š� iet eksotiski un neiederas konkr� taj�  vid� : Papriekšu mani r� d�ja k�  svešzemes putnu, 

un v� l� k man uzr� va visas sveš� s spalvas un pameta s� tmal� … (Vieglie AB I: 466) (1 

konteksts); 

c) p� rsteidz ar p� r� k izkopto � rieni, pat zin� mu nevain�bu, š�� stumu: Bet kas tur vizmo k�  

piepieši ielaidies gulbis? / T� ti( š vai nava mans, saulainais savrupu g� j� js [..] (Uz 

bazn�cas ce�a AB V: 378); T� pat ar� m� te p� rmekl� ja t� va kreklus un bikses, kuras 

visbalt� kas un vesel� kas, lai var godam r� d�ties p�av� s, balts k�  gulbis, jo t� vs brauca l�dz 

pie siena v� kšanas (AB DDD: 201); Kas vairs grib� ja iet iepirkties pie miesnieka vai 

k� d�  maz�  ga�as veikal� , ja to pašu preci – o, un v� l daudz lab� ku – var� ja dab	 t aiz 

zibošiem spogu�iem, gl�t�  iesai� ojum� , pasniegtu no slaidiem, k�  no olas izš/ iltiem, st�vi 

pom� d� tiem „bodsze��iem”, balti joztiem k�  priesteru kalpi? (AB DDD: 360); L�gavas 
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gods to prasa, lai radi b� tu k�  no olas izš/� lušies. L�gavai� a pus�  lieli kritiz � t� ji (AB 

DDD: 409) (4 konteksti). 

Ceturtk� rt, da�i autores izv� l� tie orniton�mi tiek iek�auti person� �u t%rpu aprakstos, kas 

stiprina vi� u � erme� a apm� ru rad�to viegluma efektu: Vieglas k�  spalvas aizripo cepures (Dzelzs 

d	 re AB III: 18); Tr�ne tak staig�  dai�a k�  princese, izrakst�tos priekšautos, izš	 din� tos brun
 os un 

tai plor� , kas lidin� j� s pa gaisu k�  sp� rni (AB DDD: 98); V� l viens! Bru( as j� k k�  spalvas, / 

Velnam nokr�t divas galvas (Sp� ka d� ls AB V: 217); [..] J� k k�  spalvas, / Nokr�t d� rdot piecas 

galvas (Sp� ka d� ls AB V: 222) (4 konteksti). 

Piektk� rt, pat A. Brigaderes person� �u %nas �patn� j�  kust�bas trajektorija un neskaidr� s 

kont	 rl�nijas m� dz atg� din� t putnu: M� sa noskat�j� s, ka meitene [L�n�te] slimn�cas s� t�  l� ca taisni 

p� ri liel � m sniega kupen� m, un vi� as � na uz balt�  m	 ra laid� s tai l�dz �� m�g� m kust�b� m, k�  putns 

izme��� tiem sp� rniem, jo saule bij izk� pusi p� r slimn�cas jumtu un apgaismoja m	 ri (Kv� loš�  lok�  

AB IV: 165). 

Galvenie secin$jumi [2] : 

- ar orniton�mu pal�dz�bu realiz� tais person� �u � rienes atveidojums A. Brigaderes darbos nav 

izsme�ošs, taj�  iztr	 kst vair� kas svar�gas portret� juma deta�as: galva, vaigi, ausis, mute, pleci 

u. c. Neraugoties uz to, rodas skaidrs priekšstats par atseviš� u varo� u vizu� lo tipiskumu vai 

netipiskumu, gaitas smagn� j�bu vai vieglumu, iekš� jo dinamiku vai pasivit� ti, k�  ar� citiem 

b	 tiskiem m� ksliniecisk�  atveidojuma parametriem; 

- analo� ijas ar putniem netiek rad�tas vien�gi attiec�b�  uz sieviešu dzimtes person� �iem (Anl �ze, 

karaliene, dejot� ja, Annele, Marija u. c.), tikpat produkt�vi t� s pal�dz izcelt v�riešu (Grants, 

Vil �tis, Einis, Arvis, J� n�tis u. c.) un pat veselu cilv� ku grupu (radi, 
 ig� nb� rni) � r� j�  izskata 

nianses; 

- cilv� ka � rieni raksturojošie sal�dzin� jumi ar orniton�miem fiks� ti vair� kos A. Brigaderes darbos, 

ne tikai proz� , bet ar� dzej� , tom� r visvair� k to ir v� rojams b� rn�bas t� lojumu trilo� ij �  Dievs, 

daba, darbs (17 piem� ri no 37); 

- analiz� jam�  ekscerptu grup�  nevar run� t par atseviš� u orniton�mu dominanti: cilv� ka � rienes 

raksturojumam A. Brigadere izmanto vair� ku putnu nosaukumus, kas tekstos sastopami 

liel� koties tikai vienu reizi: bezdel�ga, d	 ja, dz� rve, irbes b� rni, kov� r� u bars, lauka cielavi� a, 

z�l�te u. tml.). Katra no t� m izce� noteiktu person� �a � rienes deta�u un / vai pal�dz noteikt vi� a 

� erme� a apm� rus: balts k�  gulbis, melns k�  kov� r( u bars, viegls k�  bezdel�ga, garš k�  dz� rve, 

mazs k�  visti( a u. tml. Daudz bie�� k konstat� ta cilv� ka � r� j�  izskata sasaiste ar t� diem putnu 

pasaules atrib	 tiem k�  spalva un spalvi� a (9 piem� ri), ola vai olas (4 piem� ri), sp� rni (2 

piem� ri), kn� bis, nagi un ligzdi� a (pa vienam piem� ram). Nepievilc�gu indiv�da � rieni atkl� j 

divreiz fiks� tais v� rdu savienojums putnu bied� klis; 
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- šaj�  ekscerptu grup�  ietilpst vair� ki tradicion� li, stabili sal�dzin� jumi, kas fiks� ti divs� jumu 

„Latviešu frazeolo� ijas v� rdn�c� ”: 

a) K�   PUTNU BIED� KLIS niev. Saka, ja k� ds ir nepiem� roti �� rbies, izskat� s negl�ts, 

st� v nekust� damies (LFV I: 137) (2 atbilstoši konteksti); 

b) KAKLS K�  DZ� RVEI; DZ� RVES KAKLS. P� rm� r�gi garš, tievs kakls (LFV I: 291)    

(1 atbilstošs konteksts); 

c) K�  SPALVI� A (SPALVA). Saka par ko svar�  niec�gu, kust�b� s veiklu, par ko š/ ietami 

vieglu (LFV II: 406) (8 atbilstoši konteksti); 

d) KA SPALVAS VIEN PUT (PAJ� K) sar. Saka, ja kaujoties, pl� šoties, c�noties nekas 

netiek saudz� ts, ja k� ds tiek piln�gi uzveikts (LFV II: 405) (2 atbilstoši konteksti); 

e) MELNS K�  KOV� RNIS. Saka par ko glu�i melnu, sp�d�gi melnu (bie�� k par matiem) 

(LFV I: 552) (1 atbilstošs konteksts); 

f) BALTS K�  GULBIS po� t. 1oti balts, t�rs (LFV I: 407) (2 atbilstoši konteksti)  

[Kop� : 16 atbilstoši konteksti no 37 konstat� tajiem].  

Tom� r ar� citos gad�jumos etalona izv� les motiv� cija ir pietiekami skaidra: putnam l�dz�ga 

forma, kr� sa, izm� rs, svars, kust�bas veids u. tml., kas izskaidrojams ar autores ilgstošu un bag� t�gu 

dabas nov� rojumu pieredzi un cie� u pret to; 

- grup�  netiek izmantota orniton�mu mitolo� isk�  simbolika, savuk� rt reli� iskais konteksts (atsauce 

uz B�beli) par� d� s tikai vienu reizi – piem� r�  ar Noasa balo�iem; tas neb	 t neliecina par 

mitolo� isk� , folkloras un reli� isk�  segmenta neesam�bu p� r� j� s sal�dzin� jumu semantiskaj� s 

grup� s.  
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Abstract 

Literary  translations of  Latvian writers in Sweden and Denmark: common and different (1980–2010) 
Key words: tranlations, Sweden, Danmark, N. Ikstena, I. � bele 
Latvian literature in Scandinavia, including Sweden and Denmark has not appeared so fast, but it is noticeable that 
annually Latvian literary translations are increasing in the number. 
The first Latvian literary translation  in Swedish as well as in Danish in R	 dolfs  Blaumanis’ novel “The Shadow of 
Death” (“N � ves � n� ”),  which was published in Sweden in 1925, however in Denmark - in 1928. Until the beginning of 
the 80s Latvian literature was hardly known both in Sweden and in Denmark. In Sweden, the only exception is Zenta 
Mauri� a, whose seven books were published in the 50s and 60s, whereas in Denmark until 1980 there were  issued  the 
following works written by Rudolf Blaumanis “Andriksons” (1938), Andrew Egl�tis “God, Your land is burning” 
(“Dievs, tava zeme deg”) (1948), Zenta Mauri� a “Seven guests” (“Septi( i viesi”) (1962)  and other works. 
During the period from 1980 to 2010 in Sweden and Denmark mainly poetry was translated into Latvian, however over 
the last 20 years  Swedish and Danish reader can get acquainted with the Latvian  writers’ prose works. The most 
characteristic examples are the Latvian writer Nora Ikstena’s  novel “Celebration of Life” (“Dz�ves svin� šana”) which 
was issued in Swedish  in 1998, while in Danish - 2001, Inga Abele’s  novel “Fire Does Not Waken” (“Uguns 
nemodina”) (2001 - in Swedish and in 2007 - in Danish). In Swedish were translated Vizma Belševica Bille’s trilogy, 
Sandra Kalniete's novel “With Dance Shoes in Siberian Snows” („Ar balles kurp� m Sib�rijas sniegos”),  I. Abele’s  
novel “Incoming Tide” (“Paisums”) and so on, while in Denmark  was issued “Rom� ni� š” by Dace Rukš� ne. 
In Swedish and Danish periodicals literary critics and literary experts evaluate the Latvian writers’ novels  positively 
emphasizing at the actualised themes  there: delightful perception of life, desire to change life, self-finding. 
 

Ievads 

Katrai tautai, kult	 rai, literat	 rai, �paši mazaj� m taut� m, noz�m�gs pašuztveres nosac�jums ir 

citu tautu v� rt� jums. Latvijas dzej�  un proz�  atrodamas v� rt�bas, kur� m neb	 tu j� paliek vien 

latviešu las�t� ju lok� , t� d��  rodas pašsaprotama v� lme k�	 t atpaz�stamam. Mazo tautu literat	 ras 

specifika ir t� , ka ce�š uz cittautu las�t� ju ir visai sare��� ts. K�  nor� da latviešu rakstniece Nora 

Ikstena, vien�gais iepaz�šan� s ce�š ir darbu tulkojumi. (Ikstena 2002: 217)  

Laika posmu latviešu, d�� u un zviedru liter� ro kontaktu att�st�b�  no 1980. gada l�dz 

2010. gadam var iedal�t divos periodos: 1) no 1980. gada l�dz 1991. gadam un 2) no 1992. – 2010. 

gadam. Š� du iedal�jumu nosaka sabiedriski politisk�  situ� cija valst� un laikmets. 1991. gads k�  

robe�š� irtne nor� da, ka p� c Latvijas neatkar�bas atjaunošanas rodas „cits liter� rais kanons” un t�  

principi attiecin� mi ar� uz tulkot� s literat	 ras izv� li. Asto� desmito un devi� desmito gadu mij�  

izveidoj� s situ� cija, ko var� tu d� v� t par starpsitu� ciju, kad main�j� s gar�g� s, intelektu� l� s, politisk� s 

v� sturisk� s un soci� l� s v� rt�bas, nebija viegli noteikt, kur šaj�  situ� cij�  atrodas literat	 ra13, tai skait�  

ar� tulkot�  literat	 ra.  

 

                                                 
13 Berelis G. Latviešu literat� ras v� sture. No pirmajiem rakstiem l�dz 1999. gadam. R�ga: Zvaigzne ABC, 1999. 
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Refer� t�   tiek apskat�ts viens no noz�m�g� kajiem latviešu literat	 ras recepcijas aspektiem 

Zviedrij�  un D� nij�   – dai�literat	 ras tulkojumi. Cittautu literat	 rai katr�  laikmet�  ir bijusi liela 

noz�me kult	 ras kontaktu att�st�b� . Tulkotajai literat	 rai, t� pat k�  ori� in� lliterat	 rai, ir b	 tiska 

noz�me las�t� ja liter� r� s gaumes izkopšan� . Tulkojums ir savienojoša �� de starp svešu un 

nacion� l� s literat	 ras kontekstu. (*�2���!  1976) 

Latviešu literat	 ras izplat�bu un popularit� ti Zviedrij�  un D� nij�  visliel� k�  m� r�  ir sekm� jis 

tulkot� ju darbs. P. Topers nosauc tulkot� ju par �paša veida m� kslinieku, kurš [..] dz�vo kop�  ar savu 

m� kslu uz divu kult� ru saskarsmes robe�l�nijas [..]. (/ 0�!  1998: 178) 

Latviešu literat	 ras populariz� šana � rvalst�s l�dz šim ir bijusi literat	 rai uztic�gu un 

ieinteres� tu cilv� ku iniciat�va. Šos v� rdus var attiecin� t uz Juri Kronbergu,  kurš ieguld�jis lielu 

darbu gan latviešu literat	 ras populariz� šan�  Zviedrij� , gan ar� zviedru literat	 ras aktualiz� cij�  

Latvij� , k�  ar� Karstenu Lomholtu, kurš ieguld�jis lielu darbu latviešu literat	 ras populariz� šan�  

D� nij� . 

Pirmais latviešu literat	 ras tulkojums zviedru valod�  – R	 dolfa Blauma� a novele „N� ves � n� ” 

(I dödens skugga) – izn� k v� l Latvijas br�vvalsts laik� , 1925. gad� , un izpeln� s zviedru uzman�bu ar 

v� cu k�  starpniekvalodas pal�dz�bu. R. Blauma� a noveles tulkojums bija pirm�  un vien�g�  Zviedrij�  

public� t�  latviešu gr� mata pirms Otr�  pasaules kara. L�dz ar pirm�  latviešu literat	 ras tulkojuma 

par� d�šanos zviedru valod�  var run� t par latviešu un zviedru liter� ro sakaru abpus� ju att�st�bu.   

Par latviešu un d�� u liter� ro kontaktu abpus� ju att�st�bu var run� t kopš 20. gs. 20. gadiem, 

kad par� d� s latviešu literat	 ra d�� u valod� . 1928. gad�  D� nij�  periodik�  tika public� ta R	 dolfa 

Blauma� a novele „N� ves � n� ”.  

L�dz 80. gadu s� kumam latviešu literat	 ra gan Zviedrij� , gan D� nij�  ir bijusi tikpat k�  

nepaz�stama, K. Skujenieka v� rdiem run� jot, liel�  m� m� . (Skujenieks 1997: 237) Zviedrij�  

vien�gais iz�� mums ir Zenta Mauri� a, kurai 50. – 60. gados tika izdotas 8 gr� matas, savuk� rt D� nij�  

l�dz 1980. gadam ir izdoti R	 dolfa Blauma� a „Andriksons”, (1938), Andreja Egl�ša „Dievs, tava 

zeme deg” (1948), Zentas Mauri� as „Septi� i viesi” (1962) u.c. darbi. 

Laika period�  no 1980. l�dz 2010. gadam Zviedrij�  un D� nij�  galvenok� rt ir tulkota latviešu 

dzeja, tom� r ir j� atz�m� , ka dzej�  � tr� k nek�  prozas darbos atainojas sabiedr�bas noska� ojums un 

p� rmai� as v� sturiskaj�  un sabiedriski politiskaj�  situ� cij� . 

Materi $la anal&ze 

Laika posm�  no 1980. l�dz 2010. gadam Zviedrij�  tika izdotas 35 latviešu rakstnieku 

gr� matas, tostarp 22 dzejo�u izlases, 13 prozas darbi. Par Latvijas kult	 ras un literat	 ras 

kulmin� cijas punktu Zviedrij�  k�uva 2008. gads, kad Latvija ir G� teborgas gr� matu tirgus viesu 

valsts status� . Šaj�  gad�  tika izdoti vair� ki zviedriski public� ti latviešu rakstnie
 u rom� ni (Noras 

Ikstenas rom� ns „Dz�ves svin� šana” (1998) (Livets fest), Ingas � beles rom� ns „Uguns nemodina” 
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(2001) (Elden väcker ingen), jo l�dz šim latviešu rakstnieku atpaz�stam�ba aprobe�oj� s ar V. 

Belševicas Billes trilo� ija un S. Kalnietes rom� nu „Ar balles kurp� m Sib�rijas sniegos”. 

Laika periods no 1980. l�dz 2010. gadam z�m�gi par� da, cik b	 tiski main� s latviešu 

dai�literat	 ras tulkojumu skaits un ar� visp� r�g�  inform� cija par latviešu literat	 ru kopum�  kult	 ras 

un m� kslas �urn� los, interneta avotos, cik svar�gs ir šis laika posms latviešu literat	 ras 

populariz� šan�  Zviedrij� .  

No latviešu rakstniekiem zviedru valod�  Vizma Belševica ir tulkota visvair� k. Vi� a ir viena 

no Zviedrij�  visatpaz�stam� k� m latviešu rakstniec� m, kurai ir savs las�t� ju loks. Zieme�valst�s V. 

Belševicai pavisam izn� kušas divpadsmit gr� matas: Zviedrij�  devi� as, savuk� rt D� nij� , Norv�� ij � , 

3sland�  – pa vienai. Zviedru valoda Belševicai bijusi k�  trampl�ns uz p� r� j� m Zieme�valst�m 

(Kronbergs 2007: 110), atz�st rakstnieces visu gr� matu tulkot� js zviedru valod�  J. Kronbergs. 

Atz�m� jams fakts, ka V. Belševicas dzejo�i un fragments „Tante” no Billes trilo� ijas bija public� ta 

ar� antolo� ij �  „Tuvas balsis p� ri 	 de� iem” un vair� kos liter� rajos �urn� los. Apcere par V. Belševicu 

tika iek�auta zviedru rakstnieces Birgita Trocigas (Birgitta Trotzig) gr� mat�  „Portreti” (Porträtt, 

1993) un zviedru autores Lenas 
 ers� nas Edmanes (Lena Kjersen Edman) gr� mat�  „M � sas: 25 

rakstnieces no agr� kiem laikiem l�dz m	 sdien� m” (Systrar: kvinnliga författare från dåtid till nytid, 

2001), kur�  sniegti bibliogr� fiskie dati un analiz� ta V. Belševicas dai�rade. 

Zviedru valod�  ir izn� kuši tr�s V. Belševicas prozas darbi: 1997. gad�  – „Bille” (Bille), 1999. 

gad�  – „Bille un karš” (Bille och kriget) un 2001. gad�  – „Billes skaist�  jaun�ba” (Billes sköna 

ungdom). Zviedru un latviešu las�t� js ir atzin�gi nov� rt� jis rakstnieces trilo� iju, tai ir plaša 

rezonanse. J� atz�m� , ka 2005. gad�  trilo� ijas fragments „Bille un karš” tika raid�ts pa radio, t�  ar� 

uzskat�ta par vienu no lab� kaj� m 1999. gada zviedru valod�  tulkotaj� m gr� mat� m. Zviedru pres�  

uzsv� rts, ka V. Belševica s� kusi rakst�t savu autobiogr� fiju p� c Latvijas neatkar�bas atjaunošanas. 

Vispiepras�t� k�  latviešu gr� mata Zviedrij�  ir Vizmas Belševicas „Bille dz�vo t� l� k” (Lomholts 

2001: 10), nor� da gr� matizdev� js Karstens Lomholts. 

Apl	 kojot V. Belševicas zviedru valod�  p� rtulkoto dzejas un prozas darbu kl� stu, j� teic, ka 

zviedru auditorijai ir bijusi visai liela iesp� ja iepaz�t V. Belševicu gan k�  prozai� i, gan ar� k�  

dzejnieci. Tomijs Ulofsons (Tommy Olofsson) uzskata, ka paliekoš�  v� rt�ba pirm� m k� rt� m ir V. 

Belševicas dzejai, tieši dzejnieces lirikas sniegumu izvirz�ja Nobela pr� mijai (Olofsson 2005: 8). 

Karls Oto Verkelids (Carl Otto Werkelid) atz�st, ka latviešu rakstniece ir viena no vi� am 

zin� majiem savdab�g� kajiem stilizatoriem, turkl� t viena no svar�g� kaj� m. (Werkelid 1999: 14) 

Mats Granbergs (Mats Granberg) saredz z�m�gu atš� ir�bu starp latviešu un zviedru dzeju, proti, kad 

dzejnieks k�	 st par vienu no sabiedr�bas nedaudzajiem paties�bas paud� jiem. Kriti� is nor� da, ka 

�paša pieredze ir las� ma V. Belševicas dzej� . (Granberg 1995: 5)   
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Vizma Belševica kop�  ar Knutu Skujenieku sa�� ma pirmo Tomasa Transtremera (Tomas 

Tranströmer, 1931), zviedru starptautiski paz�stama dzejnieka un atdzejot� ja, balvu. Š� balva bija 

liela atzin�ba gan m	 su rakstniekiem, gan ar� tulkot� jam J. Kronbergam, kurš nor� d�ja uz latviešu 

literat	 ras augsto nov� rt� jumu un lielo interesi par to. Balvas sa� emšana bija ar� viens no 

iemesliem, k� d��  zviedru izdev� ji v� l� j� s public� t ar� citu latviešu rakstnieku darbus.    

2005. gad�  Zviedrij�  n� ca klaj�  Sandras Kalnietes rom� ns „Ar balles kurp� m Sib�rijas 

sniegos” (2001) (Med högklackade skor i Sibiriens snö). Zviedrij�  S. Kalnietes darbs izsauca plašu 

rezonansi, par ko liecin� ja atk� rtotais rom� na izdevums 2008. gad� .  

Zviedru las�t� jam ir bijusi iesp� ja iepaz�ties ar V. Belševica b� rn�bas atmi� u t� lojumu – Billes 

trilo � iju, savuk� rt p� c S. Kalnietes rom� na izn� kšanas zviedru las�t� jam rodas iesp� ja nov� rt� t 

padomju laika skat�jumu Sib�rijas telp� . 

V. Belševicas un S. Kalnietes b� rn�bas t� lojumos saredzamas vair� kas b	 tiskas atš� ir�bas. 

Pirmk� rt, j� atz�m� , ka V. Belševica atkl� j 30.–40. gadu Latvijas telpu un laiku no b� rna poz�cijas, 

savuk� rt S. Kalniete ataino savu radinieku – m� tes, t� va un vecvec� ku – dz�vi Sib�rij �  40.–50. 

gados, kas pamatojas uz daudz� m intervij� m, arh�va dokumentiem, vec� ku v� st�jumiem, v� stul� m, 

un tikai �oti neliela da�a faktu balst� s uz rakstnieces b� rn�bas atmi�� m. Si�etiski un kompozicion� li 

p� rdom� t�  izkl� st�  rakstniece ietv� rusi savas � imenes v� stures tra� isk� ko st� stu – m� tes, t� va un 

vi� u vec� ku izs	 t�jumu uz Sib�riju.  

Zviedru laikrakstos izn� k daudzas un da�� das recenzijas, S. Kalniete tiek sal�dzin� ta ar 

vair� kiem rakstniekiem: vieni saredz l�dz�bu ar Maksima Gorkija stilu: liriski un mokoši v� st�jumi 

par Nabadz�go Krieviju (Heden 2005: 5), citi akcent� , ka p� c igau� u zviedru rakstnieces Marjas 

Talgr�  (Maarja Talgre) rom� na „Leo: igau� u liktenis” (Leo ett estniskt öde, 1990) S. Kalnietes 

rom� ns ir labs papildin� jums tai inform� cijai, caur ko Baltijas valst�m n� c� s iziet. (Löfvendahl 

2005: 8) Laikrakst�  Svenska Dagbladet tiek akcent� ti gr� matas saturiskie jaut� jumi, nor� dot, ka S. 

Kalniete rom� ns ir st� st�jums par badu, aukstumu un naidu uz Padomju Savien�bas re��mu. 

(Blomberg 2005: 6)  

2007. gads iez�m� j� s ar antolo� ijas „Latviešu literat	 ra” (Lettisk litteratur) izn� kšanu zviedru 

valod� , kur�  public� ti vair� ku latviešu rakstnieku darbi zviedru valod� : V. Belševicas dzeja, 

fragments no Laimas Muktup� velas rom� na „Šampinjonu Der�ba: melnie balti � eltos”, Paula 

Bankovska rom� na „
 eka, bumba & rokenrols” fragmenta tulkojums, fragments no Gundegas 

Repšes rom� na „Alvas kliedziens”, k�  ar� Knuta Skujenieka, Guntara Godi� a, K� r�a V� rdi� a, Ineses 

Zanderes, Li� nas Langas un tulkot� ja, dzejnieka J. Kronberga dzejo�i. Gr� matas lappus� s zviedru 

valod�  lasoš�  auditorija iepaz�stin� ta ar� ar Noras Ikstenas, Ingas � beles, Andras Neiburgas un 

Gunta Bere�a dai�radi. T�  bija pirm�  plaš� k�  zviedru las�t� ja iepaz�šan� s ar m	 sdienu latviešu 

literat	 ru un �paši prozas darbiem. 
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2008. gads k�	 st par Latvijas kult	 ras un literat	 ras kulmin� cijas punktu Zviedrij� . 

Iepriekš� jie tr�s gadi, š� iet, bija sagatavošan� s gadi pirms liel�  pieteikuma. Svar�gi atz�m� t, k� d��  

tieši 2008. gads ir k�uvis par zviedru valod�  tulkot� s latviešu literat	 ras maksimumpunktu. 2008. 

gad�  no 25. l�dz 28. septembrim Latvija tika uzaicin� ta k�  viesu valsts G� teborgas 24. gr� matu 

gadatirg	 , kas ir gada liel� kais kult	 ras notikums Zviedrij�  un ar� v� rien�g� kais Skandin� vijas 

gr� matniec�bas pas� kums.  

Atz�m� jot Latvijas k�  viesu valsts dal�bu G� teborgas gr� matu gadatirg	 , 2008. gada ruden� 

n� kuši klaj�  neierasti daudzi latviešu prozas un dzejas tulkojumi zviedru valod� . Zviedriski izdoti 

divu m	 sdienu latviešu rakstnie
 u rom� ni: Noras Ikstenas „Dz�ves svin� šana” (1998) (Livets fest) 

un Ingas � beles „Uguns nemodina” (2001) (Elden väcker ingen). 

Par N. Ikstenas rom� nu „Dz�ves svin� šana” teikts t� : Tas ir sava veida po� tiski sp�došais 

st� st�jums, kas meistar�gi balans�  starp re� listisk�  un ma� isk�  robe�� m. (Erlandsson 2008: A34)    

Par I. � beli un vi� as dai�radi kopum�  zviedru recenzenti raksta:  Saistoša dramatur� e un prozaiste 

[..] Univers� l� s t� mas padara vi( as darbus viegl� k saprotamus ar� � rpus dzimtenes. (Belinski 

2008: 14)   

Atk� rtotu izdevumu, tikai šoreiz kabatas form� t� , piedz�vojis Sandras Kalnietes rom� ns „Ar 

balles kurp� m Sib�rijas sniegos” (Med högklackade skor i Sibiriens snö).  

P� c latviešu literat	 rai tik labv� l�g�  2008. gada Zviedrijas telp�  2009. gads n� k ar jauniem 

latviešu literat	 ras atkl� jumiem. Šoreiz zviedru valod�  J. Kronberga tulkojum�  n� ca klaj�  Ingas 

� beles rom� ns „Paisums” (Högvatten), ko atbalst�jis Latvijas Literat	 ras centrs un Valsts 

Kult	 rkapit� la fonds. Gandr�z katr�  recenzij�  tiek nor� d�ts, ka tas ir I. � beles otrais rom� ns zviedru 

valod�  (pirmais rom� ns, kas tulkots zviedru valod�  bija „Uguns nemodina”). Par min� to rom� nu 

rakstniece sa�� ma atzin�gas atsauksmes zviedru laikrakstos. Kriti� e L�za Berga Ortmane (Lisa Berg 

Ortman) nor� d�ja, ka rom� ns ir liter� rs meistardarbs ar t� du valodu, kas �oti saista las�t� jus. (Berg 

Ortman 2009: 14) 

Laikrakst�  Svenska Dagbladet pausts atzinums, ka rom� ns „Paisums” ir savdab�ga un 

ori� in� la gr� mata, kuras tulkojuma tapšan�  mums k�  parasti j� pateicas izcilajam tulkot� jam Jurim 

Kronbergam. (Löfvendahl 2009: 4) 

2001. gad�  D� nij�  izn� k Noras Ikstenas rom� ns  „Dz�ves svin� šana” (“Livets fest”) Karstena 

Lomholta tulkojum� . Par šo gr� matu rakst�ja sešas d�� u av�zes.  D�� u te� tra un literat	 ras kriti� is 

Jens Kistrups (Jens Kistrup) atz�m� , ka “Dz�ves svin� šana” ir t� da veida rom� ns, kad jauns 

rakstnieks raksta, lai par� d�tu, kam vi� š der, t�  ir ieejas bi�ete atz�šanai un slavai, l�dz ar to 

attieksme pret las�t� ju non� k otraj�  pl� n� . Rom� nu var las�t k�  fascin� jošu un  aizraujošu. J. 

Kistrups ar� nor� da, ka “Dz�ves svin� šanu” var las�t k�  rom� nu par sapratni, par m�lest�bas 
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nosac�jumiem. Bet to var las�t ar� k�  lirisku dzejoli vair� kos sl�� os, kas atrodas aiz dz�ves prozas, 

paplašina st� stu, bet taj�  paš�  laik�  ar� sare���  to. (Kistrup 2001) 

N. Ikstena tika iecelta par Hansa Kristi� na Andersena v� stnieci un piedal�j� s sv� tku 

pas� kumos Latvij�  un D� nij�  par godu izcil�  d�� u pasaku meistara 200 dzimšanas dienai.  

2007. gad�  D� nij�  tiek izdots Ingas � beles rom� ns “Uguns nemodina”, (d�� u val. “Ilden 

vækker inte”)  kas Latvij�  tiek izdots 2001. gad� .  

Rom� n�  “Uguns nemodina” par� d�ta skaudra un s� p�ga dz�ves uztvere. Rom� na varo� i cenšas 

main�t savu ikdienu, tom� r iestieg purv� j� . T�  ir realit� te, un to m� s varam piedz�vot tikai vienu 

reizi – tikai vienu reizi var iek� pt vien�  un taj�  paš�  up� …un tad san� k, ka ir tikai viens- tikai 

ori� in� ls, saproti? Ja mums b� tu pieejamas kopijas, tad b� tu iesp� jama izv� le – izv� l� ties lab� ko 

kopiju. Bet t�  nav! Ir tikai viens vien�gais ori� in� ls, kuram nav zin� ma n� kam�  lapa. Nav nek� das 

iesp� jas br�vi izv� l� ties, kad laiks m� s no/ er un iedzintaro. (� bele 2001:115) 

D�� u literat	 rzin� tnieks Mads Anders Bogesg� rds (Mads Anders Baggesgaard)  atz�m� , ka 

� beles rom� na kodols ir stiprums, sp� ks, ar k� du rakstniece apraksta šo st� vokli, uguns atk� pšan� s, 

kas raksturo Florences dz�vi, bailes, nosta�� ija un cer�bas deg stipri, bet vienm� r t� s ir neatrisin� tas, 

kas ir viens no rom� na momentiem. […] Rom� ns ir pies� tin� ts, domas raisinošs, t� lain�  valoda 

sniedz  b� rn�bas m� ju atainojumu, kas ir ar �pašu noska� ojumu un dzi�umu. (Baggesgaard 2007) 

T� pat M. A. Bogesg� rds nor� da, ka laiki main� s, bet viss paliek, un to � bele apraksta lab� k 

un ar liel� ku intensit� ti k�  citi. Tom� r nav redzams, ka vi� a sp� tu savas fant� zijas iek�aut k� d�  

noteikt�  strukt	 r� . Rom� ns ir nesakar�gs un to ir gr	 ti las�t. Nekonsekven
 u daudzums ir viena no 

depresijas paz�m� m, un vienm� r ir gr	 ti nov� rt� t t� da veida valodu god�gi un prec�zi tulkojum� , bet 

izskat� s, ka � bele interes� jas par deta�� m nevis par visu kopum� . (Turpat) 

Ingas � beles 2001. gad�  Latvij�  izdoto rom� nu pozit�vi v� rt� jusi Zenija Jonsena (Zenia 

Johnsen) no Fredericijas bibliot� kas.  

Nedom� ju, ka man izdev� s izprast visu, bet acu priekš�  zib� ja ainas un tika pamodin� tas 

j� tas. Es ar� izbaud�ju gr� matas p� rlaic�go noska( ojumu un priekšstatu par to, ka nepast� v robe�as 

starp t� lumu un tuvumu, pag� tni un n� kotni, jo viss sa/ eras kop� . "Uguns nemodina" ir rom� ns ar 

garšu. To baud�s un nebeidzami p� rdom� s las�t� js, kas m�l v� rdus un izt� les bag� tu ma� isko 

re� lismu. Rom� nu ir gr� ti izst� st�t. Tas k�� st personisks un iemitin� s dzi�i un uz palikšanu. (Johnsen 

2014) 

2007. gad�  D� nij�  tiek izdots Daces Rukš� nes „Rom� ni� š” Karstena Lomholta tulkojum� . 

Literat	 rzin� tniece Ausma Cimdi� a atz�m� , ka Dace Rukš� ne ta0u rakstot tieši par to (sprie�ot p� c 

put� m, rekl� mas, v� rt� jumiem kritik�  un las�t� ju sašutuma vai ov� cij� m). Par savu, tavu un it k�  

ar� manu / ermeni, vajadz�b� m, pieredzi, sl� pt� kaj� m v� lm� m, j� t� m un saj� t� m, tieši sieviš/ o 

b� t�bu un visu, kas ap to saist� s, bet latviešu literat� r�  l�dz šim nav bijis pietiekami aprakst�ts. Un 
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t� d� j� di rakstniece esot pat atkl� jusi  un ar “At� nas” g� d�bu iek� rtojusi savu – latviešu literat� r�  

l�dz šim neaizpild�tu – nišu. Tiesa, tik fat� lu koncentr� šanos uz / erme( a lejasda�u (pie( emot, ka ar� 

tur sak( ojas m� su intelekta aizmet( i) latviešu literat� r�  l�dz šim sastapusi nebiju. (Cimdi� a 2006: 

97) Kopenh� genas Universit� tes profesors Peters Ulfs Mellers (Peter Ulf Møller) recenzij�  Latviešu 

„Creme fraiche„ sal�dzina Daci Rukš� ni ar iev� rojamo d�� u rakstnieci Suzanni Bregeri (Suzanne 

Brøgger), jo d�� u rakstnieces dai�rad�  ir aktualiz� ta sievietes seksualit� te un ilgas p� c br�v�bas. 

Suzannes Bregeres rom� ns „Creme fraiche” D� nij�  tiek izdots 1978. gad� . P� ters Ulfs Mellers t� pat 

nor� da, ka “Rom� ni� š” Latvij�  tika izdots 2002. gad� . T�  esot bijusi liela uzdr�kst� šan� s, bet d�� u 

las�t� jam to uzreiz ir pagr	 ti saprast. Diezin vai ir iesp� jams izvair�ties no saj	 tas, ka d�� u literat	 ra 

šaj�  jom�  ir iesniegusies agr� k. Profesors t� pat nor� da, ka noz�m�gi ir, ka tulkojums tapis no 

ori� in� lvalodas. (Møller 2008) P� c “Rom� ni� a” izn� kšanas literat	 rkritik �  par� d�j� s nost� ja, ka par 

to, ko raksta Rukš� ne, var rakst�t. (Cimdi� a 2006) Rom� n�  “Rom� ni� š” ir aktualiz� ta gan sievietes 

pamest�bas saj	 ta, gan pazemojums, vientul�ba, k�  ar� sevis mekl� jumi: Nekad v� l neesmu redz� jusi 

tik biezu miglu k�  šoruden. Zeme elpo. Mani vilina š� visaptveroš�  un mierpiln�  elpa – grimstu k�  

vi�( os. Vi�( u augstums j� r�  desmit metri, redzam�ba migl�  – ne vair� k par divsimt metriem. Baudu 

šo apv� rš( a tuvumu, šo ruden�go k� ni( u. Esmu iek�( ojusies un, lai neb� tu j� atceras nesenie 

notikumi t�ksminos par b� rn�bas ain� m. L�dzko j� rak(� jas pa v� l dz�vu un blakus esošu pag� tni, 

pieskaroties pap�ram, stingst rokas, bet domas nolien pagald�  un l� r ar izbied� ta su( a skatienu.  

(Rukš� ne 2002: 50–51) 

Latviešu literat	 ras populariz� šan�  liel� kais š�� rslis ir tas, ka reti kurš no � rzemju izdev� jiem 

ir var� jis iepaz�ties ar šo literat	 ru un tulkot to. Izanaliz� jot d�� u periodiskajos izdevumos 

public� t� s recenzijas, kritiskos rakstus par latviešu prozai� u un dzejnieku darbiem, var secin� t, ka 

tie izrais�jusi diezgan lielu interesi, un da�i darbi tiek izdoti atk� rtoti.  

Secin$jumi 

Latviešu literat	 ra Skandin� vij � , tostarp Zviedrij�  un D� nij�  neien� k tik strauji, tom� r ik gadu 

ir man� ma latviešu dai�literat	 ras tulkojumu skaita palielin� šan� s. Pirmais latviešu literat	 ras 

tulkojums k�  zviedru, t�  ar� d�� u valod�  ir R	 dolfa Blauma� a novele “N� ves � n� ”, kas Zviedrij�  

izn� k 1925. gad� , savuk� rt D� nij�  – 1928. gad� .  

L�dz 80. gadu s� kumam latviešu literat	 ra gan Zviedrij� , gan D� nij�  ir bijusi tikpat k�  

nepaz�stama. Zviedrij�  vien�gais iz�� mums ir Zenta Mauri� a, kurai 50.–60. gados tika izdotas 7 

gr� matas, savuk� rt D� nij�  l�dz 1980. gadam ir izdoti R	 dolfa Blauma� a „Andriksons”, (1938), 

Andreja Egl�ša „Dievs, tava zeme deg” (1948), Zentas Mauri� as „Septi� i viesi” (1962) u.c. darbi.  

Laika period�  no 1980. gada l�dz 2010. gadam Zviedrij�  un D� nij�  galvenok� rt ir tulkota 

latviešu dzeja, tom� r p� d� jos 20 gadus zviedru un d�� u las�t� jam ir iesp� jams iepaz�ties ar� ar 

latviešu rakstnie
 u prozas darbiem. K�  spilgt� kos piem� rus var min� t latviešu rakstnieces Noras 
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Ikstenas rom� nu „Dz�ves svin� šana”, kas zviedru valod�  izdots 1998. gad� , savuk� rt d�� u valod�  –

2001. gad� , Ingas � beles rom� nu „Uguns nemodina” (2001. gad�  – zviedru valod�  un 2007. gad�  – 

d�� u valod� .). Zviedru valod�  ir tulkotas Vizmas Belševicas Billes trilo� ija, Sandras Kalnietes 

rom� ns „Ar balles kurp� m Sib�rijas sniegos”, I. � beles rom� ns „Paisums” u.c., savuk� rt D� nij�  ir 

izdots Daces Rukš� nes “Rom� ni� š”. Zviedru un d�� u periodiskos izdevumos literat	 ras kriti� i un 

literat	 rzin� tnieki v� rt�  latviešu rakstnie
 u rom� nus pozit�vi, akcent� jot tajos aktualiz� t� s t� mas: 

skaudra dz�ves uztvere, v� l� šan� s main�t dz�vi, sevis mekl� jumi. 

Kas noteica viena vai otra latviešu rakstnieka tulkojuma par� d�šanos Zviedrijas un D� nijas 

liter� raj�  telp� ? J� atz�st, ka to vair� k noteica tulkot� ju interese par konkr� to autoru un vi� a dai�radi 

kopum� . Tulkot� js, kurš labi p� rzina ar� zviedru un d�� u literat	 ru, izv� l� jies tos darbus, kas var� tu 

b	 t interesanti skandin� vu las�t� jam.  

Neraugoties uz to, ka zviedru un d�� u  valod�  tulkotajai latviešu literat	 rai da�� ji ir 

j� samierin� s ar subjektivit� ti izv� l� to autoru un darbu zi�� , j� secina, ka skandin� vu las�t� js var g	 t 

ieskatu latviešu literat	 ras att�st�b� , iepaz�stot noz�m�g� ko latviešu dzejnieku devumu, tom� r 

nedaudz maz� k�  m� r�  tas attiecin� ms uz prozu.               

Galvenie iemesli, k� d��  latviešu literat	 ra Zviedrij�  un D� nij�  neien� k tik strauji un k� d��  

latviešu literat	 ra sam� r�  maz tikusi tulkota un izdota 80. gados, bet 90. gadu s� kum�  situ� cija krasi 

main�j� s, ir tulkot� ju tr	 kums. Sava loma ir ar� zviedru un d�� u las�t� ja las�šanas trad�cij� m. 

Zviedru las�t� js ir vair� k orient� ts uz ang�u un amerik�� u literat	 ru, pat v� cu, fran
 u, d�� u, norv�� u 

un somu literat	 rai ir sam� r�  gr	 ti ien� kt zviedru literat	 ras telp�  – ar� t� d�  gad�jum� , ja dai�darbs ir 

izrais�jis plašu rezonansi sav�  nacion� laj�  literat	 r� .  K. Lomholts atz�st, ka d�� u interese par 

tulkoto literat	 ru ir šaur� ka nek�  latviešu, jo vi� iem š� iet, ka tikai ang�u un  fran
 u valod� s 

sarakst�t�  literat	 ra var b	 t interesanta. Toties recenzentu interese par tulkoto literat	 ru ir daudz 

liel� ka.  

K�  trešo iemeslu var min� t Latvijas valsts, t� s kult	 ras un literat	 ras neatpaz�stam�ba. Latvija, 

kas v� l 80. gados ir Padomju Savien�bas sast� v� , bija maz paz�stama zeme, zviedru un d�� u  

las�t� jam t� s literat	 ra un kult	 ra praktiski nebija zin� ma. Literat	 ra savuk� rt ir viens no 

noz�m�g� kajiem ce�iem, kas veicina atpaz�stam�bu pasaul� . P� c tam, kad Latvija atguva neatkar�bu, 

skandin� vi s� ka vair� k interes� ties gan par pašu valsti, gan par t� s literat	 ru. Izanaliz� jot public� t� s 

recenzijas, kritiskos rakstus un apceres par latviešu dzejnieku un prozai� u darbiem zviedru un d�� u 

periodiskajos izdevumos14, var teikt, ka Zviedrij�  un D� nij�   latviešu literat	 ra izraisa noteiktu 

interesi. Atseviš� i latviešu literat	 ras recepcijas izgaismojami nereti v� rojami zviedru un d�� u  

                                                 
14 Zviedru valod�  public� to kritiku un recenzijas latviešu valod�  tulkojusi autore – I. � aha.  
D�� u valod�  public� to kritiku un recenzijas latviešu valod�  tulkojusi autore – A. Jakovele. 
Problem� tika par latviešu literat	 ru Zviedrij�  ir apskat�ta gr� mat�  – I. � aha.  2011.  Latviešu literat� ra Zviedrij� .  
Daugavpils universit� tes akad� miskais apg� ds „Saule”. 
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laikrakstos, j�� em v� r�  ar� plašais t�mekl� ievietoto avotu kl� sts. P� c Latvijas neatkar�bas atg	 šanas 

v� rojama tendence, ka latviešu literat	 ras tulkojumu skaits Zviedrij�  un D� nij�  palielin� s.   
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THE PECULIARITIES OF THE DEPICTION OF WOMEN’S 
IMAGES IN K. CHOPIN’S NOVEL “THE AWAKENING” 
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Abstract 
               The Peculiarities of the Depiction of Women’s Images in K. Chopin’s Novel “The Awakening” 
Key words: feminism, nineteenth century, Kate Chopin “The Awakening”, Edna Pontellier, women characters 
The paper regards the peculiarities of the depiction of women’s images in Kate Chopin’s novel “The Awakening”.  
The historical background of the 19th century feminism is briefly sketched out and the peculiar features of women’s 
writing in the late nineteenth century Anglo-American literature are pointed out. The issues of feminism are also 
discussed in the context of contemporary women’s studies. 
The paper proceeds with the investigation of the major women images in the novel. The women’s images are grouped 
and characterized both as representatives of a particular group and as individuals with their own specific traits. 
Women’s characters are grouped according to their social status. The protagonist Edna is considered in relation to the 
author’s own life and personality. The married women’s characters reveal different aspects of marriage. Thus, the 
revealing of these 19th century feminist aspects is regarded as problematic. 
 
Kopsavilkums 
                       Sieviešu t%lu atveidojums K. Šopinas rom$n$ „Pamošan$s” 
Atsl� gv� rdi:  feminisms, devi( padsmitais gadsimts, Keita Šopina „Pamošan� s”, Edna Pontelj� ra, sieviešu t� li  
Rakst�  tiek apl	 kotas sieviešu t� lu iez�mes K. Šopinas rom� n�  „Pamošan� s”. 
Feminisms ir �sum�  apl	 kots gan 19 gadsimta v� stures, gan ar� m	 sdienu kontekst� . Feminisma iez�mes un specifiskas 
sieviešu liter� r� s darb�bas iez�mes tiek apl	 kotas devi� padsmit�  gadsimta anglo-amerik�� u literat	 ras kontekst� . Rakst�  
tiek apl	 koti galvenie sieviešu t� li rom� na „Pamošan� s” kontekst� . Sieviešu t� li ir sagrup� ti un raksturoti k�  atseviš� u 
grupu p� rst� vji un individualit� tes ar to raksturojošaj� m iez�m� m. Tie ir grup� ti un raksturoti, balstoties uz to soci� lo 
statusu. Rom� na galven� s varones Ednas t� ls ir analiz� ts saist�b�  ar rom� na autores dz�vi un person�bu. Prec� to sieviešu 
t� li atkl� j da�� dus laul�bas aspektus. Turkl� t ir j� atz�m� , ka jaut� jums par 19. gadsimta feminisma aspektiem tiek 
uzskat�ts par problem� tisku.  
 

The present paper investigates the American writer K. Chopin’s work in the context of 

women’s literature. It is important to understand the historical and social background of Chopin’s 

time in order to understand the ideas and messages in her works. First, a general overview of 

feminism and women’s writing will be provided. As concerns the issue of American feminism, it is 

regarded as an active socio-political movement of women accompanied by certain socio-cultural 

processes.  

Now the author of the present paper is going to discuss the two waves of American feminism. 

In the 1840s the so called first wave of American feminism began. This period stands out with the 

first women’s rights convention, held in Seneca Falls in 1848. Particularly important contribution 

was made by Elizabeth Cady Stanton and other women who had been denied a place at the 

international anti-slavery convention in London in 1840. Furthermore, the period is recognized by 

such thinkers and texts as Margaret Fuller’s work “Woman in the nineteenth century 1845, the 

essays and speeches by Elizabeth Cady Stanton and Susan B. Anthony, and Charlotte Perkin 

Gilman’s “Women and Economics: A study of the Economic Relation Between Men and Women as 

a fiction in American feminism” (Madsen 2002: 3–7). 
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The first wave of feminism was completed by achieving the basic political and social rights of 

women – the right to vote, rights for education, labour and property. This happened at the beginning 

and the first half of the 20th century, with some differences in various countries (Madsen 2002: 3–

7). In 1863, Angelina published An Appeal to the Christian Women of the Southern States. Two 

years later she published Letters on the Equality of the Sexes. In 1920, women were enfranchised, 

but it was only in 1970 that the vote was given to all blacks. (Walters 2005: 58).  

Moving to John Stuart Mill’s contribution, it is safe to say that his work The Subjection of 

Women (1869) focuses upon the question of the subordination of women. Thus, in this work the 

author argued that the subordination of women was both wrong and one of the chief hindrances to 

human improvement. In Mill’s view, in an ideal world, men and women would resemble each other: 

men would be unselfish, and women would be free of the “exaggerated self-abnegation” expected 

from them. According to Mill, there is no justification for not giving women the vote immediately, 

and under exactly the same conditions as men (Walters 2005: 45–47). 

The second wave of American feminism dates from the 1960s and is recognized for the 

establishment of the modern women’s movement. Thus, second-wave feminists focused on 

women’s cultural and political inequalities as inextricably linked and encouraged women to 

understand aspects of their lives. The feminist activist and author Carol Hanisch’s slogan “The 

Personal is Political” became synonymous with the second wave. The activists of the second wave 

of American feminism were: Shulamith Firestone, Kate Millet, and Gloria Steinem. It is worth 

noting that the scholar Estelle Freedman compares first and second wave feminism saying that the 

first wave focused on rights such as suffrage, whereas the second wave was largely concerned with 

other issues of equality, such as ending discrimination. According to Imelda Whelehan, the second 

wave was a continuation of the earlier phase of feminism involving the suffragettes in the UK and 

USA (Madsen 2002: 2-9)   

http://www.gender.cawater-info.net/knowledge_base/rubricator/feminism_e.htm). 

In relation to women’s writing, it is important to underline that it is a critical category – a 

product of discourse about the texts women have written and not the intention of the writers 

themselves. Accordingly, women’s writing is a critical, not an authorial category that has always 

been related to feminism. Focusing on feminist theory it should be noted that this theory defines the 

object of study (women’s writing) but the relationship between the two goes deeper. The unique 

experience of women in history; the notion of female subjectivity, the definitions of gender that 

limit and oppress; and the cause of women’s liberation from those restrictions are the concerns that 

are expressed in many texts by women as well as in feminist theory. It should be taken into account 

that not all female writers are feminists (Madsen 2002:  –3). 

The development of feminist literary theory started in the middle of the twentieth century. The 

feminist literary theory had three main aims: to expose the workings of ubiquitous patriarchal power 
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structure; to promote the rediscovery of women’s historical achievements (including literary 

history); and to establish a feminine perspective on critical, literary, political, scientific, 

philosophical and other theories of the cultural forces that shape people’s lives (Madsen 2002: 14–   

18). 

Kate Chopin is one of the American women writers who is regarded as feminist and her 

works were a great contribution to the development of the traditional women’s literature. Her novel 

The Awakening is one of her masterpieces and it is very important in the context of women’s 

literature. The novel is often analysed in psychoanalytic feminist terms. Deborah Madsen discusses 

Chopin’s work focusing on the themes of maternity versus paternity and the structuring of feminine 

identity. The protagonist of The Awakening is Edna Pontellier. It can be noted that these themes are 

explored in terms of Edna’s personal development; the opposition between maternity and creativity 

that is explored in the novel; and images of solitude, autonomy and death. Thus, in relation to 

psychoanalytic feminism, it is worth noting that it prefers fantasy, avant-garde writing that 

represents the self as fractured and fragmented rather than realist texts with clear sociological 

context. It can be concluded that it prefers literature of ideas and issues rather than characters and 

relationships. Psychoanalytic feminists ask how it is that a woman can come to identify with 

patriarchal interests, and set about answering this question by investigating the subconscious 

structure of gender identity. Thus, in psychoanalytic feminism the focus is on the individual female 

consciousness (Madsen 2002: 17–18). 

Kate Chopin’s full name is Katherine O’Flaherty. She was born on 8 February ,1850 in St. 

Louis, Missouri. Her father, Thomas O’Flaherty was an Irish immigrant from Galway county, who 

escaped the Great potato famine and his father’s real-estate business to seek his fortune supplying 

ships, soldiers, and explorers in the United States. When she was five, Kate lost her father in the 

disastrous Gasconade train bridge collapse that killed thirty of St. Louis leading citizens. Her 

mother was a young widow with a decent estate, and she did not remarry (Panini 2004: 283-286). 

Kate Chopin also wrote what she really thought in her diary and she said “my dear reading 

and writing that I love so well” (Culley 1994: 116). 

Particularly important role in her life, especially in education, was attributed to her great 

grandmother. In Kate’s education she laid accent on French, music and clear thinking. Kate’s great 

grandmother’s name was Victoire Verdon Charleville and her favourite saying was: One may know 

a great deal about people without judging them. God does that (Unger 1979: 205). 

In 1860, Kate started school with the Madames of the Sacret Heart. The nuns taught her the 

importance of discipline, just as her great-grandmother did. However, Kate became thoroughly 

familiar with both French and English literature. In 1870, she married Oscar Chopin. Descended 

from a French Creole family, Oscar Chopin was a typical Southern gentleman. He always looked 
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upon his wife as an equal and treated her as a valued, intelligent friend as well as his beloved Kate. 

It can be noted that her marriage is characterized as the happiest period of her life. She was deeply 

and passionately in love with her husband. Kate Chopin had six children and she was a loving 

mother. Encouraged by her teacher Mary O’ Meara, Chopin began keeping a journal which she 

filled with character sketches, literary critiques, poetry and copied passages about powerful women. 

(Unger 1979: 20 –207) 

In relation to Chopin’s writing career, it can be noted that it was relatively short. Kate Chopin 

began her writing career after the death of her husband in 1882. She worked almost entirely in 

fiction and her first novel was At Fault. The Storm is a passionate tale of an adulterous encounter 

during a hurricane; Desiree’s Baby is a short story which explores intersection of racism and 

sexism. La Belle Zoraide is a tale of a light-skinned black woman who wants a dark-skinned baby, 

but whose cruel mistress removes the baby and convinces her that the child is dead. A second short 

story collection, A night in Acadie, continued the local-colour vein. A Matter of Prejudice depicts a 

French woman in New Orleans who refuses to cross Canal Street because the other side is occupied 

by Americans. In The Lilies, a child creates a match between a mother and a cranky bachelor 

(Panini 2004: 284-285); (Unger 1979: 207–209). 

It is noteworthy that Chopin’s first novel At Fault (1890) was ignored by readers and critics, 

but her short stories were very successful. Considering Chopin’s short stories, she published them 

with some America’s most prestigious magazines The Atlantic Monthly, The century Vogue, The 

youth’s companion and Harper’s young people. Thus, unlike Emily Dickinson she was published in 

America’s premier magazines (Koloski 2009: 3–4). 

Kate Chopin was sometimes praised for her symbolic, imagistic prose. Although, it is 

important to note that French writers most strongly influenced her sense of life and her craft as a 

writer. She read and admired French classical authors paying attention to Gustave Flaubert and 

Madame de Staël. Émile Zola and Guy de Maupassant provided philosophical perspective and 

fictional method when she began to write in earnest (Baym 2008: 1602–1603). 

Although, a particularly important role in her career was played by the periodical Youth’s 

Companion, which was one of the most famous periodicals in the nineteenth century America. Five 

of Chopin’s “Youth’s Companion” stories, A Matter of Prejudice, Loka, Beyond the Bayou, 

Mamouche and Polydore draw upon romanticized discourses of childhood in order to further 

sentimentalize maternal instincts and thereby reify motherhood. Furthermore, they serve as 

examples of how Chopin’s feminism was moderated by her classist, regionalist, and racial interests. 

In the beginning of her career, Chopin took as her models such local colourists as Sarah Orne Jewtt 

and Mary Wilkins Freeman. Their stories are of female loneliness, isolation, and frustration (Shaker 

2003: 59). 
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The novel The Awakening is one of her masterpieces and it is very important in the context of 

women’s literature. The novel speaks radically about the issues of gender, sexuality and the 

American family. The novel has its roots in the author’s own life, especially her pursuit of solitude, 

independence, and in an identity apart from her children and apart from men. The protagonist of 

The Awakening is Edna Pontellier. Like Edna, the author of the novel knew the outward existence 

which conformed with the inward life it questioned. The Awakening is Edna’s protest against the 

physical and spiritual confinement and pain (Culley 1994: 113–119). 

Originally, Chopin’s novel was to have been entitled A Solitary Soul. Furthermore, that name 

and the problem that it identified had been suggested by Maupassant’s short story Solitude. 

Maupassant’s sketch is no more than a minute of this inescapable woe: that each of us is locked in 

solitude, unable ever to find genuine union with another. According to Toth, there was no evidence 

that The Awakening was ever banned or withdrawn from St. Louis libraries (Culley 1994: 113-119). 

Furthermore, there were different attitudes towards the novel. The Awakening was praised and 

scorned. Some critics attacked it mercilessly, calling it disagreeable, flawed, unhealthy-glided dirt, 

as one phrased it trite and sordid. In the novel, the theme of motherhood is represented as being 

opposed to creativity or self-realization from the protagonist’s point of view (Unger 1979: 220– 

222). 

In relation to the novel, the rediscovery of Chopin’s work happened not owing to American 

women writers but rather to male literary critics from France, Norway and the United States. She 

was championed as a stylist by her French translator Cyrille Arnavon, while her editor Per 

Seyersted brought her work to the attention of a new feminist generation (Culley 1994: 319); 

(Koloski 2009: 4 –5). 

Next we will consider some peculiarities of the depiction of women’s images in the novel. 

Turning to the analysis of the protagonist, it must be concluded that there are parallels between 

Edna Pontellier and the protagonist Emma Bovary of Gustave Flaubert’s novel Madame Bovary. It 

must be concluded that these characters are studied being attributed to the same feminine type. They 

belong to a class that demands more romance out of life than God put into it. These characters are 

characterized as women of strong and fine intuitions, but without the faculty of observation, 

comparison, and reasoning about things. Edna rejects her patriarchal gender identity but she is 

unable to embrace the feminine except in death (Culley 1994: 315–319). 

Edna’s awakening in the novel is represented as her transformation that acts upon her sense or 

herself as an individual. Her awakening is her feminine beginning that is also her end. In the novel, 

Chopin uses the symbolism of the sea, of shadows, of music, of animal sensuality. Discussing the 

question of children’s importance in Edna’s life, she says that she would willingly give all her 

money or even die for her children, she would not surrender herself for their sake (Madsen 2002: 

108-119; Culley 1994: 315–319). 
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The secondary women images of the novel, Adele Ratignolle and Madame Reisz, represent 

extreme views on a woman characteristic of the late nineteenth century. In fact, these characters are 

related to the protagonist. Adele is of an opinion that a woman has to accept her role taking into 

account the patriarchal views, but in Madame Reisz’s opinion, Edna would not lose her 

independence, creativity and pride. It is worth noting that Edna’s awakening in the novel begins 

with Adele Ratignolle, the empress of the mother woman on Grand Isle. Adele is a faultless 

madonna who speaks for the values and laws of the Creole community. Thus, she has a particularly 

important role in the development of Edna’s personality. She provides maternal encouragement for 

Edna’s painting and tells her that her talent is immense. The next stage of Edna’s awakening is seen 

in her relationship with Mademoiselle Reisz, who initiates her into the world of art. Reisz is 

characterized as renegade, self-assertive and outspoken. Furthermore, she has no patience with petty 

social rules and violates the most basic expectations of femininity. It has been already stated that 

Madame Ratignolle and Mademoiselle Resz are represented as the proto-heroines of sentimental 

and local colour fiction (Culley 1994: 315–319). 

Finally, it must be concluded that The Awakening reveals the main problems concerning the 

issues of femininity such as marriage of convenience, the importance of children’s role in women’ 

life,  love and passion outside marriage and interior conflicts caused by them. It can be noted that 

these issues have been studied throughout the century and are also topical nowadays. These 

problems are revealed through women’s fiction and K. Chopin’s The Awakening is one of them. 
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Abstract 

Motive of first names choices in Rezekne municipality parish of Kaunata 
Key words: first name, choice, tradition, popularity, Kaunata parish 
A person’s name serves as an identification mark, which represents his owner for a lifetime. Parents are those, who 
appoints the name, who will help a person to be recognized in society. It is a great liability for a word grantor, as owner 
of the name should always be proud of his name. Motives of first name choices may vary, it may be affected by various 
factors existing in the community (e.g., stereotyped perceptions), or in family (e.g., family traditions), as well as choice 
of the name may be determined by national legislation. The aim of the article is to analyze motives of first name choices 
in Rezekne municipality Kaunata parish, revealing motives of first name choices, reflecting the reasons that affect word 
choice, article also includes summary of the most popular names within Kaunata parish in 2015, divided into gender 
and age groups.   
Motives of first name choice most often are determined of how it sounds, its popularity, relation with positively 
appreciated person, family tradition, as well as pragmatic approach (word can be easily to inflected, diminutives may be 
formed, but it is impossible to create nicknames). Name day’s calendar also has essential meaning, as often words 
grantor uses it as source for inspiration. 
 
Kopsavilkums   

Priekšv$rdu došanas motiv$cija R%zeknes novada Kaunatas pagast$ 
Atsl� gv� rdi:  priekšv� rds, izv� le, trad�cija , popularit� te, Kaunatas pagasts 
V� rds ir svar�ga cilv� ka identit� tes z�me, kura prezent�  indiv�du visas dz�ves garum� . Galvenok� rt vec� ki ir tie, kuri 
nosaka, ar k� du v� rdu personu iepaz�s sabiedr�ba. T�  ir liela atbild�ba v� rda pieš�� r� jam, jo svar�gi, lai cilv� ks par savu 
v� rdu justos lepns. V� rda došanas motiv� cija var b	 t daudzveid�ga un to var ietekm� t da�� di faktori, kas past� v 
sabiedr�b�  (piem., stereotipiski priekšstati) un � imen�  (piem., dzimtas trad�cijas), izv� li nosaka ar� valsts likumdošana. 
Raksta m� r� is ir analiz� t personu priekšv� rdus R� zeknes novada Kaunatas pagast� , atkl� jot v� rda došanas mot�vus un 
atainojot iemeslus, kas ietekm�  v� rda izv� li, rakst�  ar�  apkopoti 2015. gada Kaunatas pagasta iedz�vot� ju popul� r� kie 
v� rdi da�� da dzimuma un vecuma grup� s.  
P� t�juma gait�  tika noskaidrots, ka v� rda izv� li galvenok� rt nosaka t�  skan� jums, popularit� te, saist�ba ar pozit�vi 
v� rt� tu cilv� ku, � imenes trad�cija,  k�  ar� svar�gs ir pragmatiskais aspekts (v� rds ir viegli lok� ms, veidojami 
deminut�vatvasin� jumi, bet nav iesp� jams atvasin� t iesauku). B	 tiska noz�me ir v� rda dienu kalend� ram, jo tieši no t�  
v� rda dev� js g	 st iedvesmu v� rda izv� l� .  

  

Katra cilv� ka individualit� tes svar�ga sast� vda�a ir vi� a v� rds. Tas tiek pieš� irts personai 

pirmaj�  dz�ves m� nes� un pavada to visu dz�vi. Svar�gi ir nek�	 d�ties �st�  v� rda izv� l� , jo jau 

indiv�da dz�ves s� kum�  tas k�	 st par noz�m�gu identit� tes z�mi, savuk� rt v� l� k ar šo v� rdu cilv� ks 

s� k saskarsmi ar apk� rt� jiem. Pieš� irtais v� rds k�	 st par personas viz�tkarti visas dz�ves garum� . 

Caur šo v� rdu personu uztver un iepaz�st gan sabiedr�ba, gan cilv� ks pats sevi.  

Persona sava v� rda izv� l�  nav iesaist�ta. Priekšv� rdu pieš� ir vec� ki, kuri bie�i vien to izv� las 

jau pirms dzimšanas. Nereti v� rda dev� ji savu izv� li balsta person�gaj�  pieredz�  vai ar�  uz dz�ves 

laik�  iepaz�to. Bez šaub� m, v� rda došanas motiv� cija var b	 t daudzveid�ga, un to var ietekm� t 

da�� di faktori, kas past� v gan sabiedr�b�  (piem., stereotipiski priekšstati), gan � imen�  (piem., 

dzimtas trad�cijas), k�  ar� Tieslietu ministrijas akcept� ti un Latvijas Republikas noteikti ties�bu 

akti – Civilst� vok�a aktu re� istr� cijas likums, Ministru kabineta noteikumi Nr. 114 „Noteikumi par 

personv� rdu rakst�bu un lietošanu latviešu valod� , k�  ar� to identifik� ciju" un Valsts valodas likums. 
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J� atz�st, ka vec� ki tom� r ir br�vi sav�  izv� l� . B� rnam ir iesp� jams pieš� irt gan k� du no kalend� r�  

atrodamajiem v� rdiem, gan pašu izdom� tu vai ar� citos avotos atrodamu v� rdu.  

Viens no zin� m� kajiem v� rda izv� les motiv� cijas p� tniekiem Danklins (Dunkling) savos 

darbos ir aprakst�jis vair� k nek�  20 da�� du mot�vu. Priekšrokas došana k� dam konkr� tam v� rdam ir 

sare��� ts process, kuru pat v� rda dev� js ne vienm� r var prec�zi aprakst�t, jo v� rda izv� li ietekm�  

faktori, kas ir saist�ti ar personiskiem v� rdu t� liem, liel� koties neapzin� t� m individu� l� m emocij� m 

un nejauš�b� m, kur� m bie�i vien ir liel� ka noz�me nek�  pragmatiskiem apsv� rumiem. (Balode 2015: 

281) 

Sabiedr�b� s, kur b� rna v� rda izv� le tiek uzskat�ta par br�vu v� rda dev� ju izv� li, tiek min� ti 

faktori, kas nosaka b� rna v� rda izv� li: 1) est� tisk�  izv� le (labi skan, v� rda noz�me ir v� rt�ba); 2) 

v� lme izr� d�t cie� u v� rdam� sai/v� rdabr� lim vai v� rda izcelsmei; 3) v� lme uzsv� rt � imenes 

turpin� šanu; 4) v� lme veicin� t v� rdabr� lim/v� rdam� sai rakstur�g� s �paš�bas; 5) v� lme veicin� t 

identifik� ciju ar � imeni vai pieder�bu � imenei; 6) v� lme uzsv� rt pieder�bu apakšgrupai (reli� iskai, 

nacion� lai, valodas) (Balode 2014: 294). 

Latvij�  p� t�jumu par v� rda došanas trad�ciju, izv� les mot�viem ir sam� r�  maz. P� tnieki ir 

vair� k orient� ti atkl� t senos personv� rdu variantus (Ren� te Sili� a-Pi�� e), v� rda semantisko noz�mi 

(Pauls Balodis) un formas (Kl� vs Sili� š), plaš� ka uzman�ba tiek piev� rsta citvalodu cilmes 

priekšv� rdiem (Laimute Balode). Priekšv� rdu izv� les un došanas motiv� cija tuv� k apl	 kota un 

analiz� ta Oj� ra Buša, Martas Balodes, Laimutes Balodes p� t�jumos, kuros apl	 kotas svar�g� k� s 

v� rda došanas tendences ne tikai latviešu, bet ar� cittautu antropon�miskaj�  sist� m� . 

Š� raksta m� r� is ir analiz� t R� zeknes novada Kaunatas pagasta iedz�vot� ju priekšv� rdus, 

atkl� jot v� rda došanas mot�vus un faktorus, kas ietekm�  v� rda izv� li, rakst�  apkopoti ar�  2015. gada 

Kaunatas pagasta iedz�vot� ju popul� r� kie v� rdi da�� da vecuma un dzimuma grup� s.  

Raksts pamat�  ir sinhronisks p� t�jums, kas balst�ts uz m	 sdienu materi� lu anal�zi. M� r� a 

sasniegšanai izmantota aprakstoš�  metode un sociolo� isk�  metode: anket� šana. Kop�  anket� ti 95 

Kaunatas pagasta iedz�vot� ji vecum�  no 9–62 gadiem, no kuriem liel� ko �patsvaru veido sievietes – 

75%, savuk� rt v�rieši – 25%. Starp respondentiem ir  gan personas, kur� m v� rds tika pieš� irts, gan 

vec� ki, kuri izv� l� jušies v� rdu savam b� rnam. 

Anket�   iek�auta ievadda�a – v� rds un vecums, un galven�  da�a – jaut� jumi par v� rda 

dev� jiem un galvenajiem mot�viem v� rda pieš� iršan� . B	 tisk� kais jaut� jums, kas tika uzdots 

respondentiem – K� p� c Jums/J	 su b� rnam tika dots šis v� rds? Varb	 t ir k� ds �pašs st� sts, k�  

J	 s/J	 su b� rns tik� t/a pie sava v� rda? 

Kaunatas pagasta popul� r� ko v� rdu noskaidrošanai izmantoti R� zeknes novada Dzimtsarakstu 

noda�as dati par jaundzimušo v� rdiem 1998.–2015.gad� , Kaunatas pagasta p� rvaldes sniegtais 

iedz�vot� ju saraksts, kur�  apkopoti  800 v� rdi.  
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Kaunatas pagasts atrodas Latgales augstienes augst� kaj�  da��  – R� znavas paugurain� , 

R� zeknes novada dienvidaustrumu da�� . Kop� j�  pagasta plat�ba ir 16994,3 ha (Iltnere 2001: 471). 

T�  teritorij�  dz�vo 1252 iedz�vot� ji (uz 01.01.2016 p� c PMLP datiem), no kuriem 16 % ir b� rni l�dz 

18 gadu vecumam.  

 Kaunatas pagasta iedz�vot� ju priekšv� rdi galvenok� rt ir vienkomponenta, t. i., antropon�mu 

veido viens v� rds (Sanita, Guntis, Alise), kas ir visai izplat�ta situ� cija Latvijas kontekst� . Personai 

v� rdu var veidot ar� divas komponentes. Šos gad�jumus akcept�  Civilst� vok�a aktu re� istr� cijas 

likuma 32. pants. J� atz�st, ka divkomponentu priekšv� rdi Kaunatas pagast�  izplat�ti prim� ri p� c 

1991. gada dzimušiem iedz�vot� jiem (Ella Dominika (315), Toms Jur� is(6), Toni An�elo (16), Santa 

Laura (18)), atjaunojoties Latvijas Republikas neatkar�bai. Motiv� cija divkomponentu priekšv� rdu 

pieš� iršanai saist� ma ar v� rda pieš�� r� ju nesp� ju izš� irties �st�  v� rda izv� l�  (piem� ram, vec� kiem 

patikuši vair� ki v� rdi vai nav pan� kta vienošan� s) vai ar� personai tiek pieš� irti v� rdi par godu 

tuviem cilv� kiem.  

Viena no svar�g� kaj� m un izplat�t� kaj� m paz�m� m, kas nosaka v� rda došanas motiv� ciju, ir 

priekšv� rda labskan�ba jeb t�  fon� tiskais skan� jums, proti, v� rds, kas ir dzirdei t�kams, skanošs, 

viegli izrun� jams. Galvenok� rt izv� li nosaka process: iepatikušos v� rdu atlase no kalend� ra, abu 

vec� ku vai vienpersoniska izv� le. Atlasi veido da�� di krit� riji k � , piem� ram, v� rda ori� inalit� te – 

are� l�  (Kaunatas pagasts) v� rds ir rets vai nav sastopams: V�rs atnesa kalend� ru ar v� rdiem, kur�  

atz�m� ja, kas vi( am pat�k, es izv� l� jos no t�  saraksta. T� da v� rda nebija nevienam b� rnam pagast�  

(Tam� ra, meita Just�ne (16)) vai v� rda semantika. V� rds atkl� j iesp� jam� s b� rna rakstura iez�mes, 

stipr� s un v� j� s person�bas puses: Linda v� cu valod�  maig� , igau( u – putns. Tas ar� Lindai 

rakstur�  ir rakstur�gi. Linda ir maiga un ja kas, parasti roci( as vicina, k�  sp� rnus (Sta( islava, 

meita Linda (14)). 

J� atz�st, ka v� rda došanas mot�vs – v� rda labskan�ba, tiek balst�ts uz pieš�� r� ja personisko 

pieredzi, gaumes izj	 tu, kas ne vienm� r var sakrist ar sabiedr�bas viedokli. Šis krit� rijs ir main�gs 

atkar�b�  no vecuma, dzimuma un nacionalit� tes.  

Bie�i vien v� rda dev� jam ir svar�gi, lai b� rna priekšv� rds skan� tu labi ne tikai dzimtaj�  

valod� , bet ar� svešvalod� , piem� ram, krievu vai ang�u valod�  (lat. Ilona – kr. 4���� ; lat. J� lija  – 

kr. 5�	�  – ang�u Julia), kas nodrošina starpkult	 ru sapratni un p� rliec�bu, ka identit� te saglab� jas.  

Vec� ki, izv� loties v� rdu, skata ar� t�  pragmatisko pusi, lai personas v� rds ir lok� ms, iesp� jams 

veidot deminut�vus jeb m��v� rdi� us (labv� l�ga attieksme, kas var ietekm� t indiv�da person�bu), k�  

ar� nepast� v iesp� ja veidot iesaukas, kas var rad�t b� rnam kompleksus un nedroš�bu par savu v� rdu: 

No kalend� ra tika izv� l� ti v� rdi, kuri bija iepatikušies, un p� c tam m� s, vec� ki, atsij� j� m. 

Piem� ram, lai labi lok� s, lai var pasaukt m��v� rdi(�  un, protams, tam, kam ir gr� ti ielikt k� du 

                                                 
15 Min� t� s  personas vecums  
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iesauku (Antonija, meita Jolanta (13)). B	 tiski, lai v� rds b	 tu pieska� ots uzv� rdam, jo v� rds un 

uzv� rds ir noz�m�gi personas dati, kas pal�dz identific� ties sabiedr�b� .  

V� l viena izplat�ta un z�m�ga tendence, kas nosaka v� rda atlasi, ir pozit�vas vai negat�vas 

asoci� cijas vai emocijas, kas saist�tas ar k� du konkr� tu personu – v� rda nes� ju. Negat�vs sakars ar 

trešo personu izsl� dz v� rda izv� les variantus, kuriem ir saikne ar šo cilv� ku. Savuk� rt asoci� cija ar 

jauku un sirsn�gu cilv� ku vai pat�kamas atmi� as ir viens no iemesliem, kas nosaka v� rda izv� li. 

Viens no faktoriem ir dzimtas trad�cija, respekt�vi, b� rns tiek nosaukts par godu vecvec� kiem 

(v� rds tiek nodots paaud�u paaudz� s): Mammas vect� vu sauca Guntis. T� p� c mamma nosauca š� di 

(Guntis (29)), � imenes locek�iem, piem� ram, t� vs nosauc b� rnu savas m� sasmeitas v� rd�  – Nat� lija 

(30). Bie�i vien vec� ki izv� las v� rdus, kas nav tieši saist� mi ar � imeni (nav radniec�go saišu), bet 

cilv� ki, k�  v� rd�  v� las nosaukt b� rnu, ir k�uvuši tuvi – tie ir skolas draugi, koled�as biedri, lab� kie 

draugi vai draudzenes: T� tim Ivaram lab� kais draugs bija Raimonds  (Reg�na, d� ls Raimonds (21)), 

V�rs sac�ja, ka koled�� , kur vi( š m� c�j� s, bija Mairis. T�  un nosauc� m. Mairis ir interesant� ks, k�  

M� ris – bija m� su doma (d� ls Mairis (13)). Sabiedr�b�  atpaz�stamas person�bas, kas ar savu darbu ir 

ieguvušas cilv� ku atzin�bu, var ietekm� t v� rda pieš�� r� ju v� rda došan� , galvenok� rt š�s person�bas ir 

m� kslinieki, piem� ram, aktieri vai aktrises. Vi� u v� rdi ir cien�gi, lai b� rns tiktu šaj�  v� rd�  nosaukts, 

un tas pavad�tu cilv� ku visu dz�vi. Tom� r vec� ki labpr� t izv� las v� rdus, kas saist� mi ar m� kslinieku 

radošo pusi, respekt�vi, v� rda dev� js pieš� ir b� rnam v� rdu no aktiera/aktrises atveidot� m lom� m: 

Mammai no filmas varones patika šis v� rds un t� p� c tieši šo izv� l� j� s (Anastasija (18)), Agr� k bija 

seri� ls un vec� ku m��� kais varonis bija Leon�ds (Leon�ds (32). 

V� rda mode jeb popularit� te ir krit� rijs, kuru visbie�� k izv� las vec� ki atbilstoša v� rda atlas� : 

Taj�  laik�  grib� ja modern� ku v� rdu (Nellija (50)), Man šo v� rdu deva, jo taj�  laik�  tas bija �oti 

popul� rs latviešu v� rds (Aija (45)). Popularit� ti nosaka v� rda lietojuma bie�ums (v� rda nes� ju 

skaits) un atpaz�stam�ba sabiedr�b� , tom� r mode nav konstants lielums, t�  var nep� rtraukti 

main�ties.  

P� tnieks Oj� rs Bušs ir apkopojis popul� r� kos latviešu v� rdus vair� ku desmitu gadu interv� l� . 

Divdesmitajos gados (1920-) popul� r� kie v�riešu v� rdi ir bijuši J� nis, P� teris, K� rlis, Antons, 

Arv�ds, J� zeps, Arnolds, sieviešu popul� r� kie v� rdi – Anna, Velta, Mirdza, Marija, Aina, Dzidra, 

Ausma. Savuk� rt asto� desmitajos gados (1980-) popul� r� kie v�riešu v� rdi – J� nis, Edgars, M� rti� š, 

Art	 rs, Kaspars, Andris, M� ris, sieviešu v� rdi – Linda, Ieva, Krist�ne (Bušs 2003). P� c Pilson�bas 

un migr� cijas lietu p� rvaldes datiem 2014. gad�  popul� r� kie v�riešu v� rdi bija Roberts, Markuss, 

Artjoms, Ralfs, Gustavs, popul� r� kie sieviešu v� rdi – Sofija, Em�lija, Alise, Anna, Marta. Apskatot 

šos popul� r� kos v� rdus vair� k nek�  20 gadu interv� l� , j� secina, ka latviešu v� rdu popularit� te 

samazin� s un vec� ki arvien bie�� k izv� las cittautu cilmes priekšv� rdus.  
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2015. gada Kaunatas pagasta iedz�vot� ju popul� r� kie priekšv� rdi: 1940.–1960. g. dzimušo 

v�riešu v� rdi – J� nis, P� teris, Aleksandrs, J� zeps, Nikolajs, sieviešu v� rdi – Anna, Marija, Irina 

(Ir� na), Sta� islava, Jan�na, 1961.–1980. g. dzimušo v�riešu popul� r� kie v� rdi ir  Juris, Andris, 

Sergejs, Vladimirs, Sta� islavs, sieviešu popul� r� kie v� rdi – Ir� na/Irina, Anita, Tatjana, Ludmila, 

savuk� rt 1981.–2000. g. dzimušie v�rieši visbie�� k nosaukti v� rdos  J� nis, Edgars, Art	 rs, Andrejs, 

Kaspars, sievietes – Krist�ne, Di� na, Linda, Svetlana. 2000.–2010. g. dzimušajiem v�riešiem 

popul� r� kie v� rdi ir Maksims, � ikita, M� ris, Raivis, Edgars, sieviešu popul� r� kie v� rdi – Viktorija, 

Linda, Di� na, Jolanta, Katr�na. B� rnu grupai, kas  ir dzimusi 2011.–2015. g. nav iesp� jams 

noskaidrot popul� r� kos v� rdus, jo p� c Dzimtsarakstu noda�as datiem šaj�  laika posm�  dzimušie 

b� rni nosaukti atš� ir�gos v� rdos. Kaunatas pagasta popul� r� kie priekšv� rdi nor� da, ka v� rda dev� ji 

vair� k izv� las tieši latviešu un cittautu – krievu cilmes v� rdus, bet nav tend� ti izv� l� ties v� rdus, kas 

ien� k no t� l� k� m taut� m, k�  tas ir v� rojams Latvijas kontekst� .  

B	 tisks pal�gs v� rda izv� l�  ir v� rdadienu kalend� rs. Tas sniedz plašu iesp� ju izv� l� ties v� rdus, 

kas ikdien� , iesp� jams, paliek nepaman�ti. Sabiedr�ba vair� k ir tend� ta uz tradicion� lo v� rdu izv� li, 

t� du  k�  J� nis, M� rti� š, Liene, Maija, Ilze.  

Vec� ki bie�i vien apzin� ti izv� las v� rdu, kam  v� rdadiena ir att� lin� ta no dzimšanas dienas 

datuma. Ret� k v� rdadiena tiek izv� l� ta taj�  paš�  dien� , kad b� rns svin savu dzimšanas dienu. Tie ir 

divi neatkar�gi sv� tki. Neskatoties uz to, retos gad�jumos v� rda dev� js izv� las apvienot abus sv� tkus 

vien�  dien�  vai attiec�gi tuvin� t šo dienu, padarot tos par l�dzv� rt�giem: Vec� kiem bija gr� ti izdom� t 

man v� rdu, t� d��  mamma ar krustm� ti š/ irst�ja kalend� ru un �oti iepatik� s v� rds, kurš bija 

ierakst�ts man�  dzimšanas dien�  – 29. mart�  (Agija (25)), Vec� ki to izv� l� j� s dievnama kalend� r� , 

atskaitot septi( as dienas atpaka� no manas dzimšanas dienas. Vi( i atrada tur v� rdu Ars� nijs 

(Ars� nijs (16)). 

Raksts sniedz tikai nelielu ieskatu v� rda došanas trad�cij� s viena pagasta kontekst� , proti, 

Kaunatas pagast� . J� atz�st, ka pagasta iedz�vot� ji ir maz inform� ti, k�  vi� i ieguva savu v� rdu. 

Ikdienas ritm�  un gadu g� jum�  persona aizmirst, ka katram v� rdam ir savs st� sts. Liel� koties v� rda 

pieš� iršana tiek uztverta, k�  dabisks process.  

Krievu onomaste Aleksandra Superanska (6������#��  .���������� ) uzskata, ka katram 

b� rnam j� zina, k� p� c vi� u š� di sauc: par godu k� dam � imenes loceklim vai pazi� am; kur vec� ki 

dzird� ja šo v� rdu, ja tas ir reti sastopams; nepieciešams, lai b� rnam vi� a v� rds patiktu, lai b	 tu 

akt�vi ieinteres� ts sav�  v� rd� . Tad tas k�	 s par noz�m�gu elementu person�bas tapšan� , par �pašu 

v� rdu, individualiz� jot un izce�ot katru cilv� ku (�$0�!������  2007: 20). Vec� kiem ir j� b	 t 

iniciatoriem, kuri mudina b� rnus interes� ties par sava v� rda „v� sturi”.  

 



���������	
�����
	�����	
���
	��
������	��	
������� 	��	
�����
����	
 �
��������	
��




��	��
�
����	
 ���
�� ��
 ����
��������
	���������
�����
����
��
���������	
� ����
	���


 

89 

Bibliogr $fija 
Balode  M. 2014. B� rnu personv� rdu izv� les motiv� cija etniski jauktaj� s somu-latviešu � imen� s. 
Bušs O., Sili� a-Pi�� e R., Rapa S. (atb., red.). Onomastikas p� t�jumi. R�ga: Latvijas Universit� tes 
Latviešu valodas instit	 ts, 289.–308. lpp. 
Balode M. 2015. B� rnu priekšv� rdu izv� les diaspor�  un to p� t�šanas iesp� jas. Lulle, Aija, K�ave, 
Evija. (red.). Radot iesp� jas att�st�bai: diasporas b� rnu un jauniešu izgl�t�ba. R�ga: Latvijas 
Universit� tes Akad� miskais apg� ds, 273.–288. lpp. 
Bušs O. (2003). Personv� rdi, vietv� rdi un citi v� rdi: izp� tes pak� pieni. R�ga: Latvijas Universit� tes 
Latviešu valodas instit	 ts. 
Civilst� vok�a aktu re� istr� cijas likums.http://likumi.lv/ta/id/253442-civilstavokla-aktu-registracijas-
likums#p-452934 [18.04.2016]. 
Iltnere A. 2001. Latvijas pagasti: enciklop� dija, 2. R�ga: Preses nams. 
Ministru kabineta noteikumi Nr. 114  Noteikumi par personv� rdu rakst�bu un lietošanu latviešu 
valod� , k�  ar� to identifik� ciju. http://likumi.lv/doc.php?id=85209 [18.04.2016]. 
Pilson�bas un migr� cijas lietu p� rvalde. http://www.pmlp.gov.lv [19.04.2016]. 
Valsts valodas likums. http://likumi.lv/doc.php?id=14740 [18.04.2016]. 
�$0�!������  ; . 2007. 4��  – ,���%  ����  	  ������ . � ���� : D8%����:���  ,=D . 



���������	
�����
	�����	
���
	��
������	��	
������� 	��	
�����
����	
 �
��������	
��




��	��
�
����	
 ���
�� ��
 ����
��������
	���������
�����
����
��
���������	
� ����
	���


 

90 

	
	��

	
��  ���	��
���

	�	  �����
�  �  
�����������  � . �	��
����
�  

 
�*+,-  �.*/012  
<�$+��0������2  $����!����� , $� . 4����6��  13, <�$+��0��� , ,����� , LV-5401 in_ku@inbox.lv 
 
Abstract 

Fratures of the artistic time in dramatuegy of F. Gorenstein 
Key words: Drama, artistic time, artistic space, screenplay, cinema 
The article is devoted to the research and description of the specificity of the artistic time in F. Gorenstein’s Drama.  
F. Gorenstein is a dramatist, scriptwriter in the twentieth-century. Of course, the main motive in the dramatic texts of 
Gorenstein is time. It is worth to note that in the dramatic texts of Gorenstein (“Volemir“ (1964); „Disputes about 
Dostoevsky“ (1973); ,,Berdichev“ (1975);  ,,Infanticide“ (1985)) are pointed out elements of screenplays. The factor of 
time is the marked segment in a picture of the world of a work of art. Time and space changes, on an equal basis with 
them also the subject of research changes. The screenplay is a kind of a skeleton on which is superimposed a dramatic 
text. Gorenstein as a writer and scriptwriter is a kind of designer, for whom his work with the idea and plot of the text is 
interwoven with audio - visual side of the picture. 
All four of the dramatic texts implement within the framework of the trine: time - man - space. 

 
 
Kopsavilkums 

M$kslinieciska laika &patn&bas F. Gorenšteina dr$m$s 
Atsl� gv� rdi:  dr� ma, m� kslinieciskais laiks, m� ksliniecisk�  telpa, scen� rijs, kino 
Raksts tiek velt�ts specifikai un  m� kslinieciska laika �paš�b� m F. Gorenšteina dr� m� s. 
F. Gorenšteins ir dramaturgs, scen� rists divdesmitaj�  gadsimt� . Neapšaub� mi, galvenais mot�vs F. Gorenšteina 
dramatiskajos  tekstos ir saist�ts ar m� ksliniecisko laiku. Ir v� rts atz�m� t, ka dramatiskajos tekstos („Volemirs” (1964); 
,,Str�di par Dostojevski” (1973); ,,Berdi
 evs” (1975);  ,,B� rnuslepkava” (1985))  tiek att� loti scen� rija elementi. Laika 
faktors ir noteikts m� kslas darba segments pasaules ain� . Scen� rijs ir viens no b	 tisk� kajiem pamatiem, uz kuriem tiek 
balst�ts dr� matiskais teksts. Gorenšteins k�  scen� rists un m� ksliniecisk� s pasaules projekt� t� js sp� j sava teksta  ideju 
atspogu�ot ar vizu� las ainas pal�dz�bu. Visos 
 etros dramatiskajos  tekstos  �stenojas  tri� de: laiks - cilv� ks - telpa. 

 

4  %��� 2  ����:�  0!�%0!���"�����  0 09���  !���" �!��:   � 6��� ���  �$% &������� +  

�!�"���  �  %!�"���������  �������  (!�%!���  - !��E��2��  – ,,4 ��"�! ” (1964), ,,�0 !9    

< �� ���� " ” (1973), ,,��!%���� ” (1975), ,,<�� $6�2?� ” (1985). ( . - !��E��2�  6 �:E �  

8�������  $%�����  �$% &������� "$  �!�"���  �  0! ��!�����$  �  �� ��  %!�"���������  ������� . 

(�% !  ) ����� ���  (�% ! �  0�E��    � " , ,,��  0! ��!�����  �  �� ���� "  ���$�����  

��0 �!�%������  ���8��  �  �$% &�������9"  �!�"���" . 4 1960-�  + %9 �  ����!��$! ��%����  

� 8������  � �  0 %� % �  0! ��!�������� -�!�"���9"  ��!$��$!�" , � � !9"�  ��!����!�8$����  

��$�� �  "9E�����  XX �� ����� : 0! ��!�����  �  �!�"�   0!�%�������  ��� %�  �8  � �B���� � , 

���$�?�2 , 0�!� ��&�2 , ��� %�  �8   �� E���2  "�&%$ ���"�  � "0 �����"� , ���"�  ����+ !��"�  

�$% &������� +  "�!� ; �  %!$+ 2 �� ! �9 , ��&%92  � "0 ����  �$% &������� +  "�!�  

 6!�����  0! ��!�������� -�!�"��� 2  ����$� ” ((�% ! �  1988: 12).  

�� ��   �"����: , ��  0! ��!����������  ����+ !��  �  �$% &������� "  "�!�  - !��E��2��  

0�!����� . >�  %��� �   6�� ����:���  $��89����  !�% 0! �8��%���2 , �  ��8������  � � !9�  

 �!�&���  0! ��!����������  � "���?��  (,,< "  �  6�E��� 2 ” 1963, ,,��!%���� ” 1975, ,,���� ” 

1976, ,,>�  � �8��� ” 1969, ,,�����:��2  B!$�� �92  ��%�� ” 1987, ,,) ���%���  ���  ��  4 �+� ” 

1988) �  %!$+�� �����9 . 4!�"���9�  " %���  �  %!�"��$!+��  - !��E��2��  ��%����9  
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�$% &������� 2  ?�� ��� ��:F  �  �0�?�B���9  0  �� �2  ��!$��$!� . 4  %!�"���������  �������  

0! ���&�������  ���8:  �  �?���!��" , �� , �  �� F   ��!�%: ,  6$�� ����  $��������"  

- !��E��2��  ��� ���$���� " . 4 �!�%�  ����"�� +!�B��� �  �"�  - !��E��2��  69�  

8����"9" . 5�  ��������  ��� ! "   �?���!���  �  �8�����9"  � ������"  B��:"�"  ,,� ��!�� ” 

(1972, !�&����!  ; . /�!� ����2 ), ,,*�6�  �F6�� ” (1975, !�&����!  > . ������ � ). ;����8  

�$% &������� +  �!�"���  �  %!�"���������  �������  - !��E��2��  0! � %����  ��   �� �����  

%��9  ��  ��0������ . 

<!�"�  ,,4 ��"�! ” (�  %�$� %�2������ , ���9!��  ��!����� ) ��0�����  (!�%!�� "  

- !��E��2� "  �  1964 + %$. 4!�"�  ��0������  ������  � �0�%���  �  0 ��$0�����"  - !��E��2��  

��  49�E��  �?���!�9�  �$!�9  �  � ���� . 4  %!�"�  ,,4 ��"�! ” ��  0�!�92  0���  �9�����9  

0! ��!�������� -�!�"���9�   �� E���� . 4  &�8��  +�! ��   �!�&�F���  ��0���9  ���� �G�+  �  

0! E� +  �!�"��� . �����"�  0�!� ��&�2  %!�"9  ,,4 ��"�! ” � �� ��  �8  21 %�2���$FG�+  

��?� . - !��E��2�  �  �� �2  %!�"�   ������  �"���  � �:�  4 ���$  �  ,�8�  (�$0!$+� ),  ����:�9�  

&�  ��  ��89��F���  � ��� . .  4 ����  �  ,�8 2  ���  %���2 , � � !9�  $��89����  69 ��  6$%$G�� 

��":� . ���:  4 ����  (���!$E�� ) 0 �� ���  ��0 "�����  � 69���  0! E�9�  ��� ,  %�����  �9��  

���  ���%:6$ . 5��  !�8+ ��!�����  �  �9� "  �  0! E�%E�"  �!�"��� . 5����:�9�  +�! �  

!�����89��F�  ����% �9  �  � 69��� , 0! ��� %��E��  �  ��"�  ���  �  %!$+�"�  �F%:"�  �  

0! E� " . *�0��� 2  ���!$E��  – "���!�  4 ����  8������������  %!�"�  ,,4 ��"�! ”(  ��  � �:�  

��2���  8�"�����  �����  $ 4 ����  6 �:E��  � +� ).  

4 ��" "  ������  %!�"9  � ��%  8������� , ��   �  ,, ���0��� ”, ���  � 6������ , �   ����:�9�  

+�! �  %!�"9 . )! !�8���!  (0 ��������  ��E:  �  � �?$  �� ! +  %�2�����  %!�"9 ): -����	�	  �	  

��  ��	���	�  ��  �����  ����������
  �	$ ? -�	  �����  ��  ����� . 7�  �����  #�	�����  	  

%����#	�!	 ��  ,������ ”  (- !��E��2�  1982:66). 4!�"�  ��0������  %!�"9  �  �������$��  

 0��9���" "$  �!�"���  – 70 ��  E����%����9�  + % � . 56!�8�92  !�% �$% &������� 2  

�����"9  ������  B !"�!$��  �%�F  ���� ��� , � � !��  �9!�&���  �  B�� � B�� 2  � �?�0?��  

�!$+� . )  �� ��"  � .� .������� , �  "�!� ,  �"����� "  ?����8" " , ,,�����  ! ���  �  ���� +  

 6� ������  &�8��   ���6��� ,  �%����   �  ��� !����� 2  0! +!������ ���  �  %�&� 

0! ��� 0 �������  �2 ; 0 7� "$  ! ��  8%��: 0!��!�G�����  �  6���"9����� �  � 0�����  &�8��  ��  

 %� "  "���� , ��   %� 2  ��� !����� 2  � ��� , ��   %� "  $! ���  ��� !����� +  !�8����� ” 

(������  2012: 477). 

5� 6��� ��:  �?���!� 2  %!�"��$!+��  �  � " , ��  �  ��2  " +$�   ������:��  ��� � !9�  

0!��?�09  � 8%����  �$% &������� +   6!�8� , " +$�  69�:   � 69�  �!�"��� -

0! ��!��������9�   �� E���� . <!�"�  ,,4 ��"�! ” ��������  0�!�9"  %!�"��������"  ����� "  

- !��E��2�� , �  � � ! "  ���6 ���   �������   � 6!�&�F���  7��"���9  �?���!�� . <!�"�  
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4 ��"�!  � %�!&��  �  ��6�  7����������$F  �0�?�B�����$F  B !"$  ������  �  +�$6 �$F  

B�� � B��$F  B�6$�:�$F  � �?�0?�F . 

<!�"�  ,,�0 !9    < �� ���� " ” 8�������:�   ���������   �  ����  %!�"���������  ����� �  

- !��E��2�� . 4 �0 !�� , 8�������9�  �  ��8����� ,  �!�&�����  � %�!&����:�92  ��0���  %!�"9 . 

(�6$�:�$F   �� �$  ������   6!�8$��   6�$&%����  " � +!�B��  ����!��$! ��%�  * "���  

-!�+ !:�����  C%�"�� +  ,,;���8"  < �� ���� + ” �  0 %8�+ � �� "  ,,<$� ��9�  0 ����  ���  

��$��92  0��� �����8 ”.  

 <!�"�  � �� ��  �8  %�$� %�2����2 . >����  %�2�����  0�%���  �  8�"���  �!�"�  + %�, �  

�"���  �  > �92  + %.  <!�"�  ����������  !�0��� 2  $6 !G�?9  =��:�� ��9  : ,,2���  ��# , �  

����#�  ���  ��  7��
� ” (- !��E��2�  1973: 2). ,��� ��:  C%�"�� +  �9%�����   � 6 . 4  

!�0�����  ��  !�8  ��6�F%�F���  �! ����9�  �9���89�����   �� �����:�  %��� +  ��0�&� . 

>�0!�"�! : ,,8���  8#����	  	% ���	��
  ���#���	�#�� . 2�!�  �����  – �����  ���	��
  

���#���	�#�� ”  (- !��E��2�  1973: 3).  4 ������  0 ��������  �G�   %��  0�!� ��&  – H�!� � � � , 

��!�92  � �  –  ���  �+  ��89��F�  0!�%���������  !�%� ���+�� . H�!�8   %��� +  0�!� ��&�  

0 %��"�����  � 0! �   8����" ���  B�+$!9  < �� ���� +  �  20-"  ���� . ,, 9���,��  ��  �������  

���"��  �	,����	 , ���#�  :��������	  ������  ���  %�����,��  ��������	  #�����	 , ���  �����	  

�  3�����  ��#�  �  3��	����#� , ���#��  ����  �����	�"  �  ;�#���  �	
� ���	,�  ��% �����  

%�������������  ������  '�����	����� , ��  ����#��  ��  ���  �  ��	#�  �	����  ��  #�#	� … 2	  

#�����	��� , �	  #���#����� ” (- !��E��2�  1973: 6). 4 %!�"�  ��  0�!�92  0���  �9� �����  

 00 8�?�� : " "���  – ���� ��: . 4  7� 2  ���8�  0! % �&�����  !���" �!����  0! 6��"�����  

���$��:� ���  �� !������  < �� ���� + . �� ��   �"����: , ��  " ���  ��0 ��"����  0 �� !�����  

�  ����  %!�"���������  �������  - !��E��2�� . 4 ,,�0 !�� …” �!�  �9!�&�����  ��&������  

0 ��"��:  �� �+  � 6���%���� . =�F��� 2  �%��2  ������  ��������  ��� �� ����:� ��:  %��� +� . 

=�&%92 �8  $������� �  �0 ! �   �������  �  !�"���  �� �+  %��� +� , 0!�  �� �"  "����� , �  �� �2  

� �� 2  8!���� . 

<!�"�  ,,�0 !9    < �� ���� " ” ��������  % ���� ��  �� &�9"  %!�"��$!+������"  

"���!��� " . >�  ��+ %��E��2  %��:   ��  ��������  �%��������9"  �8  0�!��������9�  ����� � , 

� � !92  �G�  ��  69�  0 �������  ��  �?��� . 5��������:� 2   � 6��� ��:F  %��� +  ������  

����F���  !�8��!�$�9�  " � � +� , � � !9�  0  �� �"$  � %�!&���F  0 ! 2  8���"�F�  ��!���?$  

������ .  

;����8  �!�"���  ��&��  �  !���" �!����  �$% &������� +  "�!�  %!�"9  ,,��!%���� ”. 

��!%����  ��������  ���!��:�9"  � 0 � " , + ! % " -��"� � " , � � !92  �!�8�9��2�  8����"  �  

6� +!�B��  ( . - !��E��2�� . -����9�  %�2���$FG��  ��?�  �  %!�"�  – ����!9  *����:  �  I� ��  

����F���  0! � ��0�"�  ! %�9�  ��� �  - !��E��2�� , � � !9�  0 ���  �"�!��  "���!�  8�6!���  

�+  �  ��6�  �  ��!%���� . - !��E��2�  % ���� ��  �9� �   �89�����   6  7� "  ������ : ,,)��  �  
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���	���  �"���  ,,
��#	,�� ” – �#��  	% ��	
  ���	��
  �"��  – *��  �"���  �  ���� ����  ����#� , �  ���  

��	������
 . 4  �  
����  �	���"  ���%� , ��  ,�� -��  	���	���	���  ��#���%���  ��� , ,��  *���  

�����	��  �����  ������  �%��"  #���� ” (-�7% 1991: 77). 

,,:��  ��������  ��#��	  #���� , ���  	  �  $����  #��  �	��  <����!�� ��  
���������  

#�	���	�  ��  ������	 . )����  ���  #������"  ������  	���������  �	�	���"�� , �����  �����  �  

���  #�	���		 . 7�	  *���  #�	���	�  ������	  %�,�����  ��#,���	����  ��	%�������"  

��#��"��
  ����  	  �����	 . )  ���%	  �  *�	�  	����  �����  �����	�"  ��  ������	%�$		  

���!���� ”  (4����:���  C., �  ���� ). <�2�����  %!�"9  ����������  �  1945, �  8������������  �  

��!�%���  70-� . 4 %!�"�  0 ��8���  &�8�:  �!��  0 � ����2  – *����� , ��  % ��!�2  *$8�  �  ,F�� , �  

� �?�  � �? �  – &�8�:  ��$� �  *����� , %���2  ��  % ��!�2 . �����"�  0�!� ��&�2   �!�&���  

�0�?�B��$  �!�"���9�  " %���2  �  %!�"� . 4�&��  ����F�����:���   � 6��� ��:   0������  

%�2����� , 0! ��� %�G�+  �  � ��!��� "  ���� �G�"  " "���� , !���" �!��� "  ��� 8:  0!�8"$  

%��&����  �  �!�"��� . *����:  �  0 ���%��" , �!��:�"  %�2�����  %!�"9  0! �8� ���  ���%$FG��  

�� �� : ,,9��#�  #��"  	����  ����  	����	� … = ����  ����� , )	�� , ,��  ��#  #��  ����  

����	�"  ��  ���#�� . <�#  ��������� , 	  ���  ��� … 6 #��"  ����	�"  �,��"  ������ . :��"  ���  

������� , �   ���  ��  ������� . (- !��E��2�  2007: 196).  

#$% &������� �  �!�"�  %!�"9  �$G�������9"   6!�8 "   ���������   �  

!�� ���!$�! ���� +  ��� ! "  �!�"��� . ( !"��:� �   0������  � ����� +  �!�"��� , 

0!�%������FG�+  � 6 2  � 69��2�92  !�%, ��  69�   �� �� 2  8�%���2  �  %!�"� , �  �� F   ��!�%:  

%��&����  �  &�8�: , �  �� !��  �9&������  �  0! ��!������ , �  � � ! �  69��  0 "�G��9  

0�!� ��&� , ��������  �����7����?��2  ������ . 

) ���%��"  !���"��!����"9"  ��"�  %!�"��������"  ����� " , ��������  ��0�������  �  

��!����  %!�"�  - !��E��2��  ,,<�� $6�2?� ” (1985). 4!�"�  %�2����� : 1717 – 1719, 1725 + %9. 

����  %�2����� : )���!6$!+ , � ���� , �$8%��: , 4��� , >��0 �: . <!�"�  �  �!��  ������ , %��%?���  

0���  �?����  !�����89����    0! ��� 0 ���������   )��!�  )�!� +  �  ?�!�����  ;������ . 4  

?���!�   %!�"9 , 6�8$�� �� , ��� %����  %��  �� ��9�  � �B����� . )�!�92  –  "�&%$  �? "  �  

�9� " . 4� ! 2   – "�&%$ + �$%�!�"  �  �����%��� " . *�E�FG�"  ��������  �� ! 2  � �B���� . 

)��!  ����������  ��  � " , �� 69  �9�  �!$%����  ��  6��+  + �$%�!���� , �   � , ��� %��:  0 % 

�������"  %$� ������� , " �� ��� +  �  �$8%��:�� +  � ��!�G�����  69�  ����! ��  0! ���  � ��  

 �?� . ;�����2  �  ����!0����"   &�%���  �!�"� , � +%�  �  �" &��  8����:  "���  + �$%�!� .  

�� ��   �"����: , ��   �� �$  "�!� ,  � 6!�&��� "  �  %!�"� , � ��������  0! �� 2  ��! % , 

� �0� , ,,������� ”, ����"   6!�8 " , - !��E��2�  0 ��89����  0�!�� "�$F  %�� * ����  �  %�� 

���2  J�! 09  70 �$  )��!�  (- !��E��2�  1982: 5). <�� $6�2?�2  �  %!�"�  ��8���  ��! % , �� �G�2  

8� ;������  (0!�%� !�9�  �  %$� ������ ). <�����  ��"�  !����8$����  �  ��8������  �!��  �����2  

%!�"9 : ,,>�  $"�  �  ���  $"� ”, ,,) %  $��2� 2 ”, ,,= � %���:�  0����9 ”. D���  � �:E 2  + � !�� : 
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��  ������	�  %����  �  �������� , �  ����#��"  ����!��  7���  6�������	,  	%���	�	  �����,���  

��,��	�  �������	�"  ��  ������" , #�	  ���������  (- !��E��2�  1986: 12).  

($�%�"�����:� 2  �!�"��� 2   00 8�?��2 , � � !��   !+��������  ���8���  �  

0! ��!��������9"�  ��!$��$!�"� , ��������  0 �����  ���� ��� . 4  �������  - !��E��2��  

0! ���&�������  �?���!���  � ������FG�� . .������� ��:  - !��E��2� "  ��� ���$���� "  

0! ��������  �   !+���8�?��  ������ , ��%�����9"  �"0��?���9"�  ��!����!������"� . 

��8$�� �� , ���  ���9!�  %!�"���������  ������  ��  0!�%����������  � 8" &�9"  !���"��!����:  �  

 �!9��   �  0! ��!��������9�  ����+ !�2 . 56K�%���FG�"  ��������  " ���  � 8�!�G���� . 4 

�������  - !��E��2��  %�����  ��"�  �9!�&���   � 6 . <���92  " ���  ��!����!�8$��  �%�F  �!$+� .  

 
�/3*/245-6/7  
������  � . 2012. &���	�  ������  (1930–1961 ++.), � .: L89��  ����������  �$�:�$! , / . 3., � .477. 
4����:���  C. :	����	  �  #����  ; . <����!�� ��  ,,.����  �  :���������� ”.  4  ���� : 
http://gisap.eu/ru/node/865 [28.04.2016]. 
4����:���  C. 2014. >�#����������  �	�  #����  ;�	#�	
�  <����!�� ��  ,,
��#	,�� ”.  ��":  
���$���� .1(49). [28.04.2016]. 
- !��E��2�  ( . �0 !9    < �� ���� " . 1973. � .9. gorenstein.imwerden.de/Spory_o_ 
Dostoevskom_1973.pdf <����  0!�  ?���! �����  7� +  0! �8��%����  $��89������  � �:�  
��!���?�  ������ . 
- !��E��2�  ( . 1982. )����	� . 4!�"�  �  �9 . @ 92. 
- !��E��2�  ( . 1986. :�����	 $� . 4!�"�  �  �9 . @ 92. 
- !��E��2�  ( . 2013.D��$0����� . 7����,	�	 . ����� -)���!6$!+ :;86$�� -;����$� . 
- !��E��2�  ( . 2007. ��!%���� . )! 8�  ��!�2�� 2  &�8�� . � .: /���� . 
-�7% <. 
���#�  �  	%����		 :?������  �	����������  %������"� . � ���� :=��&���  0����� , 1991, 
� .77. 
< �&�����2  * . ������� � �  �!�"� . ,,
��#	,�� ” �  ������  	���	  ����������� .// -�8���  
,,= ""�!����K ” @ 30, c. 11. [25.03.2016]. 
(�% ! �  ( . 1988. ) . ?�����	,���	  
�#����������  �	� : ������������  	  ����� . *�+� : 
I������ . 
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�.5-  �.*86-,9  
<�$+��0������2  $����!����� , $� . 4����6��  13, <�$+��0��� , ,����� , LV-5401 
veragelfand@inbox.lv 
 
Abstract 

The myth and reality in E. Katishonok’s novels 
Key words: modern novel, emigration literature, Riga’s space, myth and history  
Elena Katishonok is a modern writer who creates in Russian. Elena was born in Riga, graduated from philological 
faculty of the Latvian university. In 1991 she moved to the USA, now she lives in Boston. 
Starting with the first novel of the writer critics began to speak that, perhaps, it is the first book in the Russian and 
Latvian literature where the complicated history of social shocks in Latvia is shown through the eyes of the neutral 
person. 
The space of Latvia and of Riga that E.Katishonok writes about is mythological and consciously mythologized. 
The author doesn't hide this technique: she consciously uses myths of both the Russian and European culture in her 
works. That is why the question of correlation between the history and the myth in E.Katishonok’s works caused my 
research interest. 
 
Kopsavilkums 

M&ti un realit $te J. Katišonokas rom$nos 
Atsl� gv� rdi: emigr� cijas literat	 ra, m	 sdienu  rom� ns,  R�gas un Latvijas telpa, v� stures un m�tu attiec�bas 
Je�ena Katišonoka ir m	 sdienu  rakstniece, kura raksta krievu valod� . Je�ena piedzima R�g� , pabeidza LU filolo� ijas 
fakult� ti. 1991. gad�  p� rc� l� s  uz ASV, dz�vo Boston� .     
S� kot  ar pirmo autores rom� nu ”Reiz dz�voja vec�tis ar vecen�ti”,  kriti � i s� ka run� t par pirmo gr� matu latviešu un 
krievu valod� , kur sare��� t�  20. gadsimta Latvijas v� sture tiek att� lota neitr� la cilv� ka ac�m. 
R�gas un Latvijas telpa, par kuru raksta J. Katišonoka, ir m�tiska un apzin� ti mitolo� iz� ta. Autore apzin� ti izmanto 
radošos m�tus no krievu un Eiropas kult	 ras. 
T�  ir radusies mana  p� tniecisk�  interese par v� stures un m�tu attiec�b� m J. Katišonokas darbos. 
 

J����  =���E � �  – � �!�"���92  0������: , 0�E$G�2  ��  !$��� "  �89�� . * %����:  �  

*�+� ,  � �����  B�� � +������2  B��$�:���  ,����2�� +  $����!������ . 4  1991 + %$ 0�!������  

�  �1; , &����  �  � �� �� .  

/� !�����  J���9  =���E � �  ����  �8�����9"  E�! � "$  �!$+$  ��������2  �  0 ���%���  

���� �:�  ��� . * "��9  «M��� -69��  ���!��  �  ���!$� 2 » (2006), «)! ���  ��� � 2  ��!���� » 

(2009), «= +%� $� %��  ��� ��� » (2011), «����  �   ��� » (2014) ��  � �:�  ��E��  �� ��  

��������2 , �  �  69��   �"����9  �!���� 2 , �  ���&�  � E��  �  E !� -����9  0!����&�9�  

����!��$!�9�  0!�"�2  * ���� . 

4  ?���!�  �$% &������� +  "�!�  0������:��?9  - "�!  ,����� , "�!  ! %��9 . )!�  7� "  

��� !  � 8�����:�   ���89������   �  % �$"�����:� +  0 ����� ����� , � 8%����  ���+  ! %�  

�� "�B � +�������  � 0 ��"9 : *�+�  ��89������  - ! % " , �  ��!��� , ����E��  ! %�� 2  %�� 

���! ��!�� 2  ��":� ,  ��8��E�2��  �  )!�6������ , - 5��8�2���"  �!��" . 4   %� "  �8  ����!�:F  

J . =���E � �   6K������  7�  ��� : «C�  " +  69�:  �F6 2  + ! % �  )!�6������ , %� �  ��  � �:�  �  

)!�6������  – � 8:"��� , ��0!�"�! , I�0�%�$F  .�!���$ . *�+�  – "� + ��?� ���:�92  + ! %, +%� 

&��$�  ���9E� , !$����� , ��"?9 , 0 ���� , ?9+��� , 6�� !$�9  – �  ���  �  0 ��9"   �� �����"  

�����F�  7� �  + ! % �� �2  ! %�� 2 . /��  &�  69�  �  4��:�F�� , =�$���� , ������ , ,:� �� ... 

J���  69 �  ��8����  " 2  + ! % *�+ 2 , ��������  !�E���  69, ��  � �:�  �  *�+�  �  " +��  
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0! �8 2��   0��9���"9�  � 69��� . *�8��  �  =�$����  �  �  ������  ��  69�  +��� ? *�8��  7�� �?9  

�  $�!���?9  ��  0 " +���  ��"?�"  �  « � ������:� "  !�E����  ��!�2�� +  � 0! �� »? *�8��  

>=4<  ��  ��9���  ��� �?�� , 7�� �?�� , !$����� , B � +!�B � , ������% � , �+! � " � ... 

0! % �&���  �0�� �  ��"� ? 4 �  0 7� "$  + ! % ��8���  - ! % " » (*$&�����2  2012);  

)! ��!�����  ,����� , � � ! �  � �� 8%���  �  �� �"  �� !������  J .=���E � � , - 

� 8�����:�  "�B � +�8�! ���� � . ;�� !  ��0 �:8$��  �  �� !������  "�B9  ���  !$��� 2 , ���  �  

��! 0�2�� 2  �$�:�$!9 . D�0 �:8$��  0 -�� �"$ . 

/ �  B��� , ��  � � �  �$% &������� �  �� �    �����2�� "  0! ��!������  �$"���  ���8��:  

0������: -7"�+!���  – �0 ���   0!��%�����  ���%��?�� .  

5��89����:  %����   �  ! %��9 , ��$�!�  �����?� ���:� +  0! ��!������ , ��� ���  

��������  ���6 ���   ��!   G$G��:  �� F  ��!!�� !���:�$F , ��?� ���:�$F , �$�:�$!�$F  

0!���8��� ��: .   

- � !�    !$�����  0�������� -7"�+!�����  �  ;"�!��� , 0������:  ;������%!  -����  (������ , 

69�E�2  !�&���� ), 0!�� %��  ���%$FG��  ��6�F%���� : «… 7"�+!�?��  0 ���  ���+%�   6!�����  

0������� . /$�  $ ��+  ���:  %�� �9� %�  – &��:  0! E�9" , ���  � �&���?9� , ���  6$%$G�", ���  

�! %���2 . ) �� �:�$  ��" 2  0!�"������:� 2  ��!� 2  7� +  6$%$G�+  ��������  ��E�  �  ��"  

 ��$������ , 6 �:E�����  0!�%0 �����  0����:    � " , ��  69� , �  ��    � " , ��  6$%��… 

C"�+!�����$F  �� ���� ��:  � ��������  %��� +  �  �� �"  0! E�9" , � � !92  ��� !  ��%��  �8  

�$& +  ���� �G�+ . *�8+ � !  7� �  �%��  �  8 ��  �9"9��� , �   6�����  "�B� . 4��  !$�����  

0�������  0 ��%���   %�$ ! %��$ , �  ��  I�0�%�  $ ��&% +  0 �������:  �� � , !�8����:�  

 �����FG����   �  %!$+��  ! %��� » (-����  2011: 255). 

J����  =���E � �  $�8&���  �8  ,����� , �G�  ��  6$%$�� 0�������" , � , � 8" &� , ���E� "  

�"��  ������:  �"�  =���E � �  �  !�% +�����  7"�+!����� 2  !$��� �89�� 2  ����!��$!9 ,   

� � !9�  0�E��  �9E�$0 "��$�92  ��� ! . >  %$"�F , �� ��  ;������%!�  -�����  0 %��!����F�  

 6G��   � 6��� ���  �� !������  0�������2 , 0�E$G��    ! %���  �8  7"�+!����� +  %����� . 

J����  =���E � � , &��$G��  %����   �  ! %��9 , " %���!$��   6!�8  % "�  – 0 ���� , ��  7�  

"�B � +����� � , � �� 8%��� �  0! ��!����� . >  �������:  % �&��  0 �$���� ���:  ��6�  

&�����9"  + ���"  �  ��� �"  �$% &������� "  0! E�%E�"  �!�"��� . � ���  � + ,  �  % �&��  

0 ��!��:  �  !���:� ��:  0! ��� %�G�+ , 0 7� "$  0�!�%  ��"  !�89+!9��F���  %!�"9  !�8�9�  

&�����2  7� +  0! ��!������ .  

�$�:���$�:�$!� ��:  "�!�  - ! %� , �  � � ! 2  ��� !  � +%�-�  &��� , %���$��  !�8�9�  

�0 �����  ��" 2  J���9  =���E � � : !$�����  0  0! ��� &%���F  �  �!�%�?��"  �� �2  ��":� ,  ��  

0  �$��  ��������  ��� ��� "  ��! 0�2���" , ��%:  �9! ���   ��  �  + ! %�  "� + ��?� ���:� " , 

 �"����� "  �!�%�?��"�  ��! 0�2�� 2  �$�:�$!9 .  
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* "��  «M��� -69��  ���!��  �  ���!$� 2 » �  �+  0! % �&����  - «)! ���  ��� � 2  

��!���� » - 7�  ��+� , ��� !��  !$��� 2  ��":�  ���! ��! �  D��� �9� . >�� "���� , ! "��9  

�"�F�  ��� 6� +!�B�������  " ���9 ; &��!   0!�%����  ��"�"  ��� ! "  ���  ��+�  – ��� !��  ! %� , 

��":� . 56!�8  !$��� 2  ��":� , 8�6! E��� 2  � ��F  �$%�6 �  5��8�2���2  �!�2 , ��� %����  �  ?����  

0 ����� �����:�� 2  �����"9 . 4 ��������  �����  6!�8$FG�+  ������  �96!��  �$�:�$!�92  

"�B , � �� %�G�2  �  �!�%�?��"  !$��� 2  ���������� 2  ����!��$!9 , - 0$E�������  «���8��    

!96���  �  !96�� ». >����  ! "���  – 7�  0 +!$&����  �  "�!  0! E� + , �  7�  0! E� �  

���8 �� � ,   ��"  ���%����:���$��  0�!���  ��! ���  ! "��� , �  � � ! 2  $8������  ���8��  

; .� .)$E���� : «M��� -69��  ���!��  �  ���!$� 2  $ ��" +  ����+  " !� …». )!��%� , �!�8$  8� 

7��"  ���%$��  ��� !����  � ������?��  ��� �0�%���� : «�����  " !�  69�  �� !��  ��!9"  �  

��� %�� �:  �  ����  �8%9: �������  ��  �!�"��� , 0 � "  ��  7����!���� , �   ��  %���  ��"  ��  

69���� ». (=���E � �  2015: 7); 4 %��� 2  ?�����  "9  ��%�"  ��!����!�92  ��� !���2  0!��" : 

J����  =���E � �  0!�!9����  "�B � +������2  ���8 , 0�!�� %�  ��   �����9�   0������ : 

� ��!��� +  "���� , ��� ���� , ���$�?�� . /�� 2  0!��"  !�6 ����  ��  ���F�����  ��� !��� ���  

 0��9���"9�  � 69��2 , �9!9����  ��������  �8  "�B � +����� +  «?�������� +  �!�"��� » (0  

, �"��  2000: 277); �  !�8� !�������  � 69���  �  ����� " , «����2� " » (��!"��  A . , �"��� ) 

�!�"��� .  

>�  " %���! �����   6!�8�  !$��� +  ! %�  �  ! "���  «M��� -69��  ���!��  �  ���!$� 2 » 

!�6 ��F�  �  �����  �F&��  6!�8$FG��  7��"���9 , ���   0������  ���! ��!����  �!�%�?�2 , 

��! +  � 6�F%��"9�  ���!�� "  �  ���!$� 2 , ��"�2�9�  0!�8%���� , �$�:�  ��":� , �  � � ! 2  %���  

0 ����F�  �  %�&� 0 6����F���  ! %�����2 , ���!���  %$E� ��  ��F�  �  �� ��  ��$��� , �  ��&%92  

0 "���  �� �  ! %��� . ��":�  – ?���!��:�92   6!�8  ! "���  «M��� -69��  ���!��  �  ���!$� 2 ».  

D�� !��  !���:�9�  �F%�2  - ��":�  D��� �9�  - 7�  !�8��!�$� �  �  ����2� "  �!�"���  

��"�2� �  0!�%���� . �"�!�:  -!�+ !�� , �  8���"  ���! �9  � ���  ��  � ���   � ������  �����  

&�8��  +����9�  +�! �� . (����  ! "���  ��+ ����  �   ��!9� ��� , ��! ����  �  !����� "  ��  

� 8" &� �  0! % �&���� : «��� 8:  7� �  &���92  0�� �   ��  �  "$&�"  0 "�����  �  ��6�  % " 2 , �  

�� 2  * �� � , +%� �����  ������2  < �  �  0��G$���  � 8%���9�  �8  � &:�+  �����  8 � �9�  !96��  – 

�����  &� , ���  8%��:, $ ��" +  ����+  " !� , +%� &��� -69��  ���!��  �  ���!$� 2 » (=���E � �  

2015: 479); (����  �G�  !�8  $��89����  ��  "�B � +��� ��:  !�8��!�$� +  0�!�%  ��"�  �!�"��� , �  

� � ! " , 0  A . , �"��$  «��� ��������  &�8�:  !���"��!�������  ��  ���  ����2�92   �!�8 � , 

8���F����92  "�&%$ ! &%����"  �  �"�!�:F , �  ���  ��0!������  0 �� !�FG�2��  ?��� » 

(, �"��  2000: 277); 

«= +%� $� %��  ��� ��� » - 7�  ! "��    - ! %� , "$�:���$�:�$!� "  0! ��!������ , �  

� � ! "  &��$�  !�8�9�  �F%� . 4 7� 2  ���+�  ��� !  "�����  ��?���9 :  �  ��� !��  !$��� +  ! %�  

0�!�� %��  �  �����8$  �$%�6 �F%�2  !�8�9�  ��?� ���:� ���2 , �!�%�?�2 , � �� ��2 , 
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0! ��� &%���� . 4  ! "���  «= +%� $� %��  ��� ��� » 0!���������  ��  0 ����F���  +�! �  

0!�&���  ! "�� �  – �� ��  !��:  �%��    %!$+ "  �!�"���  �  %!$+ "  + ! %� , � ��  �!�"� , 

 0��9���" �  J .=���E � �  �  �9E���8����9�  ���+�� ,  %�  �  �  &� : ,�����  30-40-�  + % � , 

$���� ������  � ����� 2  ������ , 4� !��  "�! ���  � 2��  �  0 ���� ���9�  %���������� . /���"  

 6!�8 " , "9  ��%�" , ���  ��� !  � 8�����:�  "�����  "����"�  «?���! » �  «0�!�B�!�F » (0  

, �"��  2000: 266); �$% &������� +  0! ��!������  �� ��  ! "�� � : �  «M��� -69�� …» 

?���! "  69��  !$�����  ��":� , �  70�8 %9 %!$+��  �$%�6 69��  � �:�  70�8 %�"�  ��  B ��  ���8�    

��":�  D��� �9� ;  �  ! "���  «= +%� $� %��  ��� ��� » ?���! "  ���� �����  % " , �  � � ! "  

&��$�  !�8�9�  0  ��?� ���:� ���  �  0! ��� &%���F  �F%� , �  0!�%���������  !$��� 2  ��":�  

D��� �9�  ��E:  ��� �:8:  $0 "���F��� , �  �  �  ���8�  �  0 �������"  +�! ���  ��":�  D��� �9�  �  

0! ��!������  �9E���8���� +  % "� .  

� ��!E���  0  ��9"  0!��?�0�"  " %���!$����  0! ��!�����  % "� . < "  �  ! "���  

«= +%� $� %��  ��� ��� » – 7�   6!�8 , " %��:  + ! %� , "�!� . J . =���E � �  0!�%��!���  ! "��  

%� 2�9"  70�+!�B "  – ���� �� !����  5 . ���%��:E��"�  �  ?�����  �8  6�6��2�� 2  3-�2  =��+�  

N�!��� :  

4����:  �  �%�  �  % "  �� 2 , 
�  ���  �� !  � +�  �� �  ��$0��  

�  + ! %, $"!��  %��� . 
3-�  =��+�  N�!��� ,14   

(=���E � �  2014: 8). 

/ �� �����  7� 2  6�6��2�� 2  ?����9  ���%$FG�� : �"�!�:  ;���  (!�6���� ) -  ��E:  �����  

6�%����2  % "�  �$%�2�� +  ?�!�  D�! � �"�  �  D8!���� . � ���  �!�+���9"  ���� �����  8�$�����  

6�6��2����  ��! �  0 ���  70�+!�B�  �8  5 .���%��:E��"� :  

…D ��" , +%� �?�0����:  6�!F�:�� , 
*�6�� �  " ����:�  �!����  – 
� �:E��  ���������  �  �F�:��  
.  "����:� 2  ���� ���  �0�� . 

(=���E � �  2014: 8). 

*�% "  0 �������9  %�� ?����9 ,  6K�%�����9�  � �?�0� "  %������ : !�6�� �  ���  

«6 �:E��  ��������� » �  «$"!��  %��� » - ���  8���  ������  6�%����2 .  

��6��2����  ?�����  ����!����  �G�  �  ��" , ��  �  ��2  0!��$����$F�  %�� +����9�  

0! ��!��������9�   6!�8�  ! "���  «= +%� $� %��  ��� ��� »: % "  �  + ! %, 0!���"   ��  �  

6�6��2�� "  � �������  �� !��  ��� ��"9 , ��"  ����:  �  ?�� � .  

< "  ��"  0  ��6�  8��� �92  �$�:�$!�92  "�B , %�" ���!�!$FG�2  ���  8�G�G��� ��:  

+�! � , ���  �  �+  $�8��" ��: .  

4  ! "���  «M��� -69��  ���!��  �  ���!$� 2 » $ +����9�  +�! ��  69�  �� 2  % " . < "  – 

! %��� , � � ! 2  �����  %�� ���  �$&��  8�"�� . ���!��  -!�+ !�2  D��� �  – �8  ! �� �����  

��8�� �  - ! %�� 2  %�� ��6�   0!�%�����  5��8�2���2  �!�2  �  - ! %  $ ����+  " !�  – ��� 2  &�  
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�� %� ! %�92  0  �F%�" , �+  8�����FG�" , ���  �  �����  �+  ! %� . = +%� ��":�  D��� �9�  

�9�$&%���  $����:  �8  + ! %�  �  )�!�$F  "�! �$F  � 2�$ , -!�+ !�F  ������  ��9    - ! %� ,   

� �� ��� "  B !E��%�� : «<� ,  ��  69��  �  * �� �� , �  * �� �  69�  – �� 2 , �   ��  �"$  �� �"�  

$&�  ��  69�� . 4��  ��G�  ��0 "�����  - ! % , �  �  - ! %�  69��  ��"?9 . /!�8�  �8�����  ��� , ��  

�G�  69�  ��� "  �  7� "  �$"� "  �%$, !�E��� , ��  ��"�?  �$�E�  �����!���� , �  % "  ��" , +%� 

! %�9�  " +��9 » (=���E � �  2015: 30);  

=! "�  «% "� -! %��9 » �  ! "���  «M��� -69�� …» ���:   6!�8  «��"�2� +  % "� - ��+� », 

+%� ! &%�F���  %���  �  ��$�� , �$%� � 8�!�G�F���  0 ���  � 2�9  $?����E��  �9� �:� , +%� 

���!�������  6 �:E��  ��":� . .  ��":�  ���:  % " , �  %�&� "���  �+  !��0 � &����  � ��!���  

 6 8����� : ��  � �� ��� "  B !E��%�� . �������  &���  D��� �9  «�  �� �2  0�!� 2  ���� 2  

8�"�����  – "����:� " , �  $F�� "  % "��� , � � !92  �����  ��  =��$&�� 2  $��?� ». = +%� %���  

"����!�  D��� ��  0 E��  �  + !$  – ��":�  0�!���������  �  0! �� !�$F  ���!��!$  �   �%��:� 2  

"����!�� 2 . D %�&� ��?� ����8�?�� ,  6K��������  � ����� 2  �����:F , ��  � ��$���:  % "�  

��":�  D��� �9� . )!��%� , "����!  D��� �  �  0!�� % "  � ����� 2  ������  ��!���  �� �  %�� : 

� +����  8�� �$    ��?� ����8�?�� , "����!����   0����9������ , �  "����!  D��� �  

0!��!�G�����  �  ���!���  D��� �� .  

���!$��   ���! ��  6�!�&�  �!����  �� 2  % " - ��+ , �  �����  69 6�%9 ��  0! � �����:  ��% 

��":�2 , �����!��  ���+%�  6$%$�  �$�F&��9 , 0 �$%�  ����G���  �  ��"9�  ���&��  0! %$��9  

0!����$�  �  6�8�!�  � 8����  �  �� 2  % " . < "  �  ! "���  «M��� -69��  ���!��  �  ���!$� 2 » - 

��"� �  8�G�G��� ��� .  

< "  �  ! "���  «= +%� $� %��  ��� ��� » � &�  �"���  � ��!���92  �%!��  �  %�&� %��$ 

! &%���� : $��?�  )�����%���  ��  +!���?�  "�&%$ � �� ����"  B !E��%� "  �  ?���!��:� 2  

����:F  - ! %� , �  0 ������  % "  ��  ����  �  1927 + %$. =����� ,  6!�8  !�6����  �8  70�+!�B �  

0! % �&�����  �   6!�8�  0 ����E�+ ��  ��  ����  % "� -!�6���� , � � !92  «����!0����  

�90$�����  �8  ��! ����:�9�  ��� � ». >  0 �� , � +����  0 ����� ����F , ����  ��  0!�%��G���  

�!�+�%�� , �  ��� !  8��� "��  ���  �   6�������"�  % "�  @ 21. 56!�8  % "�  ���8��  0! ��  �  

 6!�8 "  - ! %� . D %�&� � ����  &�����2  �G�  !�8  0 %��!������  "� + ��?� ���:� ��:  - ! %� , 

�  � � ! "  8�$���  «��  B ��  0! ��&� 2  �  8�%$"��� 2  "���� 2  !���  0!��9����  !$����� , �  

�0�!�"�E�$  �  ��F  �  ��"�?��� , �  0 �:���� , �  ��!�2���� , �  6�� !$����� , � …» (=���E � �  

2014: 12);  

4 ������  ! "���  ��� !  ��"�!���  ���� �:�  !�8  �!��������  - ! %  �  ����� ��� 2  

6�E��2 , «��! �����  � � ! 2  ��  $�!�����  �0 � 6� ���  0 ��"��:  %!$+ %!$+�». ��"  % "  

@ 21  – 7�   6!�8  4���� �� , 0 � "$  ��  �  ��+  8�����F���  &��:?9  !�8�9�  � �� ��2 , 

��?� ���:� ���2  � , ���  0 8&�  �9������� , !�8�9�  �$%�6: ��2������  >�?� ���:� 2  -��!%��  

�!$�  ��! %  �  &�� 2 , !$����2  7"�+!���  - ���8:  - !�9����2 , �������!  �  
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�!$%� 0! �8� ��" 2  B�"����2  ���2���!+�����! , ����! 2G��  ! ���2  �$!�� , 0!�0 %������:  

+�"��8��  1�� �  �  &�� 2  �  % ���"� , �!��  ��!+"��  �  0� "  ���6�!��! " , � ��!�$�  I��:6�! , 

+ �0 &�  �8  6��+ �� !����:� +   6G�����  ;����  >�2%� , �$�:  0 8&�  �  % "�  0 ��������  

�!�����?� -�!������  (��  ,� ����� . =! "�  � + , $ % "�  ���:  �� �  �!������� , ��8 ��"  ��  ��� , - 

7�  %�%FE��  L�  ��2+�!� , � � ! +  � +%�-�  �  ��������  %� !����  �  0!��!������  �����  

" � % 2  � 8���  % "�  ��!���  ��$"�2���! , �  =��0�! -�!$6 ����  – =��0�!��� , ���  ��89��F�  

��"0����� +  " � % +  ��� ����  � 8�2��  % "� .  

J���  + � !��:    ��!$��$!�  0! ��!������ , $ % "�  �  ! "���  «= +%� $� %��  ��� ��� », ���:  

�� �  ��!�����: , �� �  +!���?9  «% "� » �  «��� -% "� ».  

4 -0�!�9� , $ % "�  ���  ���!��!9  � "�!  1, � ����   ��  �$G����$��  ���8$ , ��  0�!� "  

7��&� , �  0�!� �����:�  �2  0  ���� 2  ��$��2� ���  69�  0!��� ��  � "�!  11. 4 7� 2  ���!��!�  

&����  �"����  �  &�� 2  ,�2" 2  0!��!�����  L�  ��2+�!� , 0!�����E�2  � +%�-�  �  + ! % �8  

%�!���� . L�  $0!������  ���"�  %���"�  % "� , �  0!�  7� "   �   ��89������  ���   �� �� +  

0! ��!������ , � ��  &����  �  ���!��!�  ��  0�!� "  7��&� . /�� �  0 � &����  «��  �  ?���!� » 

� 69��2 , ���   ��8�� �: , 0 " +���  ��� ���$   ������:��  �  �� ! ��  �  �9&��: . 

4 -�� !9� , 7�  �!�������  % "� :  ��  0!�� %��  �  �� ! �9 , �8���  – 7�  �!$6 ����  

=��0�!  �  ?9+��  ���$2�� , � � !92  0 " +���  %� !���$  0  � 8�2���$ . =��0�!�  $6�����  0�!���  

�����: , � !���E����  �  �� 6 %�$F  !��0$6���$ , – � ������� , %�� 7� 2  ������  �!$6 ����  =��0�!  

 ��8����  ��� ��� "  ��0 ���� 2  0! B����� , 0 7� "$  �+   6K����F�  �!�%�����" . ���$2�$  

$6�����  �� !��  �����:  – ��?������� , �6  � +����  B�E���� 2  �� !��    ���� ��  �!�2�� 2  

��?�� , ��!��  �  ?9+���  – ��?��  ��0 �� ?���9� , ��0!�+ %�9�  %�� � � +  ��! � .  

) ��!�%���  ��  � �:�  �!�������  % "� , �  �  �+  &��:?9 . ��B  % "�  – ����� ��� 2  

6�E��  - � 8%��  ��� ! "  %�� � + , �� 69  �  ����2� "  �!�"���  �  !���:� "  0! ��!������  

!�����8��:    �$%:6� ��&% +  �8  +�! �� . )�!�9"  �  0!�� % "  � ����� 2  ������  0!�   69���  69�  

$6��  �������! . ,�2������  >�?� ���:� 2  -��!%��  �!$�  ��! %  �  &�� 2  � 2  &�  �����:F  

%�0 !��! ���  �  ��6�!: . *$��� +  7"�+!����  ���8�  - !�9��� +  �� ,  �  � +   �  6�&��  �  

! %��9 , �����+��  �  *�+� , �   �  ����8  !�8  �  �����+%�  �8  % "�  0 % � �� �"  �  ������������ � . 

5%��"�  �8  +����9�  +�! ��  ! "���  ���� �����  ��!��  - % �� !  ��!+"��  �  � ��!�$�  I��:6�!  – �  

��"�  ���8���  ��"�  ������"���8"�  �  ��!�2�� 2  �!�+�%��  �  ,�����  �  �!�"�  4� ! 2  "�! � 2  

� 2�9  �  %  ��O . >��6 ���   ��!  �$����$��  ��6�  &�!�� 2  ������"���8"�  >����  I��:6�! . 

��!�� , ��  0�����  8� %��!:F , ��  $��?��  + ! %� , �  ����9  ! %� +  % "�  ��  �0��$� , ���� �����  

���:���  ��� ���� . >�  � �:�  &�����  8��8%� ���� �����   � 6 2  "��� 2  ��!��� : «"9 , ��!�� , 

�8�����:�  "����9 ». 5G$G����  ��6�  &�!�� 2  0!�� %��  �  �!�+�%��  – ��" $6�2���$ . 

��" $6�2���  0! ��� %��  �  ���!��!�  % � %� +  % "�  @ 21.  
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< "  �  ! "���  «= +%� $� %��  ��� ��� » ��!���  �� �  B$��?��  8�G��9 :  �  ��  �0�����   ��  

��!��  I��:6�!� , ��  ���9E�  ��! %� , ��  !$��� +  ���8� -7"�+!����  - !�9��� + . �0�����9"�  

���� �����  +�! � , � � !9�  �$"���  ��2��  0!������G�  «��� » �� �+  0!�&��+  % "� : ��0!�"�! , 

�!�����?� -�!������  �0 � 6��  ����:  �F6�"�?�2  0$6����  0!�  �F6 2  ������  �  6��+ %�!�  7� "$  

���� �����  �!�"��� 2  � 8�2� 2  6 �:E +  % "�  �  =�28�!���:%� ; ��!��  % �� !�  ��!+"���  

�9!$����  ���+%�  � ��!�6 ������  0! B����� , % 69�92  0 %%��:�92  0��0 !�  �  !�% %!$+��  

 6�� ����:��� .  

J%��������92 , ��  ��  0 ��%���  % "  �  �!�"�  � 2�9 ,  �������  �  ��"  �  �  0 ���� ���9�  

+ %9, - 7�  69�E�2  0!��!�����  �  %� !���  %�%FE��  L� .  J+  �0����  ��2�!��:� ��:  �  ��� 2 -

��6  ������ , ������ , ��2�!��:� ��:  0 � &����  0 %��!��$��  �  0! ��!��������9"  

� "0 ���� " ,   � � ! "  + � !�� �:  �9E� .  5�������  L��  ��2+�!��  �G�  �  �$����  

� 6������ +  % �� ������ , 0! �����" �  �  �  � ��!�%����  �  &��:?�"  �� �+  % "�  �  �  

 �� E����  �  ! %� "$  �9�$ . =����� , �  ���8�  �  �F&��� 2  �����2  �9��  ��2+�!��  

0! ��!����������  ��!�����:  ! "���  $���������� . �9�  L��  4����! , "�����    ��?� ���:� "  

� 8! &%���� , ��!6$����  �  ��+� �  �  $� %��  �  �%�� "9E�������"�  �  ��� . )  "����F  L�� , 7�  

0$�:  «�  ���$%� », �  �  0! ��!�������� 2  ��!������  7�  0$�:  ���8 , ����+  � ! E�+  ��  

0!�%��G�FG�2 .  

< "  ���� �����  �F&��  6!�8$FG�"   6!�8 " ,  �  � �%�����  �F%�2   %� 2  70 ��  – %  

1940 + %�, �  ��"� +�"  �8  ���  $%�����  0!� % ���:  %!�"�����92  !$6�&  1940-1945. < "  

��� +%�  ��  0$��$�� , �0$����  �  �� �  0! ��!�����  �F%�2  %!$+ 2 �$�:�$!9 , %!$+ +  �!�"��� . 

4  ���8�  �  �"�� 2  70 �  � �����  $0 "��$�:  �G�   %�$ ����!���$F  "�B � +�"$  ! "��� . 4  

% "�  ���:  ���!��� �  8�!��� , � � ! �   �!�&���   6!�89  �� ��   6�������2 . C�  ����!���92  

 6!�8 , 8��� �92  %�� ! "�������� 2  �$�:�$!9 . I�!���  ��� %����  �  B 2�  % "� , ���  &�� +  

0! ��!������ . =��   6!�8  �� +  "�!� , 8�8�!���:� ,  �  �0 � 6�  �%!$+ � �� 8%��:   �!�&����  

$E�%E�+  ��� ���� .  

56!�8  8�!����  $��������  ! "���������2  " ���  0�!�����:�9�  "�! � . J .=���E � �  

��"�  7�  0 %��!������ : �  0!�"�!$ , ��2�������  ��?� ���:� 2  +��!%��  �"�����  �������  

��"�?��2  E�$!"6��BF!�! , �  8���"  � ������2  0! B���� ���:�92  � ���92 ; �  �  ���!��!$  

� ��!�$��  I��:6�!�  ���������  0 ���  � 2�9  ��":�  1��2� � , � � !9�  �$"���  6�8 0 ��!:  

0�!�&��:  ��� !�F  «6�8! %�9�  � �" 0 ��� � », �   ������   �  �������� 2  ��!�2�� 2  �$%:69 

��  0!�%E���������� . <����  ��  ����  �� �:  0 �����E����  &��:? �  + � �   �!�8��:  

���!��� �  8�!���  – �  7�  � &�  0 � %  %�� �9� % � , �%����:  � � !9�  0!�%��+�����  ��" "$  

�������F . ;   %��&%9 8�!����  ���!��!  ���! +  % "�  ������F�  �F6 09��$F  �+!$ :  �!�&�F�  

��8��� "9�  � �9"   6�������" , �  �8�����9�  �������F  ��?� ,  6!�89 , %�����  ����!:�!�  – 

�� ��  0!�%��+�F�  ��"  0 �+!��:  �  «$+�%�2�$». I���" ? H� 69  ��0 "���:    ��� , ��  $E��  
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 %��&%9 �8  % "� . 4�%:, 0  $���!&%���F  J���9  =���E � � , � +%� $� %��  ��� ��� , �  ��"  

����8���  ?��92  "�! .  

48��  8�  �� �$   6!�8  % "� -"�B� , ��� !  !�8� !�������  0�!�%  ��������"  ����$  &�8��  

��&% +  �8  �� ��  0�!� ��&�2 . D ����  �  ! "���  «M��� -69��  ���!��  �  ���!$� 2 »  G$G�����  

"�B � +��� ��: , ?������ ��:  � �� 8%��� +  �!�"���  �  0! ��!������ , �  ! "��  «= +%� 

$� %��  ��� ��� » - 7�  "� &����  !�8��!�$�9�  &�8����9�  ����2 , 0�!�0������9� , 

 6 !���E����  �  0! % �&�FG����  – �  ��&%��  �8  ���  - «6 �:E��  ��������� ».  

4 B�����  ��� !  ������  � ��$ , �� ��  0! G���:  �  �  �� �"�  +�! �"� , �  �  + ! % " , �  

� � ! "  � +%�-�  &��� : 

«…49 …) ��"$  �9  " ����� ? 49  ��!%����: ? 
- >�� , - ��� ���  �" !+�$�  ���� �:�  !�8 , - �  � ���  ��  ��!&$�: . L…0���$ . 
��2���  �0! ��� : «) ��"$ ?» 
- 5  ��" ? – �0! ����   �� . 
- 5  � " , ��  ����  ��  0!�%��  ��8�% »  

(=���E � �  2014: 494). 

 

�/3*/245-6/7  
-����  ; . 2011. < ���� �  �   �!���� ��� . � ���� : ;��!��: : CORPUS. 
=���E � �  J . 2015. M��� -69��  ���!��  �  ���!$� 2 . � ���� : 4!�"� . 
=���E � �  J . 2014. = +%� $� %��  ��� ��� . � ���� : 4!�"� . 
, �"��  A . 2000.��"� �B�!� . � .-)���!6$!+ : D��$���� -�)� . 
*$&�����2  � . 2012. J����  =���E � � : «����  %�2�����  - - ! % ». ��  %#��", @ 342: 
http://www.newswe.com 
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V� STURE, KULT � RV� STURE /  
HISTORY, HISTORY OF CULTURE 

 
CIEMA PADOMJU DOKUMENTI RE  ION� L � S V� STURES 

P� TNIEC � B� : KALK � NES DDP IK DOKUMENTU 
INFORMAT � VAIS POTENCI � LS (1946 – 1948) 

 
Vit $lijs Adamovi#s  
Daugavpils Universit� te, Vien�bas iela 13, Daugavpils, Latvija, LV–5401 
adamotata@inbox.lv 
 
Abstract 

Documents of Civil Parish Councils in Regional History Research:  
Informative Potential of the Records of Kalk) ne Civil Parish (1946 – 1948) 

Key words: regional history, Kalk� ne Civil Parish, Soviet occupation 
In the paper, the author examines a number of problems related to regional history research on the basis of archival 
records. In the focus of attention, there is the postwar period in the history of Kalk	 ne civil parish (1946-1948). This 
period of time is marked by Stalin totalitarianism and reveals the attempts of local authorities to strengthen communist 
regime in Latvia during the initial period of the second Soviet occupation of Latvia.  
The empirical basis of the paper is formed by archival documents that are kept in Daugavpils Regional State Archives – 
a structural unit of the Latvian National Archives. The most important record group encompasses the documents of 
Kalk	 ne Parish Council (record group No. 6, Daugavpils Regional State Archives), since this municipality conducted 
Sovietization in Kalk	 ne civil parish. Moreover, Kalk	 ne Parish Council supervised the work of other state and 
municipal organizations in the district. A special attention is paid to the minutes (proceedings) of Kalk	 ne Parish 
Council in order to reveal the archival and historic value of these documents. According to the value of the documents, 
the paper represents the tenor of major historical sources, reveals the spheres of activities of local state bodies, and 
provides information about the everyday life of the inhabitants of Kalk	 ne.  
The results of the research made by the author can be used in regional history studies as well as in archival work.   
 

Ciema padomju dokumenti re' ion$l$s v%stures p%tniec&b$:  
Kalk ) nes DDP IK dokumentu informat&vais potenci$ls (1946 – 1948) 

Atsl� gv� rdi: re� ion� l�  v� sture, Kalk� nes ciems, padomju okup� cija 
Rakst�  apl	 koti vair� ki jaut� jumi, kas saist�ti ar re� ion� l� s v� stures p� tniec�bu p� c arh�va dokumentiem. Uzman�bas 
centr�  ir Kalk	 nes ciema v� sture p� ckara gados (1946 – 1948). Š�s laiks iez�m� jas ar Sta�ina totalit� r� s varas 
nostiprin� šanos un viet� jo varas instit	 ciju m�� in� jumiem nostiprin� t komunistisko varu Latvijas otr� s padomju 
okup� cijas s� kumposm� . 
Raksta emp�risko b� zi veido Latvijas Nacion� la arh�va Daugavpils Zon� la valsts arh�va dokumenti. Noz�m�g� kie arh�va 
dokumenti atrodas 6. fond�  (“Kalk	 nes pagasta padome. Daugavpils rajons”), jo tieši Kalk	 nes ciema padome �stenoja 
sovetiz� cijas pas� kumos šaj�  ciem� . Turkl� t Kalk	 nes ciema padome kontrol� ja citu iest� �u darb�bu šaj�  re� ion� . 
Liel� ka uzman�ba tiek piev� rsta ciema padomes s� �u protokoliem, lai noskaidrotu to arh�visko un v� sturisko v� rt�bu. 
Iev� rojot šo v� rt�bu, rakst�  reprezent� ts šo v� stures avotu saturs, par� d�tas viet� jo varas iest� �u aktivit � tes, k�  ar� sniegta 
inform� cija par Kalk	 nes iedz�vot� ju ikdienu.  
P� t�juma rezult� tus var izmantot re� ion� l� s v� stures izp� t� , k�  ar� arh�vniec�b� .  
 

 Rakst�  ir analiz� ti Latvijas Nacion� l�  arh�va Daugavpils Zon� l�  valsts arh�va (turpm� k – 

LNA DZVA) dokumenti par Kalk	 ni (ciems m	 sdienu Daugavpils novad� ). Apskatot da�� da veida 

inform� ciju (av�zes, pagasta m� jas lapa), k�uva skaidrs, ka ir liela interese par visp� r� ju Kalk	 nes 

pagasta v� sturi. T�  v� sturei uzman�bu velt�jusi biedr�ba “Calcuna”. T� s dibin� t� js O�egs 

Papsujevi
 s ar� ir izmantojis LNA DZVA 234. fonda dokumentus. Tom� r p� r� jiem fondiem netika 

piev� rsta uzman�ba, jo nebija aktualiz� ta zon� l�  arh�va dokumentu plaš�  izmantošana. L�dz ar to ir 

nepieciešams apzin� t ar� LNA DZVA 6. fonda dokumentu inform� ciju, kas ir sal�dzinoši plaša. 
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 Š� fonda nosaukums ir “Kalk	 nes pagasta padome. Daugavpils rajons”. Šo fondu 

v� sturisk� izzi� a ir sast� d�ta 1965. gad� . Iesp� jams, ka dati par da�iem jaut� jumiem ir main�gi, 

piem� ram, to var attiecin� t uz iedz�vot� ju skaitu. Tom� r tas ir saist�ts ar da�� diem notikumiem 

(represijas, izvešanas), kas v� rsti uz to, lai kait� tu sabiedr�bai.  

 K�  liecina izzi� a, Kalk	 nes ciema padome tika izveidota 1944. gad� . T�  tika pak�auta 

Latvijas PSR Daugavpils rajona Darba�au�u deput� tu padomes (turpm� k – DDP) izpildkomitejai 

(turpm� k – IK). Teritorij�  dz�voja  3000 cilv� ki, darboj� s 2 lauksaimniec�bas arte�i – “Udar� ik” un 

“ 
 apajeva v[� rd� ] n[osaukts]”. Pagalmu kop� jais skaits bija 482. Teritorijas plat�ba bija 6145 ha, 

bet aramzemes –  4670 ha (LNA DZVA, 6. f., D�� !�������  �0!���� , 19 ����!�  1965 +., 2. lp.). 

 Nozare, uz kuru attiecas protokoli no 6. fonda, ir “Visp� r�ga valsts dienestu darb�ba”. Ir 

aprakst�ti 1366 lietved�bas dokumenti. T� ds pats ir ar� kop� jais š� fonda dokumentu skaits. 

Person� lsast� v�  ietilpstošo dokumentu skaits ir 125 (LNA Centr� lais fondu re� istrs.). 

 Dokumentus gatavoja Kalk	 nes ciema DDP izpildu komiteja. T� ds instit	 cijas nosaukums 

bija laik�  no 1945. gada l�dz 1977. gadam. V� l� k tas main�j� s. 1945. – 1949. gados t�  bija pak�auta 

Il 	 kstes apri�� a Lauceses pagasta DDP izpildu komitejai. Savuk� rt 1949. – 1955. gados t�  bija 

Gr�vas rajona DDP izpildu komitejas pak�aut�b� . Dokumentu valoda ir krievu un latviešu. Krievu 

valoda bija domin� joša, jo t�  bija PSRS ofici� l�  valoda. 

 Par katru gadu ir kaut viena gr� mata vai ar� burtn�ca, piem� ram, par 1946. gadu ir ciema 

padomes s� �u protokoli. To apjoms ir tikai 5 lapas. Laikposms, uz kuru attiecin� mi protokoli, ir 

1946. gada 13. janv� ris – 1946. gada 18. augusts. Jau  par 1947. gadu ir daudz vair� k dokumentu. Ir 

ciema padomes s� �u protokoli 16 lapu kopskait� . Tie attiecin� mi uz laikposmu no 1947. gada 10. 

janv� ra l�dz 1948.gada 13. martam. V� l ir bud�eta apl� ses uzskaite 15 lapu apm� r� . Ir ar� lauku 

bud�eta izdevumu uzskaites gr� mata. T� s apjoms ir 9 lapas. Visliel� ko da�u p� c apjoma veido 

kolhoznieku gr� mata (220 lapas) par ra�ošanas indeksiem.  

 1965. gada 19. janv� r� arh�visti pirmo reizi apkopoja 6. fonda dokumentus, lai noteiktu to 

zin� tnisku un tehnisku kvalit� ti. Apkopošanas materi� li attiecin� mi uz 1944. –1963. gadu. V� l 

nebija apkopoti dokumenti ar� par 1964. gadu, kad bija beidzies N. Hruš
 ova  vald�šanas termi� š. 

Visp� r bija izv� l� ta 151 vien�ba, kas bija nodotas past� v�g�  glab� šan� . No t� m bija 129 lietas par 

r	 pniec�bas norisi Kalk	 n�  un 22 vien�bas par person� lsast� vu. Nor�� inu – maks� jumu zi� as un 

str� dnieku person�gie konti ir vien�gais, ko saglab� ja ekspertu komisija liec�b� s par person� lsast� vu 

(LNA DZVA, 6. f., D�� !�������  �0!���� , 19 ����!�  1965 +., 2. lp.). 

 1990. gada decembr� notika kart� j�  dokumentu izv� rt� šana, kuras laik�  tika v� rt� ta sest�  

fonda dokumentu kvalit� te. P� c 1990. gada 1. decembra datiem, 6. fond�  bija 346 lietas par 1945. – 

1977. gadu. Arh�v�  palika 337 lietas, kas jau ir liel� k�  da�a no iepriekš neapstr� d� tiem. Tas var� tu 

nor� d�t uz to, ka dokumenti bija saglab� jušies lab�  st� vokl�. Tom� r tas var� tu ar� liecin� t par PSRS 
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vald�bas re��ma birokratiz� ciju un kop� ju  nestabilu politisko situ� ciju, kad arh�vi bija centušies p� c 

iesp� jas vair� k saglab� t liec�bas par pag� tni (LNA DZVA, 6. f., D�� !�������  �0!���� , 19 ����!�  

1965 +., 13. lp.). 

 K�  r� da 6. fonda lietas ieraksti, p� d� jo reizi speci� listu uzman�ba tam tika velt�ta p� c 

Latvijas Republikas neatkar�bas atjaunošanas. Aprakst�ja inform� ciju Daugavpils Zon� l�  valsts 

arh�va galven�  arh�viste I. Peipi� a (LNA DZVA, 6. f., D�� !�������  �0!���� , 19 ����!�  1965 +., 

24. lp.). Tika visp� rin� ts, ka 1. aprakst�  ir sesiju un s� �u protokoli, izdevumu t� mes, štatu saraksti, 

bud�ets, p� rskati par bud�eta izpild�šanu, saimniec�bas uzskaites gr� matas u. c. Tikm� r 2. aprakst�  

ir tikai person� lsast� va dokumenti. Visp� r par 1946. –1990. gadiem arh�v�  esot 578 lietas p� c 1. 

apraksta.  

 Arh�v�  ir saglab� jušies protokoli par p� ckara laiku. Tom� r tie, iesp� jams, ir nepiln�gi. Uz to 

nor� da, ka par laiku no 1949. l�dz 1953. gadam  protokolu nav visp� r. Uz to nor� da, ka s� des 

pagast�  nenotika vai ar� notika, tom� r taj�  laik�  risin� ja jaut� jumus, nenododot arh�v�  dokumentus. 

Pieejamie protokoli satur daudz inform� cijas par saimniecisko darb�bu Kalk	 n� . To var sadal�t p� c 

t� m� m, galven� s no t� m – lauksaimniec�ba un me�saimniec�ba. Tom� r ar� ir inform� cija, kas nor� da 

uz Kalk	 nes ciema ier� d� u darb�bu. To var apz�m� t k�  cilv� kresursu vad�šanu. Tas liecina par to, ka 

bija vajadz�gs koordin� t un kontrol� t iedz�vot� ju nodarbošanu. 

  Lai apkopotu inform� ciju, kuru sniedz dokumenti – Kalk	 nes ciema DDP IK s� �u 

protokoli, tika izmantota kontentanal�ze. Š� metode raksturota speci� los izdevumos (Sociolo� isko 

p� t�jumu.. 1981). Avotos tika izdal�tas plašas t� mas (anal�zes kategorijas), kas savuk� rt sadal�tas 

smalk� k� s t� m� s (anal�zes vien�bas): 

 Kategorij�  „lauksaimniec�ba” ir s�k� kas t� mas  –  pl� na izpilde (zemnieku ra�ot� s 

produkcijas nodošana, gada pl� na izpilde, kvart� la pl� na izpilde); gatavošan� s s� jai (s� klu t�r�šana, 

lauksaimniec�bas invent� ra remonts, miner� lm� slu izvešana); pal�dz�ba zemniekiem zaud� jumu 

nov� ršan� . 

 N� kam�  plaš�  t� ma ir „me�saimniec�ba”. Taj�  iek�auts: pl� na izpilde, me�a izvešanas 

neapmierinoša izpilde, atbild�gas personas noz�m� šana darba izpildes kontrolei, atbild�gas personas 

noz�m� šana DDP IK l� mumu izpildes kontrolei. Me�saimniec�ba ir noz�m�ga lauksaimniec�bas 

nozare. Tom� r t�  nebija att�st�ta Kalk	 n� . Var apgalvot, ka s� kum�  zemnieki nebija akt�vi me�a 

ciršan� . To var� ja ietekm� t tas, ka p� ckara kr�zes situ� cij�  m�� in� ja risin� t citus jaut� jumus, kas ir 

saist�ti ar kara nodar�to post�jumu likvid� šanu. Iesp� jams, ka apkur�  bija lietoti kr�tošie koki un citi 

priekšmeti, kurus izn�cin� ja karadarb�ba. V� l� k p� c gada padomju vara m�� in� ja izveidot me�a 

ciršanas pl� nus. Tom� r me�u boj� jumu vai to zaud� jumu d��  zemnieki nevar� ja �stenot ier� d� u 

m� r� us me�saimniec�b� . Iedz�vot� ji var� ja zagt kokmateri� lus no viet� m, kur notika me�a izciršana. 

Lai piespiestu ierindas cilv� kus r�koties atbilstoši pras�b� m, bija nor�kotas personas, kas kontrol� ja 
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me�a izvešanu. Tom� r Kalk	 n�  pamat�  zemnieki nebija ieinteres� ti me�a izvešan� . Pl� na izpildes 

jaut� jumu risin� šana notika tikai 3 reizes. Savuk� rt me�a izvešanas neapmierinoša izpilde bija 

izskat�ta ar� 3 reizes vien�  dien� . 

 Treš�  kategorija attiec� s uz person� la vad�bu. T�  ir cilv� kresursu vad�šana un citi DDP IK 

darba jaut� jumi. T�  ietver  atbild�gas personas nor�košanu pl� na izpildes kontrolei, darba re��ma 

kontrolei, DDP IK l� mumu izpildes kontrolei, cilv� kresursu vad�šanu un citus DDP IK darba 

jaut� jumus (tie, kuri ir gr	 ti nodal�ti no p� r� jiem jaut� jumiem par cilv� kresursu vad�šanu vai ar� ar 

to ir savstarp� ji saist�ti). Cilv� kresursi ir organiz� cijas person� ls. Pamat�  nav man� mas atš� ir�bas 

starp apskat� mo jaut� jumu bie�umu. Jaut� jumi, kas ir saist�ti ar cilv� kresursu vad�šanu, bija risin� ti 

vienm� r�gi. Tom� r var nor� d�t,  ka darba kontrolei iec� la ne tikai pagasta ier� d� us, bet ar� speci� lus 

a� entus. Tie bija atbild�gi gan par lauksaimniec�bas, gan par me�saimniec�bas produktu pieg� di 

valstij. Galven�  revizora funkcijas pild�ja pagasta priekšs� d� t� js. Tom� r da�reiz š� di pien� kumi bija 

doti sekret� rei, kas fiks� ja inform� ciju protokol� .  

 N� kam�  plaš�  t� ma ir „ideolo� ija un politika”. T�  ietver: ciema padomes locek�a v� l� šanas, 

desjatidvorku v� l� šanas, sesijas sasaukšanu, PSRS Augst� k� s Padomes v� l� šanas. 

 Ir ar� atseviš� a kategorija, kas ir saist�ta ar finanšu jaut� jumiem. To apakšt� ma ir finanšu 

pl� na neapmierinoša izpilde. Par skait�šanas vien�b� m šaj�  darb�  izv� l� ts attiec�gas t� mas un 

apakšt� mas par� d�šan� s gad�jumi (bie�ums) protokolos. Ir redzams, ka finanšu jaut� jumu risin� šana 

notika reti. T� s bija vispirms 1947. gada 17. mart�  (LNA DZVA, 6. f., 1. apr., 4. l., 3. lp.). V� l� k 

l�dz�gs jaut� jums bija risin� ts ar� 1947. gada 28. august�  (LNA DZVA, 6. f., 1. apr., 8. l., 12. lp.). 

P� c arh�va dokumentu datiem ir redzams, ka da�reiz finanšu probl� mas bija risin� tas atseviš� i, 

nepiev� ršoties citu jaut� jumu risin� šanai. Tas var� tu b	 t saist�ts ar nepietiekamu finans� jumu no 

padomju varas puses, iekš� j� m nek� rt�b� m ciema padom�  un korupciju.  

 1946. gada 13. janv� r� bija risin� ta kvart� la pl� na izpilde, kas ietv� ra zemnieku darba 

r� d�t� ju apspriešanu par iepriekš� jo gadu. T� , k�  bija pirm�  san� ksme, tad bija nepieciešams pl� not 

darbu ar� n� kamajam periodam. To apgr	 tin� ja zemnieku zaud� jumi, kuri par� d�j� s tehnisku 

probl� mu, respekt�vi, nelabv� l�gu laika apst� k�u (ledus un sniega nokriš� u) d�� , piem� ram, bija 

j� t�ra ce�i  no sniega un apledojuma. Tom� r nepien� c�gas transporta apsaimniekošanas d��  to 

nevar� ja izpild�t kvalitat�vi. Pirmaj�  san� ksm�  bija visliel� kais risin� mo jaut� jumu skaits (LNA 

DZVA, 6. f., 1. apr. 1. l., 3. lp.). 

 15. janv� r� zemniekiem bija nepieciešams steidzami risin� t pras�bas par sara�ot� s 

produkcijas nodošanu. Tas bija saist�ts ar to, ka tikko bija beidzies Otrais Pasaules karš, bet pagasta 

p� rvalde s� ka r�koties saska��  ar padomju varas l� mumiem (LNA DZVA, 6. f., 1. apr.,  2. l., 8. lp.). 

Sakar�  ar intens�vo darb�bu, bija boj� ta lauksaimniec�bas tehnika. Tas pras�ja remontu (LNA 

DZVA, 6. f., 1. apr., 6. l., 9. lp.). Salabojot invent� ru, zemnieki ats� ka darboties.  
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 Min� t�  gada dokumentiem ir t� da iez�me, ka bija nor� d�ta  konkr� ta inform� cija par s� des 

norisi (kur, kad). Sal�dzinoši vair� k ir ier� d� u personu v� rdu, kurus iev� l� ja Kalk	 nes pagasta 

ciema padom� . Ir j� nor� da, ka bija risin� ti jaut� jumi par malkas izvešanu, š� darba atalgojumu. T� , 

k�   nesen bija beidzies karš, tad bie�i bija uzrakst�ts par pal�dz�bu zemniekiem un tika dotas  

rekomend� cijas lauksaimniec�bas darbu veikšanai. Citas iev� rojamas iez�mes ir saist�tas ar to, ka 

1946. gada attiec�gaj�  protokol�  bija vienlaic�gi risin� tas gan zemnieku probl� mas, gan zi� as par 

Augst� k� s padomes v� l� šan� m. Bija ar� t� das ier� d� u nor� des, ka Kalk	 nes ciema padom�  ir 

visslikt� k�  situ� cija ar piena pieg� di.  

 N� košaj�  gad�  bija j� str� d�  intens�v� k. L�dz ar to kvart� la pl� na izpilde bija izskat�ta 3 

reizes p� c k� rtas. Vispirms t� s notika 1947. gada 10. janv� r� (LNA DZVA, 6. f., 2. apr., 1. l., 1. lp.). 

P� c p� rtraukuma, kas ilga aptuveni 1 ned�� u, bija atk� rtoti risin� ts tas pats jaut� jums (LNA DZVA, 

6. f., 2. apr., 2. l. 2. lp.). Ar� 17. mart�  zemniekiem bija j� nodod sava produkcija par 1. kvart� lu 

(LNA DZVA, 6. f., 2.apr.,  3. l., 6. lp.). 

 1947. gada 13. maij�  zemniekiem bija uzkr� juš� s probl� mas, kas pras�ja neatliekamu 

pal�dz�bu (LNA DZVA, 6. f., 2. apr.,  4. l., 6. lp.). Kad bijasaremont� ta tehnika, tad izauga z� le, 

kuru bija j� nop�auj un j� nodod valstij (LNA DZVA, 6. f., 2.apr., 5. l., 7. lp.). 

 1947. gad�  notika ciema padomes locek�u v� l� šanas. Tas var� tu noz�m� t, ka tika mekl� ts 

pretendents uz š� du amatu, lai nov� rstu pretrunas sadarb�b�  vai ar� iepriekš� jais ciema padomes 

loceklis nevar� ja pild�t uzdevumus da�� du iemeslu (slim�ba, main�gie darba veidi un apst� k�i, 

jaunas pieejas darb� ) d�� . 

 L�dz ar to p� c dokumentu datiem ir redzama lauksaimniec�bas atjaunošana p� c kara un 

zemnieku pak�aušana padomju varai bez iepriekš� jas sagatavošanas. Neskatoties uz to, ka pal�dz� ja 

zemniekiem, vi� iem bija ar� j� nodod sava ra�a p� c noteikt�  pl� na.  

 Sal�dzinot ar 1946. gada dokumentiem, šaj�  gad�  bija risin� ti jaut� jumi jau par me�a 

materi� lu izvešanu (nevis malkas izvešanu). Tas, iesp� jams, nor� d�ja uz stingr� k� m pras�b� m 

zemniekiem. Bija noteikts ne tikai darba laiks, bet ar� darba apjoms. Šaj�  gad�  bija ar� sod�ta 

darbiniece, kura reti apmekl� ja s� des, neizpild�ja pras�bas. K�  sods vi� ai bija noteikts piedal�ties 

me�a materi� lu izvešan� . Tieši 1947. gad�  par� d�j� s iesniegumi no iedz�vot� jiem par to, ka vi� iem 

vajadz�ga atsaukšana no darba pien� kumu izpildes.  

 Savuk� rt 1948. gad�  bija risin� ti sal�dzinoši daudz jaut� jumu, kas bija saist�ti ar 

lauksaimniec�bu. Tas var� tu noz�m� t, ka iepriekš� jos gados bija ier� dniec�bas apm� c�ba. Ar� nebija 

past� v�gas telpas, kur notiktu s� des. Iesp� jams, ka sekret� re bija fiks� jusi inform� ciju s� des laik� , 

bet sak� rtoja to m� j� s. Uz to nor� da dokumenta teksta � r� jais izskats. 

 1948. gada 15. febru� r� tika apspriesta kvart� la pl� na izpilde un s� klu t�r�šana. Tas noz�m� ja 

laiku pirms intens�v� kas birokr� tijas. Da�� diem protokoliem bija nepieciešama dal�šana s�k� k� s 
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t� m� s. Tas veicin� ja nepieciešam�bu veidot citus protokolus, piem� ram, 1948. gada 13. mart�  bija 

risin� ti visi jaut� jumi, kas ir saist�ti ar lauksaimniec�bu, iz� emot pal�dz�bu zemniekiem (LNA 

DZVA, 6. f., 3. apr., 3. l., 2. lp.). 

 Gandr�z p� c m� neša, 31. mart� , atkal bija da�� di jaut� jumi, kas bija risin� ti p� c pieteikšanas 

k� rt�bas. Tie tika skat� mi vienm� r�gi. Tom� r netika risin� ts jaut� jums par pal�dz�bu zemniekiem 

(LNA DZVA, 6. f., 3. apr., 4. l., 6. lp.). Tas noz�m� ja, ka zemniekiem, iesp� jams, bija darbs bez 

atl�dz�bas. 

 10. apr�l� tika risin� ti jaut� jumi, kas ir saist�ti tikai ar produkcijas nodošanu (LNA DZVA, 

6. f., 3. apr., 5. l., 7. lp.). Bija nepietiekami apstr� d� ta aramzeme, jo nav redzams, ka b	 tu risin� tas 

ar to saist�t� s probl� mas (LNA DZVA, 6. f., 3. apr., 2. l., 7. lp.). 

 28. apr�l� bija s� d� , kur�  l� ma par pal�dz�bas sniegšanu zemniekiem (LNA DZVA, 6. f., 

3. apr., 7. l., 10. lp). Tas var� tu noz�m� t, ka da�a produkcijas tika boj� ta salnas vai citu probl� mu 

d�� . Tas pats bija v� rojams ar� 18. maij�  (LNA DZVA, 6. f., 8. l., 10. lp.).  

 15. j	 nij�  bija nepieciešama pal�dz�ba zemniekiem saist�ba ar lauksaimniec�bas invent� ra 

remontu (LNA DZVA, 6. f., 3. apr., 9. l., 11. lp.). Iesp� jams, ka tas bija boj� ts laik� , kad zemnieki 

atk� rtoti veica s� jas darbus. 

 Jau 14. august�  zemniekiem bija j� nodod produkcija, t� d� j� di izpildot gada pl� nu (LNA 

DZVA, 6. f., 3. apr., 13. l., 15. lp.). K�  r� da dati, tad gada pl� na izpilde notika reti. Savuk� rt 

kvart� la pl� na izpilde bija vair� k veikta. Tas noz�me, ka zemniekiem bija likts izpild�t noteikto 

pl� nu noteiktaj�  termi�� . Bija stingra lauksaimniec�bas produkcijas nodošanas k� rt�ba. Lai 

nodrošin� tu pav�� u izpildi, bija organiz� ta periodiska s� klu t�r�šana. Tom� r bie�i bija j� veic ar� 

transporta un lauksaimniec�bas invent� ra remonts, lai gan kopum�   reti tika sniegta pal�dz�ba 

zemniekiem. Tas ir izskaidrojams ar �paši nelabv� l�gu situ� ciju lauksaimniec�bai.  

  Kopum�  var secin� t, ka visvair� k tika risin� ti jaut� jumi par kvart� la pl� na izpildi un 

lauksaimniec�bas invent� ra remontu. Tas noz�me, ka epizodiski Kalk	 n�  bija probl� mas ar 

zemnieku ikdienas darbu. Tas var b	 t izskaidrojams ar� ar nelabv� l�giem apst� k�iem (m� laina zeme, 

p� rlieku liels zemes mitrums). T� , k�  bija m� laina zeme, tad bija liel� kas r	 pes par zemes strukt	 ras 

uzlabošanu, nevis to bag� tin� šanu ar miner� lm� sliem. Uz to nor� da tikai divas notikuš� s s� des, kad 

risin� ja jaut� jumu par miner� lm� slu izvešanu. Tas ir ne tikai v� sturnieku, bet ar� dabaszin� t� u 

p� tnieku uzdevums – noskaidrot dabas ietekmi uz notikumiem dotaj�  ciem�  noteiktaj�  laika posm� . 

 1946. gada dokumentiem ir t� da iez�me, ka bija dota konkr� ta inform� cija par s� des norisi 

(kur, kad). Sal�dzinoši vair� k ir ier� d� u personu v� rdu, kurus iev� l� ja Kalk	 nes pagasta ciema 

padom� . Ir j� nor� da, ka tika risin� ti jaut� jumi par malkas izvešanu, š� darba atalgojumu. T� , k�   

nesen bija beidzies karš, tad bie�i tika rakst�ts par pal�dz�bu zemniekiem un tika dotas  

rekomend� cijas lauksaimniec�bas darbu veikšanai. Citas iev� rojamas iez�mes ir saist�tas ar to, ka 
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1946. gada konkr� taj�  protokol�  bija vienlaic�gi risin� tas gan zemnieku probl� mas, gan zi� as par 

Augst� k� s padomes v� l� šan� m. Bija ar� t� das ier� d� u piez�mes, ka Kalk	 nes ciema padom�  ir 

visslikt� k�  situ� cija ar piena pieg� di. L�dz ar to tas par� da, ka apskat� mie jaut� jumi bija haotiski. 

Tas ir saist�ts ar to, ka nav iesp� jams preciz� t, k� d�  situ� cij�  atrad� s zemnieki. Vai katram no 

vi� iem bija re� la ier� d� u pal�dz�ba, vai zemniekiem lika sagatavoties darba ekspluat� cijai.  

 1947. gad�  tika risin� ti jaut� jumi jau par me�a materi� lu izvešanu (nevis malkas izvešanu). 

Tas, iesp� jams, nor� da uz  iesp� jami stingr� k� m pras�b� m zemniekiem. Bija noteikts ne tikai darba 

laiks, bet ar� darba apjoms. Šaj�  gad�  bija ar� sod�ta darbiniece, kura reti apmekl� ja s� des, 

neizpild�ja pras�bas. K�  sods vi� ai bija noteikts piedal�ties me�a materi� lu izvešan� . Tieši 1947. 

gad�  par� d�j� s iesniegumi no iedz�vot� jiem par to, ka vi� iem vajadz�ga atsaukšana no darba 

pien� kumu izpildes. Ir j� piev� ršas ar� soci� las antropolo� ijas izp� tei, lai uzzin� tu par soci� lo 

psiholo� iju, soci� l� s nevienl�dz�bas jaut� jumiem Kalk	 n�  padomju laikos. Tom� r tam nepieciešami 

atseviš� i p� t�jumi. 

 1948. gad�  bija palielin� ts spiediens uz zemniekiem, jo par� d�j� s vair� k dokumenti par 

lauksaimniec�bu. Iesp� jams, ka bija izmantoti da�� di gad�jumi �aunpr� t�gos nol	 kos: piespieda 

nodarboties ar aramzemes apstr� di slikto laika apst� k�u laik� , lika apstr� d� t l�dz šim neizmantoto 

zemi. Ir zin� ma visp� r� ja padomju politika attiec�b�  uz ciema padom� m. Da�reiz nav doti konkr� ti 

piem� ri par situ� ciju re� ionos, jo nav � emti v� r�  konkr� t�  re� iona da�� di apst� k�i (daba, 

infrastrukt	 ra, iedz�vot� ju bl�vums). 

 Var secin� t, ka apskat�tie arh�va avoti galvenok� rt sniedz inform� ciju par Kalk	 nes ikdienas 

v� sturi. Uz to pamata var veidot zin� tniskus darbus v� sturnieki, kuri p� ta da�� das t� mas. Tom� r ir 

problem� tiski veidot visp� r�gus secin� jumus, balstoties tikai uz viena fonda dokumentiem. K�  

veidoj� s kolhozi, darba organiz� cija un daudzi citi jaut� jumi p� c b	 t�bas paliek v� l neizskaidrots. 
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Abstract 

Teachers of Il) kste District in 1948–1949 Academic Year 
Key words: social portrait, teachers, Soviet Union, soviet education system, sovetization, postwar period 
The aim of the research is to create the social portrait of teachers of Il	 kste district in 1948-1949 Academic Year, in the 
context of process of sovetization. The objectives: 1) to select and explore historical sources about investigated time 
period and place, summarize the information which could help to create the social portrait of teachers of Il	 kste District, 
using basically documentary sources; 2) to study the literature about methodology of historical research and 
methodology of statistical research, learn the historiography which could allow to go deep into the specifics of the 
researched problem; 3) based on statistical information which was obtained from archival documents to find out the 
Il 	 kste district pedagogical staff's - 3.1) demographic characteristics (gender, age); 3.2) affiliation to a cultural space; 
3.3) political orientation 3.4) the level of education and qualification; 4) to interpret and summarize the obtained 
information about pedagogical staff . The methods of the research: sociological method, comparative method, 
interpretation, statistical method. 
 
Kopsavilkums 

Il ) kstes apr"( a skolot$ji 1948.–1949. m$c&bu gad$ 
Atsl� gv� rdi: soci� lais portrets, skolot� ji, padomju izgl�t�bas sist� ma, sovetiz� cija, p� ckara periods 
P� t�juma m� r� is: izveidot Il	 kstes apri�� a skolot� ju soci� lo portretu 1948. – 1949. gad�  Latvijas p� ckara sovetiz� cijas 
procesa kontekst� . Uzdevumi: 1) atlas�t un izp� t�t v� stures avotus p� r p� t� mo laikaposmu un vietu; apkopot no tiem 
ieg	 to inform� ciju, kas �autu sast� d�t Il 	 kstes apri�� a skolot� ju soci� lo portretu, izmantojot p� rsvar�  dokument� rus 
avotus; 2) iepaz�ties ar zin� tnisk� s literat	 ras saturu p� r v� stures p� t�juma metodolo� iju un statistisko p� t�jumu 
metodiku, ka ar� apg	 t t� mas historiogr� fiju (sovetiz� cijas process, izgl�t�bas v� sture), kas �autu iedzi�in� ties p� t� mas 
probl� mas specifik� ; 3) balstoties uz statistisk�  rakstura inform� ciju, kas tika ieg	 ta no arh�va dokumentiem, noskaidrot 
Il 	 kstes apri�� a pedago� iska person� la 3.1) demogr� fiskos raksturojumus (dzimums, vecums); 3.2) pieder�bu noteiktai 
kult	 ras telpai (taut�ba, dzimt�  valoda); 3.3) politisko orient� ciju (pieder�ba Komunistiskajai partijai); 3.4) izgl�t�bas un 
kvalifik � cijas l�meni; 4) Apkopojot ieg	 to inform� ciju par skolu pedago� isko person� lu, interpret� t to p� t� mas 
probl� mas kontekst� , t� d� j� di atkl� jot l�dz šim nezin� mo par izvel� to t� mu. P� t�juma metodes: sociolo� isk�  metode, 
sal�dzin� m�  metode, interpret� cija, statistisk�  metode. 
 

Introduction 

Teachers have been accumulating knowledge and spiritual values through the centuries and 

that is why the identity of teachers, their place in the society and social portrait causes interest. The 

term “Social portrait” can be defined as demographic and other statistical information which helps 

to evaluate and interpret a particular social group in society and its tendency to interact and evolve. 

The state apparatus which exists in different socio-political frames is trying to promote the 

socialization of youth in the society with the help of the educational system (Ewing 1930: 17–18). 

After Soviet power entered Latvia in 1944-1945 the whole area gradually integrated into the general 

system of the Soviet Union. Together with economical, political, social changes the Soviets 

launched the transformation of the educational system (Saleniece 2003: 299–300). A Soviet teacher, 

especially ‘a teacher of the new republic’ was one of the most important persons who promoted the 

sovetization process and was an object of sovetization at the same time. 
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Also this historical period was chosen because it reflects schools situation of Il	 kste district 

before the mass deportations to Siberia in March 1949 (Sajadova 2009). Hypothetically it can be 

assumed that during this time teaching staff of educational institutions of Il	 kste district underwent 

certain changes that were related to the demographic and ethnic factors. The basis of the research is 

teaching staff lists 1948-1949 Academic Year from the Regional State Archives of Daugavpils 

which is a territorial unit of the National Archives of Latvia (hereafter – LNA DZVA), in particular 

the lists of Il	 kste district schools (LNA DZVA 414. f., 2. apr., 4. l.). The fact that extensive 

documentary historical source base has survived and is relatively available allows to 

comprehensively explore a specific period of time. The aim of the research is to create the social 

portrait of teachers of Il	 kste district in 1948-1949 Academic Year, in the context of process of 

sovetization after the war. The methods of the research were the sociological method, the 

comparative method, interpretation, the statistical method (= ���:����  1987: 29). 

Discussion 

In 1948-1949 academic year, there were 55 schools in the district of Il	 kste, 28 were primary 

(5 Grades), 25 were Junior High Schools (7 Grades) and 2 high schools (LNA DZVA 414. f., 2. 

apr., 4. l., 7.–10. lp.). Students were taught in Latvian language in 20 schools, in Russian in 30 

schools, there also existed 4 bilingual Latvian-Russian schools, and one school was Polish-Russian. 

If we rely on the materials from the list of teaching staff of the Il	 kste district, there were 377 

teachers, but if we rely on the school records, there were 384  teachers in the 1948-1949 academic 

year. In the context of this research such a mismatch in the data is not critical, as they provide an 

idea of the total number of teaching staff in the district. Most likely, the first document represents 

the situation at the end of the academic year, while the other provides statistical data at the 

beginning of the academic year, so some teachers in the middle of the year could had been fired or 

transferred to other districts. 

According to the statistical research of the historical sources it became possible to establish a 

division of teachers by sex and age. It was found out that teachers were mostly women (68%), and 

most of them were young teachers (198; 53%). This situation can be easily explained by the post-

war instability, while many male teachers died during the war, some emigrated, or were arrested.  

Teacher division by ethnicity was as follows: Latvians (43.6%), Russians (40.4%), Poles 

(8%), Belarussians (4%), Lithuanians (1.6%), Ukrainians (0.5%), and others (1.9%). By counting 

teachers by their mother tongue, the results were almost identical to their ethnic affiliation. But in 

this case, Russian-speaking teachers were a bit more16. If we take into account pre-war statistical 

                                                 
16 Russian language was the mother tongue for 163 teachers, despite the fact, that Russian ethnicity representatives were 
recorded as 152 teachers. This correlation is explained by the fact, that some teachers were recorded as Poles, 
Byelorussians, Ukrainians, but they used Russian language in their everyday life 
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data about ethnical-religious division17 of the population in the Il	 kste district, it may be stated, that 

ethnic proportions were generally saved also after 1944. No Jewish representatives in the teacher 

staff logbooks can be explained by the consequences of World War II, and by caution to the 

possible manifestations of anti-Semitism. So it might be that Jewish could identify themselves as 

representatives of other ethnic groups. 

The column “Party affiliation” in the list of teacher staff refers to the affiliation to the 

Communist Party or the Young Communist League. When working with the statistical materials, it 

was revealed that only 15 people (or 4%) of all teachers were  Communist Party of the Soviet Union 

members, and mostly they all were principals, while 48 people (or 13%) had already joined the 

Komsomol that already was a considerable power. 

What concerns the level of education of Il	 kste district teachers it is important to be aware 

that there were some problems of classification, namely it is difficult to create a precise image of 

what degrees the teachers had. School secretaries did not fill the column “Which university 

graduated from; if not how many academic years are finished” in the logbooks properly. Despite 

such problems, it is possible to trace the main trends in teacher education levels and professional 

competence. Educational level of teachers did not meet the relevant requirements: some teachers 

did not have education in accordance with their position in the school, 57 teachers did not have 

secondary education, 29 teachers did not cover the part-time studies. The quality of teaching 

remained at a low level, so the school had 939 students who remained learning for the second year 

(LNA DVZA, 414. f., 3. apr., 5. l., 96. lp.). It can be assumed that the situation in Il	 kste district 

1948 – 1949 in the term of teachers' qualifications was similar to the situation in Daugavpils in 

1945 as both spatially and chronologically comparable objects located close to each other. Only half 

of the teachers had secondary teacher education, higher education got 8.6% of teachers, 27.3% had 

only secondary education and teacher education in other institutions got 15.8% of all teachers 

(Saleniece 2003: 40). When working with teaching staff lists, there were mentioned some 

institutions, where future teachers had studied. These institutions can be divided into two groups. 

The first group can be described as traditional Latvian institution, and the second as unusual 
                                                 
17 In the northwestern part of Il	 kste district up to Lašu, Pilskalne and Svente civil parishes residents were Latvians. The 
ethnicity of the population in the southeastern part of the Il	 kste district was strongly mixed because of centuries long 
interaction of  Latvians, Lithuanians and Byelorussians. German landlords and Lutheran pastors had influenced since 
the 16th century and gradually Lutheran belief had spread, but after the 17th century Polish-speaking landlords and 
clergymen affected to the part of the local population and so religion changed to Catholic. In the 17th century, war and 
chaos times, the persecuted Old Believers entered here from Muscovy, but Jews entered from the Polish-Lithuanian 
Commonwealth. Finally, after the Duchy of Kurzeme un Zemgale joined the Russian Empire in the end of the 18th 
century Russian Orthodoxes had entered to the eastern district. All these ethnic elements in the eastern part of Il	 kste 
district did not hold an absolute majority. So by 1930 Belarusian population were most in Kaplava (Borne) parish 
(53%), while least of all in Rauda (Stelles) parish (only 1%), Russians most in Skrudaliena parish (48%), the least in 
Kaplava parish (9%), Polish most Kurcums parish (32%), the least Silene (Borovka) parish (3%). Most of Latvians 
were in Rauda district (31%), while the least Laucesa (Kalkunes) parish (11%).National self-confidence of the 
population was poorly developed and the level of education (reading skill) district was on average lower (72%) than in 
other parts of Selia. Latviešu konvers� cijas v� rdn�ca. VII s� j., 12574.–12575. sl. 
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institution in Latvia. Such a division is explained by the geographical localization, but also by the 

socio-political, economic, cultural differences between the two groups.  

The first group consists of: University of Latvia, Daugavpils State Teachers Institute,  

R� zekne State Teachers Institute,  Valmiera Teachers Seminar, Warsaw Institute of Physical 

Education, University of Tartu, Petersburg Pedagogical Institute. 

The second group: Orel Gymnasium, Tobolsk 9-year school, Staraya Russa Technical School, 

Tambov Pedagogical Technicum, Polotsk part-time secondary school. 

Teachers who got education in Latvia, Russian Empire, and abroad had a similar worldview. 

It would be reasonable to assume that most of this group of teachers was not ready to give up their 

ethnic identity; they had no objection to religion. By contrast, they hardly saw Soviet power so 

positive - collectivization, forced labor, etc. had a lot of disadvantages if compared to the pre-war 

situation in Latvia. Teachers, who were younger than 30 years old in 1949, could not remember a 

time or could not judge as a fully mature person other socio-political and socio-economic structure 

of the country, which was different from the Soviet Union norms. 18-30 year old people could not 

compare two, or even three social orders, and objectively evaluate the Soviet order. The youngest 

generation of teachers was growing with the Soviet ideals in the Soviet realities and so were formed 

their views of life, and they also "broadcasted" their idea to the students. It was useful to the 

Communist party and the Soviet authorities to employ loyal young teachers but with less 

professional experience, to integrate the Soviet education system to the Baltic countries, and to 

success the process of sovietization (Saleniece, Swain 2011: 360).  

Conclusions 

The information and factors given above which point to the teachers belonging to a particular 

cultural space and political organizations can be summarized. It was discovered that Il	 kste district 

schools increased the proportion of female teachers; young and less educated teachers entered the 

labor market; the first teachers of ‘old republics’ of the USSR began to enter the teacher staff. Some 

tendencies point out previous Il	 kste district particularities - weak teachers' involvement in 

communist organizations and local community ethnic proportion preserved. 
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Abstract 

Signs of Sovietization in cultural life of Daugavpils (1944–1953) 
Keywords: Sovietization, Daugavpils, cultural life, Latvian SSR 
During the devastating changes resulting from the Second World War, Latvia was incorporated into the Soviet Union, 
and the new political system set specific goals. One of the most effective tools in the complex process of Sovietization 
was education, through which local residents integrated into Soviet society. Several cultural institutions in Daugavpils, 
such as museum, houses of culture, theaters, cinemas under the leadership of the city council executive committee 
addressed not only the entertainment of the public, but also education. The Communist Party and Soviet authorities 
monitored the functioning of the institutions in order to evaluate the propaganda of communism in society.The aim of 
the paper is to find out how Sovietization was held in the cultural life of Daugavpils, 1944–1953. At the Regional State 
Archives of Daugavpils which is a territorial unit of the National Archives of Latvia (hereafter – LNA DZVA) are 
located documents of Daugavpils City Council Executive Committee (fund 202) and the Cultural department of 
Daugavpils City Council Executive Committee (fund 154), as well as documents of Daugavpils Russian drama theater 
(fund 122), Daugavpils Local History and Art Museum (fund 144), Daugavpils House of culture (fund 860), Daugavpils 
Cinema department (fund 1121), providing various types of information on the functioning of these institutions. 
 
Kopsavilkums 

Sovetiz$cijas paz&mes Daugavpils kult) ras dz&v% (1944–1953) 
Atsl� gas v� rdi: sovetiz� cija, Daugavpils, kult� ras dz�ve, Latvijas PSR 
Postoš�  un p� rmai� as nesoš�  Otr�  pasaules kara laik�  Latvija tika iek�auta PSRS sastav�  un par galveno iekšpolitisko 
m� r� i k�uva t� s visaptveroš�  sovetiz� cija. Viens no iedarb�g� kajiem l�dzek�iem sare��� taj�  sovetiz� cijas proces�  bija 
viet� jo iedz�vot� ju izgl�tošana, lai integr� tu vi� us padomju sabiedr�b� . Vair� kas kult	 ras iest� des Daugavpil� (muzejs, 
kult	 ras nami, te� tris, kinote� tri) pils� tas padomes izpildkomitejas vad�b�  piev� rs� s ne tikai sabiedr�bas izklaid� šanai, 
bet ar� t� s izgl�tošanai. Komunistisk�  partija un padomju varas instit	 cijas r	 p�gi uzraudz�ja min� to iest� �u darb�bu, ar 
kuru pal�dz�bu izv� rta komunistisko propagandu sabiedr�b� . Darba m� r� is ir noskaidrot, k� d�  veid�  notika sovetiz� cija 
Daugavpils kult	 ras dz�v�  no 1944. l�dz 1953. gadam, balstoties uz Latvijas Nacion� l�  arh�va Daugavpils Valsts zon� l�  
arh�va (LNA DZVA) materi� liem. LNA DZVA atrodas Daugavpils pils� tas padomes izpildkomitejas (fonds 202) un 
Daugavpils pils� tas padomes izpildkomitejas Kult	 ras noda�as (fonds154) dokumenti, k�  ar� Daugavpils krievu 
dramatisk�  te� tra (fonds 122), Daugavpils Novadp� tniec�bas un M� kslas muzeja (fonds 144), Daugavpils kult	 ras nama 
(fonds 860) un Daugavpils kinofik� cijas noda�as (fonds 1121) dokumenti, kas sniedz da�� da veida inform� ciju par 
kult	 rizgl�tojošo iest� �u darb�bu. 
 

“Sovietization implied right from the beginning more than a mere political take–over; it meant 

also social, economic, and cultural restructuring according to the ideas of those in power” 

(Mertelsmann, 2010, 82). To quickly change the public facilities from capitalism to socialism 

required a strong and active political, cultural and educational work, which would be directed to all 

strata of society (LNA DZVA, 202.f., 1.apr., 39.l., 206.lp.). Daugavpils City Council Executive 

Committee begins to pay more attention to Daugavpils cultural life from 1946, as cultural and 

education institutions did not function as an active and organized as the Communist Party wanted. 

The Executive Committee criticizes Cultural department of Daugavpils City Council Executive 

Committee for badly managed cultural life, both in cultural and educational institutions. But after 

the war, conditions were difficult, the Cultural department of Daugavpils still had not its own office 

in June 1946 (LVA DZVA, 154.f., 1.apr., 2.l., 1.lp.). Even in 1946, authorities and factory workers 
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were minimally involved in the cultural life and political education, because the number of cultural 

and educational institutions was small and they generally functioned quite bad (LNA DZVA, 154.f., 

1.apr., 2.l., 2.lp.). The leaders of Cultural department of Daugavpils often changed, for example, 

Head of the Department in 1946 was Ahlinovs, 1947 – Gromovaja, 1948 – Beskins. 

Until 1948 the leaders of Cultural department of Daugavpils really did not understand the 

Cultural department’s tasks in the spirit of the Soviet power, so they could not cope with their 

responsibilities. Communist Party for Cultural department tasks considered: “educate workers in the 

spirit of communism; raise workers’ cultural and political level; eliminate capitalism and bourgeois 

nationalism impact remnants of human consciousness; ensure that people comply with the 

economic and political challenges; organize events and help educate the public; comprehensively 

develop socialist amateur art activities of citizens” (LNA DZVA, 202.f., 1.apr., 11.l., 209.lp.). Since 

the tasks were not understood, then Cultural department measures granted more entertaining and 

less educational nature – organizing dances and recreational evenings (LNA DZVA, 202.f., 1.apr., 

11.l., 209.lp.). 

Cultural department and the institutions in 1948 managed to implement more of the required 

tasks. Cultural department organized many political, cultural and educational activities. Cultural and 

educational institutions actively participated in the city's social life, explained Communist party and 

the Soviet government's policy to the public, encouraged workers to meet the key economic and 

political challenges and to complete the Stalin five-year plan ahead of schedule (LNA DZVA, 

202.f., 1.apr., 24.l., 156.lp.). The most important task what Communist Party nominated in the 

educational and cultural life was instilling in the general public communist ideology (Butulis, 

Zunda 2010, 155), that is why from Cultural department of Daugavpils authorities required more 

active and more elaborate practicing. It was not taken into account that there was a lacked of space, 

materials, money and skilled workers. 

In 1944 and 1945 in Daugavpils the house of culture in the center of the town did not work 

(LNA DZVA, 154.f., 1.apr., 1.l., 14.lp.), it opened only in 1946 (LNA DZVA, 860.f., 1.apr., 1.l., 

1.lp.). One of the most important responsibilities of the house of culture was offering lectures and 

set up and run amateur art collectives and hobby groups. Authorities paid much attention to 

amateurs’ organizations. The aim was to widely popularize creativity of public, because it was one 

of the means how workers’ “ideologically and politically were educated” (LNA DZVA, 202.f., 

1.apr., 8.l., 199.lp.). Throughout the period, the number and types of amateur hobby groups and 

collectives regularly changed. For example, in 1946, in the house of culture there were 5 hobby 

groups: wind instrument, Gypsy song and dance, drama theatre, choir (LNA DZVA, 202.f., 1.apr., 

4.l., 208.lp.). But in 1948, 6 hobby groups: drama theatre, Russian dance, Jewish dance, choir (LNA 

DZVA, 202.f., 1.apr., 24.l., 156.lp.), checkers group and orchestra (LNA DZVA, 860.f., 1.apr., 1.l., 
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1.lp.). In 1950 there were 8 hobby groups: literature, choir, Jewish drama theatre, Russian drama 

theatre, dance, children's dance, vocal, handicraft/arts group (LNA DZVA, 154.f., 1.apr., 11.l., 

10.lp.). The real policy of the Communist Party and the Soviet power was focused on reducing 

ethnic diversity (Bleiere 2012, 88), however, after the war in Daugavpils there were Gypsy, Jewish 

and Russian hobby groups. 

A number of trade union and organizations leaders did not understand the importance of 

workers' amateur art, therefore sometimes they hindered their development. For example, “director 

of the Steam-locomotive-wagon repair plant ()4*I ) Smagars, refused to let from work 8 people on 

the choir and drama rehearsal” (LNA DZVA, 202.f., 1.apr., 4.l., 234.lp.). The Executive Committee 

pointed shortcomings, for example, “in 1946, a number of choral groups in their repertoire did not 

include such songs as the anthem of the USSR, cantatas for Stalin and other official songs” (LNA 

DZVA, 202.f., 1.apr., 4.l., 235.lp.). Amateur art was used as a way to involve people in socialism. 

Amateur hobby groups and collectives for authorities were very important, but people did not 

always perceived it seriously. 

House of culture regularly offered lectures. They were mostly about politics, science, 

literature, art, music and technology topics. Lecture hall was created in 1950, which made it 

possible to invite the best lecturers from Moscow, Leningrad and Riga. In early 50s the Executive 

Committee considered that lecture topics were uniform, because themes for literature, atheism and 

science were little discussed (LNA DZVA, 202.f., 1.apr., 39.l., 211.lp.). House of culture also 

organized Komsomol conferences, deputies sessions, exhibitions, the so called ‘youth nights’ 

(presentations and amateur performances). Besides in house of culture regularly happened dance 

evenings, amateur performances and concerts, professional artists' performances, events for children 

and other activities. In Daugavpils house of culture professional artists performed such as the 

Estonian SSR Jazz Orchestra, the Finnish ensemble “Kantele”, Don Cossacks’ dance and song 

ensemble, Riga musical comedy theater, Gypsy song and dance ensemble and many others (LNA 

DZVA, 860.f., 1.apr., 1.l., 14.lp.). The Executive Committee considered that the house of culture 

entertained local youth by regular dance evenings with orchestra, banned music and alcohol buffet 

instead of “education” (LNA DZVA, 202.f., 1.apr., 11.l., 240.lp.). Employees of house of culture 

offered dance evenings, as they were ordered and easy to organized. 

Daugavpils museum (now Daugavpils Regional Studies and Art Museum ) opened again 

(after the World War II) in 1945, but collection of the museum material took place from October 

1944 (LNA DZVA, 154.f., 1.apr., 1.l., 9.lp.). The post–war period, the museum did not have space, 

necessary exhibits and skilled workers. Often authorities were frustrated by the museum's activities, 

mainly because of the small number of visitors (LNA DZVA, 202.f., 1.apr., 11.l., 209.lp). Research 
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work did not happened at the museum for a long time, even in 1950 (LNA DZVA, 202.f., 1.apr., 

42.l., 376.lp.), however, already in 1945 museum started to carry out an active educational work. 

History showed that in museum's exhibitions were based on Marxist–Leninist views. 

Lectures, exhibitions and tours formed with the objective "to educate youth in the spirit of the 

Marxist-Leninist worldview" (LNA DZVA, 141.f., 1.apr., 1.l., 38.lp.). Museum propagated the 

scientific and technical recent achievements, the fundamental principles of Darwinism, etc. 

Museum popularized Soviet patriotism and encouraged workers to complete the five–year plan in 4 

years (LNA DZVA, 154.f., 1.apr., 3.l., 6.lp.). 

The museum's exhibitions highlighted certain historical themes. For example, at the museum 

was a section of the Socialist construction (LNA DZVA, 202.f., 1.apr., 42.l., 376.lp.), a section of 

the pre-revolutionary period (LNA DZVA, 202.f., 1.apr., 39.l., 211.lp.), but in 1950 the section 

"World War II" was created, which depicted the anti-Nazi underground in Daugavpils, etc. Topical 

exhibitions in the post–war period were about the Soviet women, changes and positive 

developments in the Soviet Latvia, Soviet Union achievements, Lenin, local history, etc. From 

traveling exhibitions especially topical was the damage by the German army, Latvia in 1940, the 

industry, the army, the economy, Song festival (LNA DZVA, 141.f., 1.apr., 1.l., 38.lp.). 

The museum was not popular among the public, so authorities searched for reasons. The 

Executive Committee believed that the manager of the museum Po�akova little popularized museum 

work. Head of the cultural department Beskins and Po�akova organized a small number of tours and 

did not found Local hobby groups (LNA DZVA, 202.f., 1.apr., 42.l., 376.lp.). 

Daugavpils State Russian drama theater (now Daugavpils Theatre) started working in 1944. 

The theater had no property, so the artistic side of the show was of very poor quality (LNA DZVA, 

122.f., 1.apr., 3.l., 1.lp.). The Executive Committee stressed that the theater played a big role in the 

Communist upbringing, so political objectives had precedence over art. The theater had to choose 

politically relevant plays that would be able to educate and show all the good qualities of socialism. 

Already in 1945, the theater presented 7 Soviet authors and classics premieres, although barely able 

to cover the costs, working in Daugavpils and making trips around Latgale (LNA DZVA, 122.f., 

1.apr., 3.l., 1.lp.). The authorities were satisfied with the creative, artistic and ideological work of 

the theatre, but the problem was with working conditions, which led to frequent violations of staff 

discipline. 

Authorities did not like very much that the theater minimally got involved in the Soviet 

society. From the point of view of local authorities the theater collective devoted little time for 

community and self–promotion. Employees of the theatre rarely spoke with lecturers and reports on 

the drama, Daugavpils society was not involved in theater work (LNA DZVA, 202.f., 1.apr., 36.l., 

309.lp.). Employees of th etheatre very little cooperated with  amateur collectives (LNA DZVA, 
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154.f., 1.apr., 6.l., 7.lp.). Besides performances were very rarely advertised. This affected the 

attendance – the local intelligentsia almost never attended the performances (LNA DZVA, 202.f., 

1.apr., 36.l., 309.lp.).  

The theatre less than other cultural and educational institutions took part in the Sovietisation 

of the population. 

  The post-war period in Daugavpils had several cinemas, like in 1949, there were 5 – 

“Daugava”, “Komsomol”, “Victory”, “Star” and “Recreation”. Often it was difficult for cinemas to 

accomplish authorities' requirements, because flaws were not addicted from cinema employees, 

such as space was not comfortable, repairs carried out rarely, missing finances. Organizations and 

schools held a few tours to the cinemas ( LNA DZVA, 202.f., 1.apr., 39.l., 209.lp.). Motion pictures 

were advertised a little. Movies often were repeated and the technical quality was very poor, which 

also affected attendance. The large number of order of appointment and dismissal, refers to the 

regular staff turnover, points to the lack of qualified staff, human irresponsibility and chaotic 

working environment. Cinema department leaders and directors of cinemas were blamed that they 

often believed that the main task of cinema was to collect money, but forget that cinema was an 

important center of political education and agitation (LNA DZVA, 202.f., 1.apr., 36.l., 311.lp.). 

Soviet power was interested in as wide as possible cinema network, so important was 

traveling projectionists work, because they showed propaganda movies for rural population. 

Overall, projectionists work in Daugavpils region was evaluated as bad. A regular cinema was not 

organized in many villages and collective farms. Bad job was explained by the fact that the film was 

missing equipment and parts, as well as projectionists did not comply with work discipline. For 

example, Jakubovskis and Romanovskis regularly drank on routes, so screenings were canceled or 

demonstrated late (LNA DZVA, 1121.f., 2.apr., 1.l., 33.lp.). 1950 traveling motorman 

(projectionists assistant) Jalevi
 s was dismissed as tactless and misbehavior with cinema spectators, 

for swearing in front of students and arbitrary in Viš� i club (LNA DZVA, 1121.f., 2.apr., 1.l., 

30.lp.). Cinema department received numerous complaints about poor service from collective farm 

workers. Cinema and traveling projectionists, showing films about socialist themes, took part in the 

process of Sovietization, but not as much as it was planned by the Communist Party, because 

resources and lack of skilled workers affected the scope of activities. 

Daugavpils library resumed its work soon after the war. In 1945, there were inadequate 

working conditions in libraries, but the most important lack what Culture department admitted – “a 

small number of books in Russian language” (LNA DZVA, 154.f., 1.apr., 1.l., 4.lp.), which can be 

explained by the fact, that during this period a campaign of unbridled glorifying of Russian culture 

and language took place (Latvijas v� sture 2005, 359). The Executive Committee worried that the 
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Soviet literature was popularized a little, besides “libraries chose classic literature books, but did not 

add Marxist – Leninist literature” (LNA DZVA, 202.f., 1.apr., 39.l., 211.lp.). 

The first city library of Daugavpils (now the Central library of Latgale) was leading the way 

and had the methodological center of all city libraries. Library staff delivered books home for war 

invalids and the elderly people (LNA DZVA, 202.f., 1.apr., 39.l., 208.lp.). City library was 

responsible for the mobile libraries. The library staff accounted billboards, shop windows and 

exhibitions. Often they were about literary topics (devoted to Rainis, Lermontov, Pushkin, etc.), for 

festive themes (Lenin's Day, May 1, March 8, May 9, February 23, etc.), on the days of the 

elections of the Supreme Council of the USSR in 1946 (LNA DZVA, 154.f., 1.apr., 2.l., 5.lp.) and 

1950 (LNA DZVA, 154.f., 1.apr., 11.l., 12.lp.), of socialism related topics such as Showcase 

“Mother and child”, photo - installation “Art belongs to the people”, stand “Peace will win the war” 

(LNA DZVA, 154.f., 1.apr., 11.l., 13.lp.) and other topics. Besides exhibitions or showcases 

accounted by the new and recommended literature. City Library also held a conference for readers, 

readers’ evenings, loud reading, literary evenings and other events. Immediately after the war, 

libraries started an active cultural and educational work. The city library carried out authorities 

obligations successfully, compared to other institutions. In addition, it actively educated Daugavpils 

residents in the spirit of socialism. 

The Stalinist regime tried to control not only the bureaucracy and the political behavior of the 

population but also all other areas of life, including private life (Bleiere 2012, 35). It never 

completely failed, however, “propaganda, education, cultural policy, and the realities of life lead to 

a situation of partial acceptance of the values of the regime” (Mertelsmann 2010, 87). The overall 

conclusion is that, the hopes of the Communist Party and the Soviet authorities for a strong and 

active political, cultural and educational work in the Sovietization context did not materialize, 

because in Daugavpils it happened slowly, gradually and with complications. In Daugavpils 

libraries, museum and house of culture were more actively involved in the Sovietisation process 

than the theater and the cinema. Despite the difficulties each institution faced after the war and, 

what were the basic functions of the institutions, the main priority for authorities was the political 

and ideological education of the population. The Communist Party wanted to ensure, that the 

cultural life of Daugavpils took into account the ideas of socialism and the Soviet national policy, 

but the situation suggests that for the population it was difficult to submit to changes so quickly and 

comprehensively. 
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Abstract 

Depiction of Military Operations in Daugavpils Vicinity (1915-1918) in Illustrations 
Key words: World War I, illustrations, Daugavpils, Gorbunovka, Glaud� ni, battle-painters, I.Vladimirov, K. Albrecht, 
J. Mangold 
World War  I military operations in the vicinity of Daugavpils started in September, 1915. The Russian army was 
defending the bridge-head on the left bank of the river Daugava. The German army captured these territories only in 
February, 1918. One of the history sources used to explore these battles are illustrations. Collecting the materials on the 
battles of Daugavpils, the author of the paper has managed to find and summarize in a digital version 10 illustrations 
produced by 8 authors. The author of four illustrations was the Russian battle-painter Ivan Vladimirov (Vladimiroff) 
(1869 – 1947). The drawings are published in the British illustrated weekly “The Graphics”. Thanks to the French 
illustrated journal “Le Miror” (1915 – 1920), we are given an opportunity to see the events of the battles of Daugavpils 
in pictures. They have been drawn by an artist de Carrey. 
The German army activities near Daugavpils are fixed in three drawings made by the German battle-painter and book 
illustrator Kurd Albrecht (1874 – 1964). The German warring side’s view on war is supplemented by artist Erich 
Sturtevant (1863 -1947). There is a dearth of more extensive information about the drawing published in a German 
newspaper in 1917 and showing female battalions of the Russian army. The German publication informed about some 
20 thousand women in the so-called “death-battalions”. The colored drawing made by the German artist Josef Mangold 
(1884 – 1937) in 1918 depicts an essentially different plot. J. Mangold focuses his attention on the beautiful vicinity of 
Daugavpils.  
Quite often it is impossible to use extensive archival materials for the studies of local history, therefore it is essential for 
a researcher to use as multiform sources as possible. In this aspect, the illustrative material is always topical. 
 
Kopsavilkums 

Karadarb &ba Daugavpils apk$rtn % 1915.-1918. gad$ ilustr $cij$s  
Atsl� gas v� rdi:  Pirmais pasaules karš, ilustr� cijas, Daugavpils, Gorbunovka, Glaud� ni, kara m� kslinieki, 
I.Vladimirovs, K.Albrehts, J.Mangolds 
Pirm�  pasaules kara karadarb�ba Daugavpils apk� rtn�  s� k� s 1915.gada septembr�. Krievijas armija aizst� v� ja placdarmu 
Daugavas kreisaj�  krast� . Š�s teritorijas V� cijas armija ie�� ma tikai 1918.gada febru� r�. Viens no v� stures avotiem 
min� to kauju izp� t�  ir ilustr� cijas. Raksta autoram, v� cot materi� lus par Daugavpils kauj� m, izdev� s digit� l�  versij�  
apkopot 8 autoru 10 ilustr� cijas. 
 etru ilustr� ciju autors bija krievu m� kslinieks, bat� lists Ivans Vladimirovs 
(Vladimiroff) (1869-1947). Z�m� jumi public� ti britu ilustr� taj�  ned�� as laikrakst�  „The Graphic”. Pateicoties fran
 u 
ilustr� tajam �urn� lam „Le Miror” (1915-1920), mums ir iesp� ja iepaz�ties ar Daugavpils kauju ainu. To z�m� jis k� ds 
m� kslinieks de Carrey.  
V� cijas armijas darb�ba pie Daugavpils ir fiks� ta v� cu kara m� kslinieka un gr� matu ilustr� t� ja Kurda Albrehta (1874 – 
1964) tr�s z�m� jumos. V� cu karojoš� s puses skatu uz karu papildina kara m� kslinieks � rihs Sturtevants (1863-1947). 
Tr	 kst plaš� kas inform� cijas par 1917. gad�  k� d�  v� cu laikrakst�  public� tu z�m� jumu par Krievijas armijas sieviešu 
bataljoniem. V� cu izdevums zi� oja par it k�  20 t	 kst sieviešu „n� ves bataljonos”. Atš� ir�gs si�ets ir v� cu m� kslinieka 
Jozefa Mangolda (1884–1937) 1918. gada kr� su z�m� jum� . J.Mangolda uzman�bas centr�  – Daugavpils skaist�  
apk� rtne. 
Lok� l� s v� stures izp� t�  bie�i nav iesp� jams piesaist�t plašus arh�vu materi� lus, t� p� c p� tniekam svar�gi apzin� t p� c 
iesp� jas daudzveid�g� ku v� stures avotu loku. No š� viedok�a, aktu� ls vienm� r b	 s ilustrat�vais materi� ls.  
 

World War I military operations in Latvia began in May, 1915 (Peni� is 1939: 246). After the 

occupation of Kurzeme, the front-line in several sectors along the river Daugava did not change for 

more than two years. One of such sectors was the vicinity of Daugavpils, where the Russian army 

had been defending a bridge-head on the left bank of the Daugava since September, 1915. These 
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territories were captured by the German army only in February 1918. In literature on history, war 

operations in this vicinity are called “Battles of Daugavpils”.18  

One of the historical sources, which can be used to explore the above mentioned battles, is 

illustrations. Collecting the materials on the battles of Daugavpils, the author of the paper has 

managed to find 10 illustrations produced by 8 authors depicting the battles of Daugavpils. These 

illustrations are in a digital form and are offered by electronic libraries, war researchers, and 

internet forums of collectors. The author of four illustrations is a Russian artist, battle-painter Ivan 

Vladimirov (Vladimiroff) (1869-1947). In June, 1916, the British journal “The Graphics” published 

three I. Vladimirov’s drawings under the title “The Resumed Russian Activities”. The drawings 

show the offensive in March 1916, when, after winter, the hostilities were resumed in the Eastern 

Front, including the vicinity of Daugavpils. One drawing has a commentary: “The officers of staff 

observe battles of Daugavpils”. Next to it, there is a drawing showing the wounded given the first 

aid after a battle (Figure 1). In the same month, “The Graphics” published another drawing by 

I. Vladimirov, which was of a bigger size (double-page spread of the journal) and had a 

commentary “On the right from the Russian trenches: beating off the German attack in the lake 

region not far from Daugavpils” (Figure 2). The lake region is considered to be the territory to the 

south from Daugavpils in the direction of present-day Belarus, where in 1916 intensive battles took 

place.  

In September 1917, the journal “The Graphics” published two I. Vladimirov’s drawings under 

the title “Defending the Road to Petersburg” (Figure 3). One of the illustrations shows Russian 

soldiers at defending their positions not far from Daugavpils. The second one – positions near 

Il 	 kste, where, since October 1915, the military positions had been erected at the very town border. 

All the above mentioned drawings were available for the readers thanks to the British illustrated 

weekly “The Graphics” – an influential edition, which had had more than 3 thousand numbers in 

63-years’ time. 

The French illustrated journal “Le Miror” (1915 – 1920) provides us the opportunity to see 

the picture of a battle of Daugavpils, which is titled “Two German pilots perished in the bog 

because of cold” (Figure 4). The drawing has been made by an artist de Carrey. This drawing has a 

more extensive commentary added: “This is a very dramatic picture of the dogfight which took 

place in the eastern front near Daugavpils. The Russian pilots noticed the German planes which 

were crossing their air lines. They wanted to block them the way, however finally the German pilots 

crashed into the bog. When the medical aid arrived both pilots were already dead because of cold.” 

                                                 
18 For example, the monograph “History of Latvia. 1914 – 1920” by E. Andersons has sub-chapters “The Beginning of 
Battles of Daugavpils and the Fall of Vilnius” and “Russian Counter-Attack and Continuation of Battles of Daugavpils” 
(Andersons 1967: 85-90). 
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The activities of the German army near Daugavpils are fixed in three drawings made by the 

battle-painter and book illustrator Kurd Albrecht (1874 – 1964). In the commentaries, the dates of 

two drawings are specified. One drawing shows the battle of Gorbunovka on April 14, 1916 (Figure 

5). This was a settlement located between Daugavpils and Il	 kste: 14 km from Daugavpils and 

5 km from Il	 kste (Eiropas karš 1915). The military conflicts between the troops occurring near 

Gorbunovka at that time were mentioned also by the Russian General Headquarters (Karš 1916b). 

The battles of Gorbunovka started already in October, 1915. Henceforth, Gorbunovka was situated 

on the front line and was several times mentioned in the war news (Telegrammas 1916a; 

Telegrammas 1916b). 

At the end of 1916, the Russian General Headquarters informed that on the eve of December 

21 (January 3), after a heavy shelling, the Germans had captured the Daugava island situated 

opposite the left bank settlement of Glaud� ni. The information about this event was published in 

several Latvian periodicals, informing that the island of Glaud� ni was located 24 versts to the North 

of Daugavpils (Ned�� as hronika 1916; Pasaules karš 1916).19 This event was also reflected in the 

drawing by K. Albrecht. The drawing shows the attack of the German troops on the island of 

Daugava. The commentaries inform us that the island was captured by the soldiers of the Oldenburg 

259th Infantry Reserve Regiment (Figure 6). We have to observe that the German attempts to 

continue the attack and capture the right bank of the Daugava in the night of December 22 ended in 

failure (Karš 1916a). In another drawing, K. Albrecht has depicted the German air raid on the 

Daugavpils railway goods station (Figure 7). The time is not indicated. It might have been one of 

the many war episodes when bombs were dropped on the strategically important railway junction of 

Daugavpils.  

The German warring side’s view on the war was supplemented by an artist Erich Sturtevant 

(1863 – 1947). He had made drawings of the events in early autumn of 1915, when the front was 

rapidly approaching the Daugava and Daugavpils. The dynamics of battles is portrayed in the 

drawing “Between Daugavpils and Vilnius”. The German engineers (pioneers) are building bridges 

so that the German army might move forward faster. The builders have not yet fully completed their 

work, but the infantrymen are already moving over the new-built bridge (drawing). Worthy of 

attention is the colored postcard “In front of Daugavpils” published by the German publishing 

house “Wenau” (Figure 8). In style, it resembles other postcards about the war issued by this 

publishing house. 

There is a dearth of more extensive information about a drawing published in a German 

newspaper in 1917 and showing female battalions of the Russian army, which were organized under 

                                                 
19 Glud� nu island (Glaudusola) is, actually, a ford with a changing area depending on the water level in the Daugava. 
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the influence of patriotism after the abdication of the Emperor. The German publication informed 

about some 20 thousand women in the so-called “death battalions” (Figure 9). The Russian sources 

mention a smaller figure – about 5 thousand women-soldiers in the autumn of 1917. The researchers 

point out that during the whole period of WW I there were 25 thousand of women in the military 

service of Russia. Only 3 battalions had gone to the front (each to a different front sector); only one 

battalion had participated in battles on the territory of the present-day Belarus. 170 women took part 

in military operations, 30 – perished, 70 – were wounded. The rest of the battalions did not take part 

in active military operations (Vašurina Z. 2004). 

A German artist Josef Mangold (1884 – 1937) made a colored drawing with a different plot – 

“Pastureland near Daugavpils in 1918” (Figure 10). The date allows assuming that the drawing was 

made under peaceful conditions in the rear area of the front, because at that time the German army 

was rapidly moving to the East and had occupied vast territories on the right bank of the Daugava. 

J. Mangold’s attention is focused on the beautiful vicinity of Daugavpils.  

Often, it is quite impossible to use extensive archival materials in the studies of local history; 

therefore, it is essential for a researcher to use as multiform historical sources as possible. In this 

aspect, the illustrative material will always be topical. 
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Figure 1. “The resumed activity of the Russians. 1916”.  

Author – Ivan Vladimirov 
 

 
Figure 2. “On the right of the Russian trenches: beating off the German attack  

in the lake region not far from Daugavpils. 1917”. Author – Ivan Vladimirov 
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Figure 3. “Holding the road to Petrograd. 1917”.  

Author – Ivan Vladimirov 
 

 
Figure 4. “Two German pilots perished in the bog because of cold. 1915”.  

Author – de Carrey 
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Figure 5. “Battles near Gorbunovka to the north-west of Daugavpils on April 14, 1916”. 

Author – Kurd Albrecht 
 

 
Figure 6. “On January 3, 1917, the Oldenburg 259th Infantry Reserve Regiment crosses  

the Daugava to the north-west of Daugavpils and recaptures the island from the Russians”.  
Author – Kurd Albrecht 
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Figure 7. The German air forces drop bombs on Daugavpils railway goods station”.  

Author- Kurd Albrecht 
 

 
Figure 8. Postcard “In front of Daugavpils. 1916” issued  

by the German publishing house “Wenau” 
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Figure 9. The illustration and article “20 thousand women in ‘death battalions’ published  

in a German newspaper (1917) 
 

 
Figure 10. “Pastureland near Daugavpils in 1918”.  

Author – Josef Mangold 
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Abstract 

14th-15th Century Livonian Ring Brooches with Inscription “A ve Maria” 
Key words: middle ages, ring brooches, inscription “Ave Maria”, Livonia 
This article is dedicated to ring brooches with inscriptions in use in Livonia (the territory of the present-day Latvia and 
Estonia) in the 14th and 15th century. On the basis of their inscription these ring brooches can be classified into five main 
groups:  

1. Ring brooches with inscription “AVE MARIA”;  
2. Ring brooches with inscription “HELP MARIA”;  
3. Ring brooches with the inscription of letter “S”;  
4. Ring brooches with the inscription of letter “m”;  
5. Ring brooches with various inscriptions (combinations of several letters, that can stand for a formula that 
represented an abridgement of a prayer or a row of random letters).   

This paper will focus on the largest and the most diverse group – ring brooches with inscription “AVE MARIA”. The 
prayer represented Angel Gabriel’s greeting to Virgin Mary. These ring brooches have typical 14th–15th century design 
and carry medieval symbols. In the Middle Ages, it was a common practice to inscribe prayers or phrases from prayers 
on accessories of outfit – rings, belts, buckles, and brooches. This was a result of the typical medieval syncretism – 
coexistence of Christian theology, Christian magic, and superstition. Livonian ring brooches with inscriptions might 
indicate that Livonian traditions and ideas were similar to those of Western Europe at the same time. This article will 
analyse “AVE MARIA” ring brooches, their purpose, the beliefs and superstitions related to them, as well as the 
symbolic meaning of the inscription. 
 
Kopsavilkums 

14.-15. gadsimta ri"( saktas ar uzrakstu “AVE MARIA” Livonij $  
Atsl� gv� rdi: viduslaiki, ri(/ saktas, uzraksts “Ave Maria”, Livonija 
Rakst�  apl	 kotas 14.-15. gadsimta ri�� saktas ar uzrakstiem Livonij�  (m	 sdienu Latvijas un Igaunijas teritorij� ). Par 
pamatu � emot uzrakstu, ri�� saktas var iedal�t piec� s grup� s: 

1. grup�  ietilpst saktas ar uzrakstu „AVE MARIA”;  
2. grup�  - „HELP MARIA”;  
3.grup�  - ar burtu „S”;  
4. grup�  – ar burtu „M”; 
5. grup�  – ri�� saktas ar citiem uzrakstiem (da�� du burtu kombin� cijas, kas var b	 t gan l	 gšanu sa�sin� jumu 
formulas, gan vienk� rši nejaušu burtu rinda).  

Rakst�  tiks apskat�ta liel� k�  un daudzveid�g� k�  senlietu grupa - ri�� saktas ar uzrakstu „AVE MARIA”. Rakst�  
raksturošu š�s grupas ri�� saktas, to funkcijas un uzraksta simbolisko noz�mi. Viduslaikos uz ap�� rba aksesu� riem 
(gredzeniem, jost� m, spr� dz� m, sakt� m) iestr� d� ja l	 gšanas vai to fr� zes. Tas sasaucas ar viduslaikos rakstur�go 
sinkr� tismu, kad l�dz� s past� v� ja krist�g�  teolo� ija, krist�g�  ma� ija un m�� tic�ba. Livonij�  n� s� t� s ri�� saktas ar 
uzrakstiem var� tu liecin� t, ka šeit vald�ja l�dz�gi priekšstati un trad�cijas k�  tolaik Rietumeirop� . 

 

Introduction  

The paper will deal with a group of accessories from the 14th–15th century – ring brooches 

with inscriptions, with a particular focus on ring brooches with inscription “Ave Maria”. The term 

Livonia refers to the territory, which included the territories of the present-day Latvia and Estonia. 

In this territory by the middle of the 13th century, several administrative units were established: the 

Bishopric of Dorpat, the Bishopric of Courland, the Bishopric of Osel-Wiek, the Bishopric of Riga 
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(as of 1251 Archbishopric) and the lands of the Teutonic Order. In the second half of the 16th 

century, as a result of the Livonian War, it ceased its existence. The chronological boundaries of the 

research were determined, based on the period of the prevalence of ring brooches with inscriptions 

that the present paper focuses on.  The earliest known ring brooches with inscriptions appear in 

Livonia in the 14th century. The majority of the finds with inscriptions is from the lands of the 

Teutonic Order. 

Ring brooches are mainly obtained in archaeological excavations carried out: in settlements 

and burial grounds, or as stray finds (Figure 1).  

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 1. The frequency of ring brooches with inscription from 14th-15th century. 
1. Riga, 2. the lands of the Teutonic Order, 3. the Archbishopric of Riga, 4. the Bishopric of 
Courland, 5. the Bishopric of Dorpat, 6. the Bishopric of Osel-Wiek, 7. places of finds 

 

Burial grounds provide the most comprehensive material linked, with the respective religious 

and social concepts, as well as shedding light on the way the clothes were worn. Among the 

obtained finds several categories of artefacts can be distinguished: jewellery, elements of clothing, 

tools, weapons, coins, etc. The largest group of finds is constituted by the accessories of clothing 

and jewellery (Mui�nieks 2015), including ring brooches. In Latvia, ring brooches are mainly 

obtained in the burials of women, teenagers and children, less so in men’s graves. The rich 

collection of grave goods found in Latvia allows identifying and dating whole sets of grave goods, 
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which characterise the fashion and clothing in the concrete period, as well as the idea of the 

dominating religious concepts.  

The research of the artefacts allows discovering those aspects of medieval culture, about 

which there are no written sources. Grave goods and burial traditions give an impression about the 

identity of the respective group of people or individual. They inform us about the status, gender, 

occupation or religious beliefs of the buried. Every aspect of human activity, including occupation, 

art, trade, religious rituals, and literature can be defined as communication. Communication 

includes signs, pictures, and action. In the Middle Ages communication could be expressed in 

various forms, for example, through illuminated manuscripts, paintings, sculptures, clothing and 

other objects as well as actions. The written word is a messenger giving a message to the reader and 

spectator. In the Middle Ages of particular importance was the symbolic communication – 

including gestures, objects, and clothing because the context of information (political, religious, 

social) could be forwarded, not only by word of mouth. To understand the traditions of wearing ring 

brooches, it is necessary to focus on the study of medieval daily life. It includes efforts to 

understand the experience of society or individual and the self-perception, influenced by politics, 

religion, economics, institutions and language.  

The first publications about archaeological excavations in ancient burial fields are dated to the 

19th century. Thus, the first data about the 14th-16th century ring brooches with inscriptions can be 

found in two 19th century publications: in 1887 description of the finds from Saikava 

(Friedrichswalde) burial field (Sb. Rig, 1886) and in the catalogue of the X Congress of 

Archaeology that took place in Riga (Hausman 1896). Then only five ring brooches with 

inscriptions were known: two ring brooches from Saikava, one from Ikš� ile and one from Kazdanga 

with a gothic-style inscription “Ave Maria”. In Prussian site (Stangewald) a ring brooch was found 

together with some 14th century coins (Schiefferdecker 1872). These brooches are dated to the 14th–

15th century. In the catalogue of the X Archaeological Congress a 16th century silver ring brooch 

with inscription found in Ropa�i is mentioned.  

Ring brooches with inscriptions are also mentioned in several later publications. Until the 

1980-s information about the ring brooches was restricted to publications about individual 

archaeological monuments or descriptions of ornaments. Such tendency still continues. The first to 

analyse ring brooches was Zigfr�ds Gora, who developed the typology of ring brooches, dividing 

them into two types, based on their shape and ornament (Gora 1987). In the early century, a more 

extensive and detailed research of ring brooches was carried out by Baiba Vaska (Vaska 2002, 

2003, 2012). In her publications, Vaska analyses the ornamentation on ring brooches that, was in 

use from the Roman period up to the Renaissance. She has classified ring brooches according to 

several features: the shape (rosette-shaped, quatrefoil, octagonal, ring wire, lobes on frame), the cut 
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of the frame (flat with a narrow frame, flat with a wide frame, arched with profiling, round frame) 

and ornamentation (brooches carrying the influence of the gothic style and those, of the renaissance 

period). Vaska has researched in more detail the chronologically younger ring brooches with 

inscriptions such as „Verbum Domini, Help Got vt Not”, which can be found in Latvian and 

Estonian archaeological monuments, starting from the mid-16th century. The Latvian scholarly 

literature focuses on ornamentation, material and, trade contacts rather than, the historical, social 

and religious context of the brooches. Foreign authors have dedicated much more attention to the 

latter aspects (Standley 2010; Jensen 2005) 

 

Figure 2. The terminology used in the description of ring brooches 

 

Inscriptions are mainly made in gothic style, typical of the 13th – 15th century. Based on the 

location, two variants of inscriptions can be discerned: 1. inscriptions on the upper part of the frame 

and 2. inscriptions covering the whole frame. The places of the hole or notch for the pin located on 

the right or the left side of the frame. The frame, mostly, is narrow and flat with or without lobes.  

Ring brooches with inscriptions have been classified into five groups. As a primary feature of 

classification, I have chosen the type of inscription, subordinating to it the variations of the location 

of the pin and the frame. In the process of research, I faced the problem of typology and 

classification. Researchers choose different sets of features – shape, ornamentation, style – for their 

typologies and classifications. The main fault with the existing classifications and typologies is the 

authors’ desire to bring together under one group excessively diverse material or choosing too long 

chronological periods. It would be best not to bring several different groups of brooches under one 

class or type, but rather to develop classification within one respective group.  For example, I have 

chosen one particular group - 14th – 15th century ring brooches with inscriptions, for which the main 

and most important feature is the inscription, the other features (the type of the inscription, of the 

frame and the location of the pin) being subordinated to it. 

In Western Europe in the Middle Ages, it was a broadly spread practice to engrave texts, 

prayers and parts of prayers on different objects, including the accessories of clothing (rings, belts, 

brooches, etc.). In Livonia, however, the most typical objects with inscriptions were ring brooches. 
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The ring brooch was made by a craftsman. Taking into account the quality of brooches and the 

materials used, they can be described as items of mass production intended for daily use. Craftsmen 

served the needs of all social groups – laymen and clergymen, peasants, town dwellers and 

noblemen. However, craftsmen specialised in catering to the specific needs of a concrete social 

group, in order to be able to produce items that satisfied its economic, cultural and daily needs and 

demands. 

Ring brooches with various inscriptions  

This group includes all brooches, the inscriptions of which consist of combinations of letters 

that have not been decoded yet. A wide variety of inscriptions occurs. These probably are formulas 

of prayers or abridgements. They also may be inscriptions of secular character or erroneous 

inscriptions (Spir� is 2000). 

Ring brooches with the inscription of letter “m” 

Due to the lack of a more accurate term, I describe the brooches of this group  as ring 

brooches with the inscription of a stylised letter “m”. The frame of the brooches of this group is 

with or without lobes. Comparatively few ring brooches of such type are found. What is of special 

interest is that such brooches are found also in the territory of Lithuania and Prussia (Stangenwald) 

(Valatkiene 1995) that once were the lands of the Teutonic Order. 

These are unreadable stylised inscriptions, which however are almost consistent. The main 

feature of this type of inscription is the arrangement of the gothic minuscule letters in  columns that 

form small letter “m”. The other quasi “letters” are replaced with the same sort or deformed 

columns interchanging with raised circles. 

Similar ornaments consisting of gothic letter (minuscule) “m”, which supposedly is the 

symbol of Virgin Mary, can be found on bronze tinplate settings of wreaths, above which there 

sometimes is a crown (symbolizing Virgin Mary as the Queen of Heaven) and a zig-zag pattern or a 

pattern of circles/beads.  

Ring brooches with the inscription of letter “S” 

This group can be subdivided into two subgroups depending on whether the frame is with or 

without lobes. For now only two items with a smooth frame without lobes are known; one comes 

from Siksala, Estonia (Valk, 1999, Valk, Laul, 2014), other from Puzes Lejaskroga churchyard 

(Vasks, Vijups, 2002). Ring brooches of this group with lobes on the frame are found in much 

larger number, mostly in Courland. Probably the letter “S” is an abbreviation of the Latin word 

Sanctus – saint or holy. Researcher Campbell however, writing about the long chivalric collar, 

broadly spread in Great Britain, indicates that SS is an abbreviation of the French word Souverayne, 

meaning „remember me” (Campbell 2009). It remarkably relates to the medieval mentality and the 

culture of commemoration and prayers that are so characteristic of the Middle Ages.   
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Ring brooches with inscription “HELP MARIA”   

The word Help originates from the Low German language. In the High German language that 

would be Helf. The shift of consonants P and F takes place here. Several medieval examples where 

the word help is mentioned have survived. For instance, a document from Lübeck, dated 1498, 

contains a phrase in Low German “Help Maria”. It is associated with the prayer to Virgin Mary 

(Arndes, 1498). Records from the pre-reformation period one containing the phrase  “help got unde 

maria”  (help God and Mary), and the other “help got – maria muoter berat” (help God – Mary 

mother protectress) have also survived (Parisius 2005). A 19th century dictionary contains an 

example of word use with the phrase “Helf Gott!” (God helps!) (Pawlowsky 1888). In Livonia, this 

territory being Terra Mariana, people naturally prayed to Virgin Mary for help.  

Ring brooches with inscription “AVE MARIA”  

Brooches included in this group can be associated with the worship of the Mother of God, 

popular in the Middle Ages. The earliest and only brooch, known in Livonia, with Archangel 

Gabriel’s greeting to Virgin Mary „Ave Maria gracia plena dominus tecum benedicta tu in 

mulieribus” was found in Riga (Caune 1983). Similar brooches in Europe are dated 1300 – 1350 

(Beuningen 2000).  

In most cases only the beginning of the greeting Ave Maria is engraved on the frame. The 

inscription can be placed on the upper part of the frame or spread over the whole frame.  The 

inscription can be supplemented with rows of circles on the upper part of frame – above the 

inscription, and on the inner part of the frame under the inscription, as well as with the sign of a 

cross before and after the greeting. Would like to note that in miniatures the greeting of Archangel 

Gabriel to Virgin Mary is mostly written in the gothic minuscule whereas the inscriptions on 

brooches are made in gothic initials.   

In the 14th century in Der goltsmede schraa of Riga goldsmiths’ guild, the Angel’s brooch 

(Engelsche brazen) is indicated as a masterstroke (Stieda, Mettig 1896). It could be related to Ave 

Maria brooches representing the angel’s greeting. I would like to note that starting from the 13th 

century a prayer Angelus became popular among worshippers. The abbreviation comes from the 

phrase „Angelus Domini nuntiavit Mariæ”. The Angelus prayer was said in evenings and it included 

three Ave Maria (Thurston 1907). From the 15th century, worshipers used to say three Angelus or 

three Ave Maria prayers three times each.  Prayers are one of the most important aspects of 

Christianity. Saying prayers help in saving souls as well as assists people in their daily lives. The 

books of hours, consisting of a selection of prayers and psalms, were written and published in 

Middle Ages and were in high demand. Prayers were in Latin, and, even if not perfectly 

comprehended, they were in any case, understandable to the readers and carried the power of God. 

These comprehensive religious rituals and behaviour patterns that spread and developed became 

part of everyday life. 
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On the accessories of medieval clothing, prayer Ave Maria or a phrase from it was inscribed 

to increase a woman’s fertility, as well as to protect the owner. It relates to syncretism typical of the 

Middle Ages, when Christian theology, Christian magic, and superstition went hand-in-hand. Ring 

brooches with the inscription are worn in Livonia could testify that here ideas and traditions similar 

to those in Western Europe prevailed. Therefore, the ring brooch is a specific bearer of the language 

of the medieval Christian culture. Ring brooch with inscription “AVE MARIA” fulfils the function 

of a religious symbol. Medieval artists and craftsmen, inspired by the Annunciation of Mary, 

created various God-worshipping religious pieces of art, as well as objects of applied arts for ritual 

needs and for daily use.  

In Middle Ages Virgin Mary was the protectress of all Christians and a special protectress of 

Livonia and the Archdiocese of Riga, therefore, a lot of attention was paid to her in the liturgy. The 

special role of Mary in Livonia became evident in 1202 when Bishop Albert of Riga moved the 

centre of the diocese from Ikš� ile to Riga and dedicated it together with the whole of Livonia to the 

Holy Virgin Mary. As of 1207 Livonia was called Terra Mariana. The Riga Cathedral is dedicated 

to Virgin Mary, other Livonian churches were also dedicated to the Mother of God and other saints. 

The castles of the Teutonic Order in Marienburg and Riga were dedicated to the Mother of God and 

the main portals in these castles were decorated with the statue of the Mother of God. The 

worshipping of Virgin Mary occupied a large part of the day in the Livonian branch of the Teutonic 

Order.20 The seal of the Livonian Master of the Order from the beginning was adorned with the 

portrait of Virgin Mary (Toll, Sachssendahl 1887). The picture of Virgin Mary was also on order 

coins21 and flags. The favourite war songs of the brothers of the Livonian Order brothers were those 

of the Mother of God (Bi�� ins 1931). 

Many festivities and holidays were dedicated to the worshipping of Virgin Mary. In Missale 

Rigense calendar such days are in a considerably larger number than in other cities in Europe 

(Zanders 2000). The most important festivity was the Assumption of the Virgin Mary into Heaven 

on August 15. In almost all churches there was an altar or a chapel for worshipping Saint Mary 

whereas in the Cathedral (St. Mary’s Church) and in St. Peter’s church – even several altars. The 

cult of St. Mary dominated the medieval religious life (Grosmane 2001). The worshipping of saints 

outside the liturgy took the form of altars dedicated to saints, icons, statues, songs and names of 

localities. The perception about guardianship of Virgin Mary took a strong root among the people, 

as well.  

                                                 
20 The popularity of the Mother of God was determined by the medieval tradition to dedicate the congregation, diocese 
or state to a special patron, which was asked for protection and help. The name of Virgin Mary was given to several 
castles of the Livonian Order, for example, Marienburg (mod. Al	 ksne), Marienhausen (mod. Vi�aka), Frauenburg 
(mod. Saldus.). 
21 Virgin Mary was depicted on the coins of Wolter von Plettenberg, Thomas Schöning, Jasper Linde, Hermann von 
Brüggenei and others (Toll, Sachssendahl, 1887). 
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In the 15th century ring brooches with this inscription went out of fashion. At the beginning of 

the 16th century ring brooches with the inscription, „IHESUS MARIA HELP” can still be found. 

Whereas through “The Descent from the Cross”22 by Rogier van der Weyden the inscription 

“IHESVS MARIA” appears in West European painting already in the 15th century. It should be 

noted that later, most likely as a result of the influence of the theological ideas of Reformation, ring 

brooches with inscription „VERBUM DOMINI” became popular. Such changes can be associated 

with the exchange of religious ideas. With the Protestantism, worshipping of Virgin Mary is 

replaced by increased praise of name and deeds of Jesus Christ.  

Conclusions 

• Ring brooches with inscription “Ave Maria” are associated with the common in the Middle Ages 

worshipping of Virgin Mary. Also, the striking popularity of this inscription in Livonia can be 

associated with the special status of Livonia as Terra Mariana. 

• The analysis of different groups of sources, such as the archaeological material and historical 

sources, provides more detailed and accurate information about several elements. In this case, it 

was established that in the Middle Ages the ring brooches with inscription “Ave Maria” were 

called the Angel’s brooches.  

• Magic and religious syncretism is typical not only of Livonia but the whole Western 

Christendom. The endowing of objects with protective and magic qualities, such as protection 

from diseases, danger, death, ensuring successful childbirth, etc., implied superstition and 

Christian practice of invoking saints and the Holy Family in prayers. Religion and healing were 

inseparable aspects of medieval daily life.  In the Middle Ages, many objects were considered 

amulets. Amulets were believed to possess protective, healing and magic qualities. Accessories 

with amulet qualities were identified based on their inscriptions, the used material and the shape 

of the item, such as rings, brooches, and settings. Magic qualities were attributed to beads, 

pendants, crosses, perforated coins, as well as decorative ornament made of amber, wood, agate, 

silver and gold. 
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Abstract 

Absractionism in Latvia 
Key words: Abstractionism, painting, Latvia, 20th century, art 
Abstractionism is an art direction that appeared in the early 20th century, as a challenge to the existing art. Abstract art 
without objective perspective of real, forms of subject replaced with abstract elements. It is a creative activity in art, 
where the main meaning of expression iscolor squares, lines and volumes.  
Abstract art is the artist's inner world view.While the rest of Europe abstractionism gained popularity Latvian artists 
originally bound to the mentality of the foreign abstractionism.It was influenced not only by political developments, but 
also the artists during the war followed the art market commercialisation.  
Only in the end of 50’s Latvian artists began to realize decoratively meaning of expression and the role of the works 
appeared abstraction zoomed expression that resulted from the real motive pictorial generalization. In the 80’s increased 
formal expression of self-respect and abstractionism won praise in Latvia. 
The study describes the history of Latvian abstractionism and the most outstanding representatives of abstractionism. 
 
Kopsavilkums 

Abstrakcionisms Latvij $ 
P� t�juma m� r� is bija analiz� t abstrakcionisma v� sturisko att�st�bu. P� tot literat	 ras avotus, noskaidrots ka 
abstrakcionisms Latvij�  att�st�jies no kubisma un ekspresionisma. Jau 20.gadsimta s� kum� , latviešu m� kslinieku 
kubisma un ekspresionisma darbos nov� rojama augsta abstrah� šan� s pak� pe. Par vienu no pirmajiem abstrakcionisma 
darbiem latviešu m� kslinieku tiek uzskat�ts J�� a Tillberga darbs, kas radies k�  protests modernajai m� kslai. Savuk� rt 
Voldem� rs Matvejs ir pirmais latviešu m� kslinieks, kas abstraktajai m� kslai piev� rsies apzin� ti. 
Abstrakcionisms Latvij�  20. gadsimta pirmaj�  pus�  neg	 st atzin�bu, jo Latvijas m� ksliniekiem svar�g� k ir atainot 
nacion� lo tematiku - tautas v� sturi, folkloru, dzimtenes dabu un latviešu nosv� rtais zieme�nieku raksturs m� ksl�  liek 
attur� ties no avangardisk�  abstrakcionisma. Abstrakcionisms šaj�  laika period�  latviešiem ir ment� li svešs. 20. gs. 40. 
gados m� ksla Latvij�  tika pak�auta Padomju Savien�bas ideolo� ijai - soci� listiskajam re� lismam. Tas apst� din� ja 
m� kslas att�st�bu un norobe�oja no Rietumu kult	 ras procesiem. No m� ksliniekiem pras�ja piev� ršanos v� sturiskajam 
un laikmeta t� m� m: revol	 cijai, nesen�  kara notikumiem, jaunajiem soci� listiskajiem p� rk� rtojumiem - kolhoziem, 
industrializ� cijai, kolekt�vajam darbam. M� ksliniekiem, kas savu dai�radi pauda ar abstrakcionismu tika p� rmesta 
iegrimšana form� lisma purv�  un sekošana "satrun� jušajiem" Rietumeiropas kult	 ras paraugiem. Savuk� rt 60.gadu otr� s 
puses m� kslu raksturoja izteikta pretest�ba uzspiestajiem kanoniem. M� ksl�  b	 tisks k�uva m� kslinieka person�gais 
skat�jums uz pasauli un emocijas, kas ieliktas m� kslas darb� . Glezniec�bu strauji p� r�� ma formas mekl� jumi un 
neordin� ra dom� šana un jau 90. gados nepast� v� ja vairs nek� du ideolo� isku š�� rš�u un agr� k ne�� l�gi apkarotais 
abstrakcionisms bija iekarojis vietu izst� �u z� l� s. 
 

Introduction 

Abstractionism was the art direction that appeared in the early 20th century, as a challenge to 

the existing art. The new art style was based on emotionally strong means of expression. That was 

an art, where didn’t exist things, there was only inner vision to the world from the audience and the 

artist. In abstractionism real forms of things were depicted by abstract elements – colour squares, 

lines and volumes. Abstractionism was influenced not only by political development, but also by 

social and cultural situation. The art belongs to its epoch with its needs, trends and requirements – 

the development of abstractionism is bright example to that. 

The change of 19th and 20th centuries, when in the world the art came in the abstracted art, 

artists turned to the national themes in Latvia – history of Latvians as the folk, motives of the 

folklore and depicting the nature of native country. Only later with a increase of self – growth value 
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for Latvian artists, decreased the role of the plot and appeared an interest about generalization of 

forms, decorative stylization and means of expression. This art direction gained the recognition only 

in 70ties in Latvia. 

 The purpose of research is to analyse historical development of abstractionism in Latvia, 

using theoretical sources of the literature and resources of Internet. 

The beginning of abstractionism in Latvia 

Abstractionism could be separated in two directions: geometrical abstraction, which has 

developed from cubism, and abstract expressionism, which has developed from expressionism. 

Exploring sources of the literature, had to come to conclusion, that in the most of Latvian artists’ 

works, who performed in the style of cubism and expressionism, appeared generalized, abstracted 

forms and decorative stylization. 

It was difficult to define exact period of the time in 20th century, when abstractionism had 

come in Latvia as the direction of the art. Stella Pelše (1972, art theoretician) in the journal of visual 

arts „Studio” in the article „Abstract form – task for spectators.” had mentioned as the earliest 

works of abstractionists the work of J� nis Tillbergs (1880 – 1972, painter, sculptor), which was 

dated with 1920 in the exhibition of R. Kasparsons (Figure 2). Abstract performance of J� nis 

Tillbergs arose as the protest against modern art. The artist wished to show, how empty and 

worthless are works of artists from „Group of Riga” (Lamberga, 2004:63; http://www.studija.lv/). 

In his turn, in the journal „New course” culturecritic Nikolajs Bulmanis (1929 – 2014) in 1977 

wrote, that first possible abstractions in Latvian painting were performances of Aleksandrs Dr� vi� š 

(1889 – 1938, painter), exposed in Second exhibition of Latvian art in Riga, in 1913. J	 lijs 

Madernieks (1870 – 1955, Latvian painter, pedagogue, art critic) named this review about poems of 

colours and characterized as paintings of colour squares, full of contrasts – as if landscape from 

birds’ flight and vision. In 20ties of 20th century in performances of several representatives from 

cubism style was seen the high degree of abstraction. In 1922 in performance of Aleksandra 

Be�cova (1892 – 1981, painter) „Sukubs” (Figure 3) had pointed out hardly visible oval of the table 

and splitted silhouette of vase, other angular contrasting mutually in colour squares, didn’t create 

any associations about realistic things, what was like a way in the direction of abstraction 

(Lamberga 2004:124). Artist Erasts Šveics (1895 – 1992, painter), which was the ortodoxal 

representative of cubism, in several performances had depicted expressively without realistic 

composition of things, accenting squares of colours and combinations of lines, retaining gamut of 

colours, characteristic to cubism (Lamberga 2004: 127). Also artists, who initially performed in the 

direction of expressionism, gradually had included features of abstractionism in their creative 

works. Veronika Janelsi� a (1910 – 2001, painter) under the impact of modern trends turned from 

realistic depicting to more free, abstracted, where appeared wide swings of the brush, contrasts of 
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dark and light masses and simplified compositions (Sili� š 1990: 222). Transition of Arnolds Nul�tis 

(1896 – 1988, painter ) to the abstracted painting was inspired by creative works of „Group of Riga 

artists” (Figure 4). Creative works of the abstracted art by painter had grown up from realistic 

vision of the world and especially of the nature. His abstract language allured thoughtful spectator 

to be as the partner in evaluating and understanding of art performance. Painting of Nul�tis showed 

the master as attentive and sensitive observer his epoch and life of the art. Picture „Distant 

memories” by Arnolds Nul�tis in 1970 was the first abstraction, awarded with a prize from Culture 

Fund (Bulmanis 2010). 

The development of abstractionism.  

In the change of 19th and 20th centuries, when abstractionism came in the world of art, for 

painters of Latvia more important was to depict national themes – folk history, folklore, nature of 

native country. Latvian balanced character of northerners in the art ordered to abstain from 

advanced abstractionism. However, abstractionism in this period of time was mentally unknown, 

artists in their creative works went deep into inner world of humans and closer neighbourhood. 

Subjective perception became essential, as well as searchings for emotional expression, voicing of 

feelings in colours and forms, dominated portrayal of poetically spirits. Increasing the value of 

self – expression by artist, decreased the role of plot, in return became stronger interest about the 

form of art performance and means of expression. Innovation was more free technique of special 

stroke, which revived surface of picture with texture. With abstracting from the nature became 

stronger generalization of forms and decorative stylization. Aspiring to the bigger freedom of 

expression else, separate artists still more abstracted portrayal, deformed and simplified forms, 

accented self – value of expression means and searched for unprecedented sources of impressions. 

As the first painter, Voldem� rs Matvejs (1877 – 1914, painter, art theoretician) in the Latvian art 

deliberately turned to phenomenons of modernism. Voldem� rs Matvejs denied studies of nature, 

classical traditions, realistic and impressionistic expression. Artist devoted the main attention to 

colours and their emotional influence (Figure 5), (Brasli� a, Bremša, Bru� is, Pelše, Puj� te 2004: 

266). Changes, brought by modernism, introducing new epoch of art, began next circle of 

development in Latvian painting. Phenomenons of classical modernism in Latvian painting pointed 

out more expressively about 1916. – 1917. Aspiring for essential and for raised expression, painters 

revalued dependance from direct reproduction of reality. Abstracting depiction, rapidly grew 

generalization, simplifying of forms and synthesis, often deformation. Searchings for expression 

means didn’t become self – destination, because artists recognized significance of content, and in 

dramatic epoch experienced gaits of refugees and fights of rifflemen linked them as nationally 

significant themes (Brasli� a, Bremša, Bru� is, Pelše, Puj� te 2004: 314).  
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After the war young artists J� kabs Kazaks (1895 – 1920, painter), Nikl� vs Strunke (1894 – 

1966, painter, graphic artist, book ilustrator, set designer), Oto Skulme (1889 – 1967, painter), 

Rom� ns Suta (1896 – 1944, painter, graphic artist, set designer, ceramist, expert on an interior, art 

critic, teacher), Valdem� rs Tone (1892 – 1958, Latvian painter), Konr� ds Ub� ns (1893 – 1981, 

Latvian painter) in 1919 in Riga established „Group of expressionists”, what in the beginning of 

1920 renamed as the „Group of Riga artists”. In the epoch between wars group of Riga was the 

most innovating, strongest by professional level and the most entire group of artists, which on 

European level moved the development of its epoch for Latvian painting (Brasli� a, Bremša, Bru� is, 

Pelše, Puj� te 2004: 316).  

In 30ties phenomenons of modernism became completely seldom. Modernism was denied and 

discussed as the phenomenon, leveling national originality. Latvian character of northerners in the 

art ordered to abstain also from advanced expressions as abstractionism. After the overturn of K� rlis 

Ulmanis (1877 – 1942, Latvian politician) in 1934, for artists, demanding, but not forcing, asked in 

performances to depict for „the epoch of leader” appropriate moral substance, national content, 

monumentality, optimism and positive philosophy, it emerged traditional realism in the art and 

oppressed phenomenons of modernism (Brasli� a, Bremša, Bru� is, Pelše, Puj� te 2004; 321). In 

circumstances of authoritarism epoch moderate expressions were seen in performances of J� nis 

T�demanis (1897 – 1964, painter) and K� rlis Padegs (1911 – 1940, painter). Abstracting 

reproduction, they used expressionistic deformation, raised colourfullness, accented emotional 

expressiveness (Brasli� a, Bremša, Bru� is, Pelše, Puj� te 2004, Lamberga 2002).  

In 40ties painters partially adapted to the commercialisation of the art, it was emerged by 

economical difficulties, caused by war. In this period of the time the art in Latvia was subdued to 

ideology of USSR – socialistic realism. It stopped the development of the art and separated it from 

processes of Western culture. From artists was required turning to historical and epochal themes: 

revolution, events of recent war, new socialistic rearrangements – collective farms, 

industrialization, collective work. Especial role of Russian art was marked out, in its turn, attitude 

against Western art was very negative. In Western Europe and USA 50ties – 60ties were marked 

out as bright time of flourishing in abstractionism, however, in Soviet art sharply fighted against 

this direction. In newspapers were rebuked „sinking in the bog” of formalism and following to 

„rotten” patterns of Western Europe culture. In the middle of 50ties first time in USSR began to 

stand out some kind of separate, moreover officialy tolerated „subculture” – „The art of young.” 

Several representatives of this „subculture”, as O�� erts Jaunar� js (1907 – 2003, painter), Boriss 

B� rzi� š (1930 – 2002, painter, graphic artist, drawer, teacher), Uldis Zemzaris (1928, painter) dared 

to experiment with formulas of abstractionism’s pictorialness in the silence of workshops. The most 

consistent realistic searchings left outside of exhibition halls – as „parallel life” in workshops of 
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artists. R	 dolfs Pinnis (1902 – 1982, painter) already in the second half of 50ties painted landscapes 

of certain places expressively, accenting bright colours and rhythm (Brasli� a, Bremša, Bru� is, 

Pelše, Puj� te 2004, Baranovska 2002, Lamberga 2002). 

In the beginning of 60ties repressive pressure weakened, however, artists continued in great 

scale to orientate to official state orders. In its turn, the art of second half in 60ties characterized 

definite resistance to forced canons. The information about processes of modern art began to impact 

little by little also practice of the art. For the art of 70ties were characteristic individuality of human, 

spiritual world and experiences. In the art became essential the personal views of the artist to the 

world and emotions, which were included into the performance of the art. Searchings for forms and 

unordinary thinking took over the painting. Oj� rs � bols (painter, art theoretician), (Figure 6) 

became powerful theoretician of the modern art and popularizer. The development of ideologized 

art stopped in the middle of 80ties, when possibility for artists opened to gain impressions abroad 

and already in 90ties didn’t exist any ideological obstacles, and earlier sharply fighted 

abstractionism already long time ago was conquered the place in exhibition halls (Brasli� a, Bremša, 

Bru� is, Pelše, Puj� te 2004; Lamberga 2002).    

The brightest representatives of abstractionism in Latvia 

Abstract painting of Arnolds Nul&tis was characterized by multishaped of forms and 

harmonious joints of colours, dramatic contrasts. Diversity and change were in the base of these 

creative works and made its analytical evaluating quite particular. The group of performances, 

which were painted mainly in 60ties, could name as „black grating” paintings. With „black grating” 

paintings the artist gave deepness to abstraction. The artist in his creative works had used also 

extracted enamel, so that to create general tone, nature phenomenons’ illusion or some other spirits. 

Pictorial sonority was achieved by strict structure of composition, rhythms of forms, pervaded of 

inner dynamics and tectonically free texturing of surface. Complete completeness was characteristic 

for these performances (Bulmanis 2010). 

O!' erts Jaunar$js was one of the brightest and most consistent abstractionists in the art of 

Latvia. The artist labeled his art as non – realistic. But nevertheless „real thing” in that was the 

nature. In the vision to the world of O�� erts Jaunar� js all odd was abandoned, and full freedom was 

achieved, when „words” were odd. Colour, colour squares, line – the possibility to interpret, to 

meditate. Could give a way to the flow of feelings. But the artist allowed it to the spectator 

(http://www.easyget.lv/kultura/read/57113/). Relations among colours, characteristic for 

compositions, what clearly pointed to certain season or phenomenon (Figure 7), 

(http://www.studija.lv/?parent=2185). 

The creative works of J%kabs Spri"' is (1907 – 2004, painter) led to the abstract 

compositions, which achieved their brightness in limpidness of water – colours. The presence of 
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translucent and limpid light, the composition of the light and shadow squares, the most explicit 

nuances of tones attached inner move and deepness to 

paintings(http://lmsgalerija.lv/index.php/J� kabs+Spri�� is). Nuanced combinations of colours, using 

brownish, reddish and yellowish tones, the artist had managed to create gentle, poetically 

performances. The artist had used the line, so that to organize elements of composition, nevertheless 

had managed to retain pictorial, not graphical expression (Figure 8), 

(http://www.rigasgalerija.com/inner.php?menu=arch2@cont=68). 

In performances of Oj$rs � bols the most important was information of the content, 

discovering broad language of symbols and conceptual painting, which the author tried to express 

through problems of the society and individual, as well of global scale. Essential significance in 

formal aspects was to the decoration, what discovered in relations of colour squares, texture, as well 

as in the using of collage (http://www.paintings.lv/lv/artist/257). 

Oj$rs Šteiners (1927, painter) painted abstractively expressionistic large – sized 

performances in technics of acrylic and oil – colours. His works voiced emotional directness, 

intensity of colours and multiform decoration of the surface (Figure 9), 

(http://jaunagaita.net/jg199/JG199 _Steiners.htm).    

P%teris Sidars (1948, painter, textile) always aspired to widen his field of creative 

performance. Working in unusual technics and using different materials, he had managed to see 

new dimensions. Experimenting with apparently prosaic events and things of everyday life, forms 

and structures of the nature, objects and fragments of space, what were separated from the 

environment information and thus transformed into abstract forms, the artist painted, worked with 

objects, made installations. In performances were used well – known, at the first moment even 

confusing materials – silicone, glass, plastic, heated glue and various natural objects, however, in 

the focus of attention always remained the colour, the form and the structure (Figure 10), 

(http://www.lsm.lv/lv/raksts/maksla/kultura/peteris- sidars - izstade – tverama – kustiba – rada – 

makslu – pat – no – varnu – izkarnijumiem. a163183/). 

Anita Meldere (1949, painter) turned to the abstract painting in the beginning of 90ties. In 

the creative works of the artist were characteristic translucency and lightness, characteristic to 

water  – colours’ painting. In the early abstractions of the artist performances the main hero was the 

strength of colour, in those could feel emotionally capacious minimalism of expression with strong 

pictorial expressiveness (Figure 11), (Meldere 2005). 

Edvards Gr) be (1935, painter) was considered as the bright and peculiar founder and 

developer of traditions in Latvian tonal painting. One of the most significant artistic means of 

expression in his creative works was the relief of picture surface – texture was used as the creator of 

emotional tension. Creative strength of the artist embodied in itself Latvian mentality, with peasant 
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thoroughness reaching spiritual tension’s revelation. Broad, basically in the warm colours’ gamut 

partaken stroke of the brush brought strong emotional information (Figure 12), 

(http://www.paintings.lv/lv/artist/32). 

Tatjana Krivenkova (1964, painter) is well – known painter with improved and subtle sense 

of colouring. She had turned already for longer time to numberless searchings of the light and the 

colour. The colour and the light is main topic and primary element. The artist is not interested in the 

clear, monochrome painting, but in interaction between translucent and glazed nuances of colours, 

what in layers get covered or merge one with other. In the style, characteristic for herself, Tatjana 

Krivenkova exposes abundance of subtle tones – in places especially saturated, in other place – 

more dispersed. It creates glittering, dynamic, virtually three – dimensional square, what is able „to 

pull in” the complete observing of colours’ phenomenon the spectator 

(http://www.makslaxogalerija.lv/lat/makslinieki/tatjana–krivenkova/). 

The paintings of Uldis � amans ( 1964, painter ) are abstract, stimulating on the score of 

spirits. Uldis tells: „ All good, what has been, comical, beautiful, also bad, is accumulated in my 

paintings, but always dominates white colour, white radiance of the energy (Figure 13), 

(http://latvijaslaudis.lv/old - data/users/camans_uldis/index.html). 

Conclusions: 

�  Abstractionism developed from cubism and expressionism. 

�  As the first abstract picture in Latvia was considered the work of J� nis Tillbergs, what was as the 

protest against the modern art. 

�  The development of abstractionism  was influenced by many factors. We can agree to the words 

of the artist P� teris Posta�s: „ There is no completely free art. It belongs to its epoch with its 

demands and trends. The art goes advanced of its idea from its epoch.” The development of 

abstractionism is the bright example to that. 
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Figures 

 
Figure 1. The features of abstractionism in works of cubists and expressionism 

 

 
Figure 2. J$nis Tillbergs 
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Figure 4. Arnolds Nul&tis 
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(Sili� š 1990) 

 

 
Figure 3. Aleksandra Be!cova 
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1922 
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Figure 5. Voldem$rs Matvejs 
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Figure 6 . Oj$rs � bols 
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Figure 7. Ol' erts Jaunar$js  

Rota�a 2 
1995 

(www.studija.lv) 
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Figure 8. J%kabs Spri"' is 

Abstrakcija 
 (www.art.anazona.com) 

 
Figure 9. Oj$rs Šteiners 
Bez nosaukuma nr. 47 

1991 
(www.jaunagaita.net) 

 

 
Figure 10. P%teris Sidars 
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Figure 11. Anita Meldere 
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2012 
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Figure 12. Edvars Gr) be 

Pl� sma 
2012 

(www.manss.lv) 

 
Figure 13. Uldis � amans 

2008 
(www.manss.lv) 

 



���������	
�����
	�����	
���
	��
������	��	
������� 	��	
�����
����	
 �
��������	
��




��	��
�
����	
 ���
�� ��
 ����
��������
	���������
�����
����
��
���������	
� ����
	���


 

149 

THE REPRESENTATION OF ANNUAL LATVIAN TRADITIONS 
IN FOLKLORE AND ART 

 
Austra Celmi" a-� eir$ne 
University of Latvia, Rai� a boulevard 19, R�ga, Latvia, LV-1586 
austrace@inbox.lv 
 
Abstract 

The Representation of Annual Latvian Traditions in Folklore and Art  
Key words: annual festivities, Latvian folklore, art, traditions 
The aim of the study is to find out (using the history of art and folklore research methods) the most important folk 
motives (mainly in folk songs and beliefs) that artists in Latvia used to display traditional Latvian cultural heritage – 
annual traditions associated with cycles of sun and nature and farmer festivities. Easel-painting, monumental painting 
and applied art works, originating from the 20th and 21st century, have been selected for the research according to the 
chosen theme. The artists in the context of different ideological and stylistic guidelines have put in a relevant content 
and form in their works. The study includes works of J� nis Kuga, Ansis C�rulis, J� kabs B�ne, Hilda V�ka, Nikolajs 
K	 lai� is, Leo Kokle, Edgars Iltners, D�emma Skulme, Boriss B� rzi� š, Egils Rozenbergs and others. 
It can be concluded that the most popular motive in art is the summer solstice – Midsummer Day (J�( i) – and their 
corresponding rituals that symbolizes belonging to a particular nation and the awareness of historical roots. 
 
Kopsavilkums 

Latviešu gadsk$rtu iera�u atspogu!ojums folklor $ un m$ksl$ 
Atsl� gv� rdi:  gadsk� rtu sv� tki, latviešu folklora, m� ksla, trad�cijas 
P� t�juma m� r� is ir, izmantojot m� kslas v� stures un folkloristikas p� t�jumu metodes, noskaidrot, k� dus b	 tisk� kos 
folkloras (galvenok� rt – tautasdziesmu un tic� jumu) mot�vus izmantojuši m� kslinieki Latvij� , lai par� d�tu latviešu 
tradicion� l� s kult	 ras mantojumu – gadsk� rtu iera�as, kas saist�tas ar Saules un dabas cikliem un zemnieku sv� tkiem. 
P� t�jumam atlas�ti st� jglezniec�bas, monument� l� s glezniec�bas un lietiš�� s m� kslas darbi atbilstoši izv� l� tajai 
tematikai, kas tapuši 20. un 21. gadsimt� . Da�� du ideolo� isku un stilistisku pamatnost� d� u kontekst�  m� kslinieki savos 
darbos ielikuši gan laikam atbilstošu saturu, gan formu. P� t�jum�  ietverti J. Kugas, A. C�ru�a, H. V�kas, N. K	 lai� a, D�. 
Skulmes, L. Kokles, E. Iltnera, E. Rozenberga, A. Baumanes un citu autoru darbi. 
Secin� ms, ka popul� r� kais mot�vs m� ksl�  ir vasaras saulgrie�i – J�� i – un tiem atbilstošie ritu� li, kas simboliz�  
pieder�bu konkr� tai n� cijai un v� sturisko sak� u apzin� šanos. 
 

The research includes paintings and applied and decorative art (mainly tapestries), reflecting 

the traditional Latvian culture – annual festivities – that have been created in 20th and 21st century 

(represented by the works of J� nis Kuga (1878–1969), Ansis C�rulis (1883–1942), J� kabs B�ne 

(1895–1955), Hilda V�ka (1897–1963), Nikolajs K	 lainis (1901–1975), Leo Kokle (1924–1964), 

Edgars Iltners (1925–1983), Boriss B� rzi� š (1930–2002), D�emma Skulme (born 1925), Egils 

Rozenbergs (born 1948) and others).  

It can be concluded by looking for themes that link the art with Latvian folklore that artists 

mostly have found themes for their ideas in folksongs and beliefs and therefore the comparative 

analysis of the study is based on these groups of folklore texts. However, it should be noted that the 

process of creating an artistic image could not be attributed only to the representation of traditions 

in folklore texts, but also to a “living tradition” – nations’ festivities (especially it applies to 

Midsummer Day) in which artists have participated and have raised personal experiences, emotions 

and observations. 

Artwork selection and arrangement of the article result from the cycle of Latvian annual 

traditions throughout the year. Artist Ernests Brasti� š (1892–1942) has portrayed in his book 



���������	
�����
	�����	
���
	��
������	��	
������� 	��	
�����
����	
 �
��������	
��




��	��
�
����	
 ���
�� ��
 ����
��������
	���������
�����
����
��
���������	
� ����
	���


 

150 

“Latvia, its life and culture” in 1931 a schematic drawing of annual festivities, trying with the help 

of folksongs to substantiate their existence even before Christianity. Festivities list includes 

Shrovetide, Easter, Day of � si� š, Midsummer’s Day, God’s Day, Martinmas and Christmas, that 

divides the year in eight approximately equal parts (Brasti� š 1931: 151). In 2014 Latvian Bank 

issued a five-euro silver coin with a decorative depiction of annual festivities on the obverse 

(authors: Arv�ds Pried�te, Ligita Franckevi
 a), which includes annual festivities mentioned by E. 

Brasti� š, only God’s Day was replaced by Michaelmas. Each of these festive days in the solar cycle 

note to a specific time and in the traditional culture was associated with certain rituals, but artists 

have not devoted equal attention to all celebrations.  

Shrovetide (Mete( i) 

Shrovetide or Carnival traditionally is celebrated between Christmas and Easter (in early 

February) and are attributed to waiting for the spring. In the evening of Shrovetide Latvians had pun 

on masks, changed their clothes and had walked from house to house, singing and playing out 

“various odd scenes” (Lautenbahs 1928: 248). On this day people on the table put barley porridge, 

pork snout and pies (LTT 19897–19911). Maskers or mummers (Shrovetide guests) and typical 

food of this celebration (LD 32220) can be seen in drawing of A. C�rulis “The Month of Candles” 

(“Sve0u m� nesis”) from calendar cycle “Twelve Months” (1922). Rituals of Shrovetide are 

associated with the encouragement of flax growing and livestock (especially pigs) breeding (LD 

32211). 

Easter (Lieldienas) 

Easter in pagan traditions marks the moment when day becomes longer than night and it is 

celebrated at the end of March for several days. The main Easter traditions that have maintained 

their topicality even today are swinging and egg painting (LTT 17197–17204). People on Easter 

both ate the painted eggs, gave them as gifts and gave them to somebody who hung swings (A. 

C�rulis “Easter” (“Lieldienas”, 1939)). With them someone could exchange or pay off from others 

(LD 32264-1). Symbolic lashing of people and livestock with juniper or with fir twigs (LTT 17178–

17182) was fertility contributory ritual, like the swinging (LD 32263, LTT 17189–17194) and 

giving eggs as gifts, which is associated with the ancient notions of the egg as the beginning of life 

and the symbol of sun. A scenically idealized scene in the painting “Easter” (“Lieldienas”, 1972) of 

Eduards Z� ms (1907–1987) shows a tradition in Easter to visit closer and further relatives and 

neighbours. 

The Day of � si" š (Jur� i) 

The Day of � si� š is the middle point between Easter and Midsummer Day. In the mythical 

world � si� š is the god of light who brings the spring (LD 30063). J. B�ne in his painting “Sun, 

Sun’s Daughters and � si� š” (“Saule, Saules meitas un Asi( š”, 1932) has depicted � si� š in 
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luxurious chariot carrying Sun – an anthropomorphic deity in a young woman appearance – in a 

solemn decorative composition. Later when Christian traditions entered Latvian territory, � si� š was 

replaced by St. George (Juris or Jur� is). On the Day of � si� š horses for the first time were led to 

night-watch (LTT 12133, 12166, 12167), so in a number of folksongs � si� š is referred to as the 

guardian of horses (LD 30053). Also cattle were first released to shepherd on this day and it was 

related to a custom called rumul� ties – to pour water over shepherd or to take for a swim in a river. 

Beliefs say that the shepherd will be watchful in the summer and will not sleep by the cattle. People 

did this custom even when they for the first time in spring went to plough, to sow or to plant 

cabbages (LTT 25980–25990). The ritual of rumul� ties can be seen in works of several painters 

(Dailis Ro�lapa (1932–2014) “Besprinkling Each Other with Water” (“Romul� šan� s”, 1983), 

P� teris Posta�s “Besprinkling Each Other with Water” (“Rumul� šan� s”, 2008)). 

Midsummer’s Day (L�go diena, J�( i) 

Artists have often used the theme of summer solstice – Midsummer’s Day –– this is 

connected with the themes’ picturesqueness, spirits of summer night colours, flowers, folksongs and 

magnificent folk costumes, which have always inspired the imagination of artists. The theme 

combines nature studies and ethnographic research, interest about the power and importance of 

ancient rituals, preservation of traditions and care of Latvian self-confidence (K� rlis Brenc� ns 

(1879–1951) “Midsummer’s Eve” (“J�( u vakars”, 1920), “Midsummer’s Night” (“L�go nakts”, 

1920), K� rlis Šaumanis (1905–1971) “Midsummer’s Eve” (“L�go vakars”, 1930)). 

At the beginning of 20th century, the theme of Midsummer’s Day appeared in art in various 

aspects – as a representative and an important reflection of national identity, sometimes with 

mythological orientation as well as nationally romantic motive (Eduards Brenc� ns (1885–1929) “In 

the Midsummer’s Eve” (“Z�� u vakar�  (L�got� ji )”, 1922), Voldem� rs Vimba (1904–1985) “J� nis 

Rides Every Year” (“J� n�t’s j� ja pa gadsk� rtu”, 1940)). 

Comprehensive display of Midsummer’s holiday traditions is a plafond by  

J. Kuga in the Heraldic Hall of Riga Castle in 1934 that was destroyed in the process of renovation 

in the Soviet-era. It combines all the essential symbols that Latvians associate with the celebration 

of Midsummer’s Day – bonfire, dancing around the bonfire, and chaff in Midsummer’s Day songs, 

making wreaths and searching for a fern flower. J. Kuga also created a sketch of plafond for the 

Festive Hall of the Castle, but it was not carried out (applied for the competition in 1938). In 1958 

“Midsummer’s Festivity” (“L�go sv� tki”) by P� teris Ozoli� š (1911–1971) was put on the ceiling in 

the Festive Hall, which was painted by the order of Pioneer Palace in 1953 (Caune 2001: 152). 

Attempts to lift every festive element to the level of national symbols dominates in the 

scanning of nationally romantic and idealized themes, sometimes creating an impression of 

alienation – as we watch the picture of the past that has nothing to do with the living national 
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tradition (A. C�rulis “Midsummer’s Eve” (“Z�� u vakars”, fresco for the hotel of  Jelgava Farmers’ 

Association, 1921)). The main waypoints of celebrations are highlighted – making wreaths, singing, 

dancing, beer drinking, searching for fern flower – and the most important attributes – folk 

costumes, Midsummer’s herbs, bonfire, bottle lights at the top of hills, beer kegs and cheese 

(Teodors Jankevics (1917–1993) “Midsummer’s Eve” (“L�go”)). 

N. K	 lainis in Latvian painting is known for his dark nuanced evening and night landscape 

paintings and Midsummer’s night theme quite naturally formed into his plotlines (“Midsummer’s 

Eve” (“L�go”, 1939), “Midsummer’s Night” (“J�( u nakts”, 1940)). 

The reproduction of paintings of artists (Gustavs Š� ilters (1874–1954), P� teris Kundzi� š 

(1886–1958), J	 lijs Madernieks (1870–1955), Reinholds Kasparsons (1889–1966), K� rlis S	 ni� š 

(1907–1979) etc.) on the theme of Midsummer’s Day – with a variety of moods and developed 

stylistically different – were often published in magazines in the twenties and thirties (for example 

“Atp� ta”). 

Artists during the Soviet time were forced into choosing themes and adapt to guidelines of 

national cultural policy and for Midsummer’s Day they were inconsistent. Artists addressed themes 

in accordance with doctrines of Socialist Realism, when it was authorized as a national feature of 

socialist republic among other republics (at the end of 1950s). During this time D�. Skulme created 

a painting “The People’s Celebration (Our Celebration)” (“Tautas sv� tki (M� su sv� tki)”, 1955), as 

well as, B. B� rzi� š – “Midsummer’s Day” (“L�godiena”, 1957) and L. Kokle – “Midsummer’s 

Day” (“L�go”, 1957), what was ordered by USSR Ministry of Culture. Members of National Song 

and Dance ensemble have posed for L. Kokles’ paintings and the work seems theatrically staged 

with poses and gestures of people characteristic to iconography of Socialist Realism and in the 

foreground clothes of figures (shortened skirts, blue patterned scarfs, and children’s clothes) are a 

bright witness of its era. A certain duties for ideology of cultivated friendship of nations and 

interaction between cultures can be seen in this work. 

Later, the maintenance of nations’ feelings turned out to be dangerous and did not fit well 

with the Russification program for Soviet regime, so Midsummer motive disappeared from artists’ 

theme circle for several years. 

Painters in the late 1970s and 1980s dealt with no longer ideological, but rather individual 

issues through Midsummer’s Day topic (E. Iltners “Midsummer’s Folksong” (“L�godziesma”, 

1981), “Midsummer’s Night” (“L�gonakts”, 1982), Vija Maldupe (1948–1996) “Festivity” 

(“Sv� tki”, 1977)). In the eighties, the theme of Midsummer’s Day was repeatedly played around 

with in the Latvian textile art. The peculiarities of tapestry techniques have assigned it certain 

decorativeness, shape stylization and fine tonal gradation. They are dynamic dancers in the work 

“Midsummer’s Eve” (“Z�� u vakars”, 1986) by E. Rozenbergs or quiet contemplative participants of 
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Midsummer’s holidays in the tapestries (“Midsummer’s Night” (“J�( u nakts”, 1986), “Gates of 

Light” (“ Gaismas v� rti ”, 1980)) by Inga Skuji� a (born 1952). Each author has found an appropriate 

colour palette for their theme – from saturated dark to pastel greyish (Georgs Bark� ns (1925–2010) 

“Summer Solstice. June” (“Saulgrie�i. J� nijs”, 1984), Lilita Posta�a (1941–2011) “Midsummer’s 

Night” (“ J�( u nakts”, 1982), Aiva � 	 ri� a (born 1951) “By the Daugava” (“Pie Daugavas”, 1987), 

Aija Baumane (born 1943) “At Summer Solstice” (“R� toja saule”, 1988)). 

B. B� rzi� š is an artist, who in the context of Latvian art has assigned a particular value to the 

theme of Midsummer’s Day. His vital and life supporting works (created in the 1970s and 1980s) 

with people around the table, the back of a roundish woman in the foreground, a couple, old wife 

with a scarf, a cows’ head and wreaths are complemented by rich stories about the source of 

inspiration for paintings (“Midsummer’s Eve” (“L�go vakars”, 1979), “Midsummer’s Day” (“J�( i”, 

1981), “Midsummer’s Merrymakers” (“L�got� ji ”, 1987)). The exact observation of life details and 

joy of woman’s body sculpture in the works of B. B� rzi� š reveals a wide range of emotions that 

vibrates and swirls in the mystery of Midsummer’s Day and combines both joy and tears (“Girl 

with Garland” (“Meitene ar vainagu”, 1975)). “Midsummer’s Day – it is not just eating and 

drinking, it is bacchanalia. Everything coincides there. Eating, love, strength, youth, age [..]! 

Nature, thunder, it is raining, wet, but – like it! It is a hymn to nature, to life in general” (Slava 

2000: 210–211). 

Artists of the 20th century look differently on Midsummer’s Day – from harsh expression to 

calm intimacy, erotic or symbolic abstraction. In 2009 Gita Šmite (born 1973) illustrated in her 

exhibition “Midsummer’s Day” a variety of things and processes that are associated with the 

summer solstice – wreaths, people, who celebrate it, going to bathhouses and gathering 

Midsummer’s herbs. The mood of her works echoes the paintings “With Candle” (“Ar sveci”, 2000) 

and “With Garland” (“Ar vainadzi( u”, 1992–2001) of Inta Dobr� ja (born 1940) and “Summer” 

(“Vasara”, 2000) of P. Posta�s, and lyrically feminine characters acting in the composition of 

H. V�ka, including in it magically mythical themes – M� ra as a guardian of women and fertility 

divinity can be seen in the work “Midsummer’s Night” (“ J�( u nakts”, 1930s). 

Sometimes artists have tried to find a particular element to reflect the mood of Midsummer’s 

Day, which would express the essence of the whole festivity. These are, for example, still life with 

bouquets of Midsummer’s wild flowers (M� rcis Stumbris (1942–2014) “Midsummer’s Herbs” 

(“J�( u z� les”, 2009)), but the most capacious symbol that creates a clear association with summer 

solstice is the wreath (E. Iltners “Midsummer’s Day” (“ J�( u diena”, 1974), R	 dolfs Pinnis (1902–

1992) “Midsummer’s Day” (“J�( u diena”, 1983), L�vija Endzel�na (1927–2008) “Mother’s Shirt” 

(“M� tes bl� ze”, 1985)). The wreath in the painting “Midsummer’s Day” (“L�go”, 2012) by Aija 

Zari� a (born 1954) is not only the symbol of Midsummer’s Day celebration, but also unification of 
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nation and the artist says that “our spirit unites by celebrating Midsummer’s Day and by singing 

about it and we are aware that we are a single entity – the Latvian people” (Pelše 2012). 

The Day of Jumis 

The end of summer in Latvian traditions is associated with various harvesting rituals and 

festivities. Artists have not focused on the Day of M� ra or Michaelmas (Mi/ e�i), but the tradition 

reflection of the Day of Jumis can be seen in the painting “The Loaf of Jumis” (“Jumja klaips”, 

1932) by E. Brasti� š. Each grain had its own Day of Jumis upon the completion of harvesting (LTT 

877–880, 11990–11992). The hostess held a feast on the occasion of the new harvest and baked a 

large loaf of bread (LD 28528), of which the whole family got a piece as the sign of well-being and 

fertility (Dzintra Vilka (born 1948) “Jumis. The Fertility Symbol” (“Jumis. Augl�bas z�me”, 1988)). 

A. C�rulis in his fresco “God of Thunder” (“P� rkons”, 1921) depicted wives with nine loaves of 

bread and a pitcher of beer that is donated as gratitude to Thunder (LD 28818). By Michaelmas (at 

the end of September, when the day is equal in length to the night) the whole harvest had to be 

under the roof, as well as the last grain (LTT 11995, 20616–20619, 20629). Then the feast began 

(LTT 32509–32518, 32521, 32540) for the spirits of ancestors (ve�i), but E. Brasti� š does not 

include these festivities in the cycle of nature celebrations (Brasti� š 1931: 152). However, he 

includes them in the cycle of human life celebrations, so they can be assimilated to christenings, 

weddings and funerals (J. B�ne “Invitor of Wraiths” (“Ve�u sauc� js”, 1937)). 

Martinmas (M� rti ( i) 

Martinmas (mid-November) marks the end of the work in autumn and the beginning of 

winter. It was the last day for threshing, ploughing, being shepherds, night-watch and slaughter 

(LTT 19454, 19455), which is reflected in the work “M � rti� š” (1936) by J. B�ne, where M� rti� š 

with a white cloak at the end of sword (LD 30222) and Thunder rides into the yard and people 

follow behind them. A rooster was offered up to M� rti� š to take care of horses (LD 30218, LTT 

19479, 19480). 

Christmas (Ziemassv� tki) 

Year ends with Christmas, which was abundant feast, because the table was covered with all 

sorts of goods – pig snout, peas, beans, sausages and pies (LTT 34411, 34416–34439). From 

Martinmas to Shrovetide, but especially at Christmas, when there is the shortest day and the longest 

night in the year, Latvians dressed in various masks and went out masked, sometimes dragging the 

log. Artists have tried to show the cheerful mood games, dances and masks of Christmas in 

paintings and tapestries (J� nis Audri� š (1898–1994) “Mummery” (“Bekatnieki”, 1968), L. Posta�a 

“Mummery” (“Bekatas”, 1983), A. � 	 ri� a “Mummery” from triptych “Winter Months” (“Bekatas”, 

1980–1981)). Since a new year starts after Christmas, people told fortunes (LTT 10894–11007, 

34657–34878) to see what the next year holds (I. Skuji� a “Fortune Telling” (“Laimes liešana”, 
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1986)). Also, various beliefs associated with animals have preserved (LTT 34526–34652) – on 

Christmas night people could hear the animals talking in the barn; they have to bring contributions 

to the barn so that next year animals could nicely grow, be calm and give a lot of milk; different 

protection signs should be drawn on barn or stable doors, because on Christmas just like on 

Midsummer’s Night animals might be endangered by witches and night-hags (H. V�ka “In 

Christmas Night” (“Ziemassv� tku nakt�”, 1921)). 

Conclusion 

It can be concluded from summarizing selected artwork for this study that from all the 

traditional culture festivities the most popular motive in art is summer solstice – Midsummer’s 

Day  – and its corresponding rituals that symbolizes belonging to a particular nation and awareness 

of historical roots. This celebration is not only widely sang about in folksongs (“Latvian folksongs” 

Volume 4 published in 1982 has 28 605 versions of songs related to Midsummer’s Day (Melne, 

V�ksna 1989: 3)) and mentioned in beliefs (LTT 11476–11915), but the most important celebration 

of a year in the 21st century has retained many features of pagan rituals and old singing traditions.  
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Abstract  

Information Browsing and Design of Web Page Navigation 
Key words: Web page design, information browsing, navigation 
What should be considered, when one is creating a design of web page navigation? How the user percept the web page? 
What is used most often for web page navigation: navigation of the definite type or a web page perception is related to 
the web page design? 
Since creation of the first web pages in 1994, observations of how the navigation should look like have been 
continuously changing, even returning to the initial observations. The assumption that the user should reach the 
information he is interested in as less click as possible, is an example of the statement mentioned above. The result of 
the assumption can be noticed in those web pages that consists of navigation, which is fully bodied of hyper-sites. 
Despite the fact that the functionality dominates over the visual aesthetics, there are several advantages of the tendency. 
The visitor of the landing page could roughly understand the topic of the web page.  The tendency of design of web 
pages created within the last years is full-page navigation too. That is highly important for web page browsing on 
mobile devices, which become more and more dominating, so that the navigation is larger and more attractive to the 
user. 
Some web pages with some information and hence with their navigation design are specially originates. The content as 
well as the navigation of those web pages are structured by using numbers, colours and forms. Despite the designers’ 
wish to highlight exactly how the information is presented, the approach “content’s first” is becoming more actual. 
Opposite to visually active and attractive navigation examples, there are examples of laconic design.  
 
Kopsavilkums 

Inform $cijas p$rl ) košana un t&mek!a viet" u navig$cijas dizains 
Atsl� gv� rdi: t�mek�a viet( u dizains, inform� cijas p� rl � košana, navig� cija 
Kas b	 tu j�� em v� r� , veidojot t�mek�a vietnes navig� cijas dizainu? K�  lietot� js uztver t�mek�a lapu? Vai t�mek�a viet� u 
p� rl	 košanai visbie�� k tiek izmantota noteikta veida satura p� rl	 košana vai ar� t�mek�a viet� u uztvere ir saist�ta ar to 
dizainu? 
Kopš pirmo t�mek�a viet� u veidošanas s� kot ar 1994. gadu, priekšstati par to k� dai ir j� b	 t vietnes navig� cijai nemit�gi 
ir main�jušies, bie�i atgrie�oties pie s� kotn� jiem. K�  piem� rs šim apgalvojumam kalpo pie�� mums, ka lietot� jam pie 
vi� u interes� jošas inform� cijas ir j� non� k ar p� c iesp� jas maz� k klikš� iem. Tas rezult� j� s lap� s, kuras bija aizpild�tas ar, 
no hipersait� m veidotu, navig� ciju. Neskatoties uz izteikto funkcionalit� tes domin� šanu p� r est� tiku, tam bija ar� savas 
priekšroc�bas. Š� du t�mek�a viet� u s� kumlapas uzreiz rad�ja priekšstatu par to saturu. Ar� p� d� j�  laik�  veidoto viet� u 
dizain�  bie�i ir sastopama visu lapu aizpildoša navig� cija, kas, � emot v� r�  mobilo ier�
 u �patsvaru lapu p� rl	 košan�  un 
atbilstoši m	 sdienu dizaina tendenc� m, izm� ros ir daudz liel� ka un atrakt�v� ka.  
Ar savu navig� cijas dizainu �paši izce�as t�mek�a vietnes ar nelielu inform� cijas apjomu. Taj� s saturs un l�dz ar to ar� 
navig� cija tiek struktur� ta, izmantojot skait�us, kr� su un formu. Neskatoties uz dizaineru v� lmi akcent� t tieši to k�  
inform� cija tiek pasniegta, ir aktualiz� jusies pieeja “saturs vispirms”. Kontrast� jot ar vizu� li akt�viem un atrakt�viem 
navig� cijas paraugiem, to apliecina paraugi, kuru dizains ir �oti lakonisks.  
 

Introduction 

Since the first graphical web browser “Mosaic” was created in 1993, which contributed to the 

global development of websites, more than 20 years have passed. The topic of browsing 

convenience materialised with the ability to browse a large amount of information online. Web 

technologies had created new opportunities, in comparison with the information being published in 

print media, dominated by centuries’ of approbated principles. If until now information viewing in 

higher volume print jobs was based on sequential page turning and the key element of information 

structure was the page number, then now we can immediately get to the information unit using web 
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page navigation, asset text or graphic element layout information, without consecutively going 

through it. This is in the interactivity base of any website. Only the nature of information can be 

different and that can affect what should be the navigation design.  The aim of the article is to 

define structure of design trends of navigation panes of web pages. 

How does the user perceive the web page? 

Does “F-Shaped Pattern for Reading Web Content” (Figure 1) is the most used for browsing 

websites? Nielsen Norman Group – one of the leading user experience research and consulting 

firm  – concluded it in its study, where 232 people participated, by looking at a thousand different 

websites. Or does “Every page is viewed differently and every user looks at pages differently” 

(Figure 2)�as Miratech argues in its blog – the leading user experience consulting firm in France, 

highlighting in their research three key determinant factors of user behaviour – the design of the 

page, the content, the goal of the user. 

Looking back on what is described above it can be concluded that the user perception is 

controllable and the key words are – website design, where integral and essential part is the 

navigation design. 

What should be the ideal web page navigation? 

Since the first creation of websites, perceptions about what should the navigation be has 

constantly changed, often returning to the original. As an example to this statement serves the 

assumption that the information of interest to users should be accessed with as little clicks as 

possible. This resulted in pages whose layout was filled with navigation designed with hyperlinks. 

A typical example of this is the website “Welcome to Latvia” (Figure 3), and the author of this 

article was involved in the creation in 1997. After confidence characterized by that time, links on 

the top of the page to the main index sections of this website were added with the entire bottom 

page filling, backed up and expanded navigation structure. Despite the expressed domination of 

functionality over aesthetics, it also had its advantages. Homepages of these websites immediately 

gave an idea of their content. Continuing to describe the examples of content discovery it should be 

mentioned that it is better demonstrated in website “www.dorianmoore.com” (Figure 4) of digital 

media technologist Dorian Fraser Moore. Not only the section name is indicated in the navigation 

panel, but also the volume of content sections is visualized with colourful squares. 

Navigation as the visualization of sites’ structure 

Initial perceptions of navigation visualization was limited to analogue environment rise to 

digital, because obvious was the fact that any function can be activated by pressing the button. With 

the development of digital environment graphics, the buttons were made more and more realistic. 

The interaction with the cursor was also visualized. This was achieved through individual pictures 

to the neutral position when nothing happens, for the moment when the cursor is on the “roll over” 
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and for the moment when it is activated “active”. Such aesthetic was homogeneous and was 

associated only with technology often with the feeling of science fiction. This can be explained by 

the fact that this approach was particularly favourite in the environment of information technology 

specialists. As the website content was not only oriented to technology, other solutions for 

navigation designs were searched.  

Previously unused and attractive navigation solutions are most often seen in the same page 

developer sites and with its navigation design, websites with small amount of information stands 

out. In these the content and hence the navigation is often structured using numbers, colours and 

shapes. The designers in these projects are not limited to the creation of navigation with numbered 

or unnumbered list items and realistic buttons. The uniqueness of these solutions lies directly in 

how the traditionally structured forms are used that not always creates association with remote 

control with which a variety of devices are controlled.  

The numbering and tracking of content units has always helped to navigate, but in the website 

”It is my party” (Figure 5) by Lithuanian photographer Paul Paper, numbers are the only elements 

that visualize the content of the page. This approach highlights the substantial amount of photos and 

their serial number by giving up other content descriptive techniques, at the same time emphasising 

navigation as the basic element of the page design. The home page of the website 

“www.jeremylevine.com” (Figure 6) by designer Jeremy Levine is based on the navigation panel 

dominant. Here the selection of the numerical size and typeface accentuates numeration, 

subordinating, but reflecting indications of what is numbered.  

Clarity on the page structure can be promoted not only by numbers, but also by shape. Poznan 

well illustrated it in the website “Meditations Biennale” in 2008 (Figures 7, 8), where the sites’ sub-

sections were individualized, and using different elements in the navigation. In the homepage of the 

website (Figure 9) by designer Yuna Kim, geometric shapes are used to structure information with 

specific figure marking same type of creative projects. In both of these examples navigation 

similarly to samples with numbers neither are nor just functional elements, but also performs the 

function of visual identity formation of the page. 

Colour is often used as an element of composition by means of which the identity is formed 

and the information is structured. Colour is also used in the making of web page navigation. A clear 

example of this is the website of French design school (Figures 10, 11, 12), where each section of 

the site is identified with a specific colour that makes up the structure of the site and reflects in the 

navigation panel. 

These examples are not the only ones that are characterized by these principles of creating 

designs. It can be described as a trend without an attachment to a particular time, because similar 

examples can be found among all web pages in development periods of website graphic designs. 
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Touch-sensitive technology 

A significant milestone for website navigation is touch-sensitive technology. It has replaced 

an idea about what is the navigation of a website. The desire to activate page functions directly, 

using only screen is self-evident, because it is much more convenient than to divide the attention 

between the keyboard and screen.  

As a sort of intermediate from the use of keyboard to touch-sensitive screen, is the example of 

the website design of “Salt films” studio (Figures 13, 14), where the cursor is replaced with hand 

graphic image, creating an association with a direct operation in information browsing. The 

replacement of traditional element activation of “clicking” with salt basin shaking is witty.  

If a touch-sensitive technologies in personal computers is widely used only among designers 

and digital artists then it dominates the mobile devices. Thus, the website design is directly 

subordinated to the functionality of mobile devices. In connection with small screen sizes, like 

websites development at an early stage, the most common navigation panels that in detail occupies 

the entire screen, the only difference is the quantity of navigation elements with the limited screen 

size. “Hamburger icon” that serves as an indication of the expansion of the navigation panel has 

become the most widely used and recognizable graphic sign. Due to the touch-sensitive technology 

the users browsing habits have changed. The information is no longer divided in small units as 

before when the right tone was to create a page with a height of less than three screen heights. Pages 

where the information is located in a single file have become more popular. This solution is defined 

as a “one page design”. Navigation in these pages serves as a way to get to a specific place in a 

page. Often creators of these pages give up the navigation entirely, because page content is 

organized sequentially and using “sliding” is easy to browse from top to bottom or from left side to 

the right side if the page is horizontal.    

One can no longer talk about the page navigation in a traditional meaning. If the original case, 

when information frame – constituent elements of the navigation and the identity of page frequently 

takes up ¾ of the functional area of the page, then lately the content of the page prevail in examples 

that occupy the whole page and determines the page design. Web page creators rely on the fact that 

the user already intuitively senses that the navigation panel can be “pulled out” from the edges of 

the page or the content does not cause doubt. Everything is visible and any additional options 

specific within the site are not available, but the navigation to other resources is enabled in laid out 

elements – in active text links and graphic elements found in the layout of the page.  

Conclusions  

Considering the aspects mentioned above, the author of the article concludes that the 

dominant elements in web page structuring and navigation design of web pages are geometrical 
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basic shapes, numbers and colour. Moreover, there are design trends of web page navigation, which 

are performed according to available technologies and repeat in different time periods.     

Despite the relatively small amount of functionality and information, but stressing solutions 

of navigation, as an expressive and innovative example that describes the new trends in navigation 

designs and an alarm clock application “Rise” (Rise 2016) can be highlighted.  
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Figures 
 

 
Figure 1. F-Shaped Pattern For Reading Web Content  

(Accessed: https://www.nngroup.com/articles/f-shaped-pattern-reading-web-content/ [visited on 2016.01.29]) 
 

 
Figure 2. How are web pages viewed? 

(Accessed: http://miratech.com/blog/eye-tracking-comment-les-pages-web-sont-regardees.html  
 [visited on 2016.01.29]) 
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Figure 3. Website “Welcome to Latvia” 
(Accessed: http://web.archive.org/web/ 
19971120201244/ http://www.latnet.lv  

[visited on 2016.01.29]) 

Figure 4. Website “www.dorianmoore.com” 
(Accessed: http://www.dorianmoore.com/home 

[visited on 2011.04.10])

 
 

Figure 5. Website “It is my party” 
(Website “It is my party” Accessed: 

http://www.itismyparty.org [visited on 2007.02.12]) 

Figure 6. Website “www.jeremylevine.com” 
(Accessed: http://www.jeremylevine.com/ [visited on 

2014.02.02])
 

 
 

Figures 7, 8. Website “Meditations Biennale” 
(Accessed: http://www.mediations.pl/#/en/space/biennale [visited on 2009.02.16]; 

http://www.mediations.pl/#/en/space/wystawy [visited on 2009.02.16]) 
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Figure 9. Website “www.iamyuna.com”  
(Accessed: http:// www.iamyuna.com [visited on 2014.02.02]) 

 
 

 
 

Figure 10, 11, 12. Website “www.limbus.fr” 
(Accessed: http://www.limbus.fr/index.html [visited on 2008.02.11]; http://www.limbus.fr  [visited on 2008.02.11]; 

http://www.limbus.fr [visited on 2008.02.11]) 
 

 
 

Figures 13, 14. Website ”Salt Films” 
(Accessed: www.saltfilms.com.sg [visited on 2014.02.02]; www.saltfilms.com.sg [visited on 2014.02.02]) 
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Abstract 

Aspects of public transport map design 
Key words: public transport, map, visual design, communication 
The main objective of the public transport map designing is to help passengers - especially those who are unfamiliar 
with the transportation network - to take the needed routes to move between the desired places; this may include having 
to change transport or direction on the necessary place. The map includes symbols to point the ways, directions, stations 
and transfer points, as well as a system of geographic identification. In addition to their functional role transit map has 
focused attention as a graphic design artifacts. Both domains - public transport map and graphic design - are used 
practically in the same techniques and their main goal is to communicate more effectively in the useful way.  The main 
aim of the research is to get acquainted with transit maps history and development periods, and recognize the main 
components of map. 
 
Kopsavilkums 

Sabiedrisk$ transporta kartes dizaina aspekti 
Atsl� gas v� rdi:  sabiedriskais transports, karte, grafiskais dizains, komunik� cija 
Sabiedrisk�  transporta kartes projekt� šanas galvenais m� r� is ir pal�dz� t pasa�ieriem - �paši tiem, kas nav paz�stami ar 
viet� j�  transporta t�klu, - veikt nepieciešamos maršrutus, lai p� rvietotos starp v� lamo vietu; tas var ietvert, transporta vai 
virziena mai� u nepieciešam�  virzien� . Karte ietver simbolus, kas nor� da maršrutus, virzienus, pieturvietas un 
p� rvietošan� s punktus, l�dz�gi k�  � eogr� fisk� s identifik� cijas sist� ma. Papildus t� s funkcion� lajai lomai tranz�ta karte ir 
piev� rsusi uzman�bu k�  grafisk�  dizaina artefakts. Abas jomas - sabiedrisk�  transporta karte un grafiskais dizains – 
praktiski tiek izmantoti l�dz�gos pa�� mienos, un to galvenais m� r� is ir efekt�v� k komunic� t noder�g�  veid� . Galvenais 
p� t�juma m� r� is ir iepaz�ties ar tranz�ta kartes v� sturi un t� s att�st�bas periodiem, un atpaz�t galven� s kartes sast� vda�as. 
 

Introduction  

The visual design and cartography specifics becomes the single field of research, concerned 

by the designers and cartographers in Latvia and abroad. Both elements - visual design and the 

cartography - are present from the 20 century, however, the concept of interaction direction and 

functional features may be various. 

The aim of this research is to understand the interaction between the two sectors of mutual 

progress and in daily life, in particular - public transport use. 

Development periods 

The progress of civilization began simultaneously with the rise of the environment, 

surroundings and their relationship cognition. Consequently, the need of maps existed at all stages 

of human development. Even in primitive society, people have begun to portray the area known to 

them on the walls of caves, rocks and tree bark. Such images helped to represent the relative 

position of objects of interest to them, compare their features in the space. 

Cartography in the form of the first scientific definition was developed in Paris Geographical 

Society and published in 1843. The scientific objectives of the cartography are as follows: map 

designing, map compilation and processing, map issuance, map science of using and practicing 

(Štrauhmanis 1993). 
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The term “map” has a roots in the Greek word chartes, which means a piece of papyrus 

designated for writing (����G��  1990: 4). Nowadays, map of the world has a different definitions. 

An example in countries where the official language is English, the map has many terms: “map - the 

drawing of (part of) earth’s surface showing the shape and position of different countries, political 

boarders, natural and artificial features; map - a very simple plan which shows a direction of travel 

between one place and another” (Dictionary of English language and culture 2009) or map - image 

and learning tool of the world in its spatial conditions and change. 

Janis Strauhmanis (J� nis Štrauhmanis, 1944) professor of Riga Technical University in Latvia 

and cartographer describes map as a geographical information, or geoinformation shown in digital 

image plane or visually perceptible manner. Geographical map as a graphic image has the following 

characteristics: coordination in the space; graphic, digital image; symbolisation; maps are addressed 

to solve certain problems or to certain of its users. 

The link between the map and the user may be shown using A. Robinson scheme (Štrauhmanis 

1993) a map’s the main aim is to send information to the map reader (Figure 1). 

 

Figure 1. A. Robinson. Cartographic communication system scheme 
(Štrauhmanis 1993:37) 

 

“Map will never reach all of the information about the territory, as the map is a generalized 

image, and this generalization is determined by the map creator” (Štrauhmanis 2001: 5) it means 

that it should be designed with the principles that will make this communication more competent 

and useful. 

Map users should understand and decode map information in the way that the cartographer 

has anticipated to do it, in the worst case nobody of included member of the scheme would not 

reach the right aim of shown information.  The main aim of the communication process is to archive 

understanding in the information exchange. 

Communication concept include a two-way of the information exchange process during which 

the information received is understood by both participants (Ang�u-krievu-latviešu skaidrojoš�  

v� rdn�ca 1998). 

Nonverbal or visual communications, can be described as a form of communication that 

applies visual signals to provide a message to the viewers. Like artworks, graphic representation has 
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the ability to reach beyond the language, education, age reaching in effect a much larger audience. 

Graphical elements are also easy to identify and commit to memory, often leaving a permanent 

impression on viewers that words alone are unable to compete with (What is Graphic 

Communications? http://www.communications-major.com/graphic-communications/). 

Public Transport Maps have become an effective visual tools for communicating spatial 

concepts and providing information about the navigation - as routes direction, transport modes, 

stations, connections, landmarks, etc. - through a particular language based on the graphical 

elements and design techniques (Allard 2009). 

In 1931, Henry Beck’s London Underground map, often referred to as a diagram, have been 

established a design standard for the transit maps (Bain 2010). One of the distinguished features of 

Beck’s work, which has been adapted throughout the world, is the set of particular  design rules  

that he applied. The crucial hallmarks and the principal innovation of Beck’s rules are as follows: 

1. Lines must be vertical, horizontal, or diagonal. Diagonal lines must be 45 degrees. 

2. The center of the map is enlarged. 

3. A distinctive interchange symbol is used. 

4. Street details are not shown. 

5. Lines are denoted by distinctive colors (although monochrome was used). 

6. Curves must be tightly radiused. 

7. Stations should be on straight - line segments (this is not absolute, but is never broken lightly 

(Figure 2) (Maxwell 2005: 6).  

 
Figure 2. Henry Beck’s London Underground map, 1931, London, Great Britain 

(https://datavizblog.com/2013/05/06/dataviz-history-henry-beck-and- 
the-london-underground-tube-map-1931/) 
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Other details introduced by him were simple, evenly spaced tick marks to point out stations, 

and uncrowded station names, since coherent typography is critical. These techniques has been 

known before, but Beck combined them in the one design as the first (Bain 2010). Over time, the 

London Undergound map has been developed and improved with the progress of transportation 

system. 

Reference to Mark Ovenden (1963) broadcaster, British author and the authority on the field 

of the cartography, public transportation graphical design and underground transit map emphasize 

that, mentioned above fundamental design rules are widely utilized in the diagrammatic Public 

Transport maps all over the world until this day. It provides all necessary information that one may 

needs during underground travel - order of stations and possible connections. “Every transport 

system apply graphic and cartographic design skills worldwide, with varying degrees of efficiency. 

Such approach helps the passengers to walk through what otherwise might be confusing labyrinths 

with the aid of clear and often beautiful or innovative maps and diagrams” (Ovenden 2007). 

Passengers must find a destination point to begin their journey, determinate preferred 

connections, and then navigate from the transit system stop or station to the desired target. This 

process involves multiple decisions and peculiar information requirements at each stage. One of the 

leading questions for anyone designing transit information, as a system map, is how much 

information does a passenger need (Bain 2010). To get acquainted with audience and the map 

function before map’s designing will make the creating process simpler, more clear in use and 

attractive to the receiver. 

The first figure below presents a map for passengers who have enough time for more detailed 

analyze and who is looking for the information about all possible aspects of public transportation. 

Each transportation line is marked with different color and there are assigned only names of final 

stops and main streets. The city center on the map is enlarged, to show more detailed information 

about transportation lines in this region and streets arrangement. In the bottom part of the map the 

legend is provided - it contains description of the signs appearing in the plan. That kind of maps 

helps to prepare or choose own traveling rout, which is the most desirable for the passenger 

(Figure 3). 



���������	
�����
	�����	
���
	��
������	��	
������� 	��	
�����
����	
 �
��������	
��




��	��
�
����	
 ���
�� ��
 ����
��������
	���������
�����
����
��
���������	
� ����
	���


 

167 
 

 
Figure 3. Fragment of public transportation map in Olsztyn city, Poland 

(http://www.zdzit.olsztyn.eu/pliki/nu_mapki/nowy_uk%C5%82ad_-
_schemat_dziennych_linii_miejskich.pdf) 

 

The second figure below is suitable for passengers who are interested in the specific 

connection in of transportation. Each route line is marked by a different color, all names of stations 

are provided, final stops and main streets and districts are also placed. There are indicated the rout 

way and type of stop as well. The map below would help to evaluate into what line to get in and 

where to get off or where to transfer to evaluate the preferable starting/ ending points of journey or 

general transport possibilities (Figure 4).  

 
Figure 4. Fragment of tram map in Riga city, Latvia 

(https://www.rigassatiksme.lv/files/tram_01062016_preview_lv.pdf) 
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The main aim of the third diagram - “a simplified drawing showing the appearance, structure, 

or workings of something; a schematic representation” (Definition of diagram in English. 

http://www.oxforddictionaries. com/definition/english/diagram), not map, because it includes only 

information which is to consider how many stations it would takes during passenger into the 

transport or transfer. It provides data about stops during the line ride. Such visualization contains 

particular information that passengers can read quickly and easily. The image below is an example 

of the diagram destined for user with his specific needs. This diagram visually conveys only the 

order of the stops, which is all of the information that the passengers are expecting from this map 

(Figure 5).  

 

 
Figure 5. Fragment of public transportation diagram in Warsaw city, Poland 

(Author: Laima Kalv� ne) 
 

Each part of public transportation communication map or diagram shown above are 

represented to ease individual rout of passenger, it helps to save time, use appropriate transport links 

and improve visual communication level between designer/ cartographer and data’s user. 

Conclusions 

By literature analysis of the cartographic and design research is obvious that the diversity of 

maps, also variations of the map design standards depends on different aims of it using. The 

transportation map design framework is built on cartography aspect basics, which over the time was 

updated, improved and simplified to make it much more attractive to the receivers. Transportation 

map includes communication concept which provides information exchange between cartographer/ 

designer and maps user. Graphical elements should be easy readable and identified beyond the age, 

language, education level and knowledge about surrounding. Nowadays diagrammatic maps based 

on Henry Beck's design rules are common all over the world in different fields of Public 

Transportation. The interaction between the two sectors, cartography and visual design, are being 

still researched and developed for passengers needs and conveniences.  
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Abstract 

History of paper-mache technology and it's application in conteporary textil art  
Key words: Paper-mache, paper, textile art, paper sculpture 
The art of making decorative objects from paper pulp is called paper-mache. Paper-mache literally from French (papier 
mâché) translates to “chewed, torn paper”. Paper was invented in China in the 2nd century BC, and at about the same 
time it began to be used not only for writing. The material was very expensive, and paper-mache was a way to give the 
paper a ‘second life’, to reuse the expensive material. Thus, in spite of the French title, the birthplace of paper-mache is 
considered to be China. History and distribution of this technique is very rich. From China, the interest in paper-mache 
spread to Japan and Persia, where it was used in mask making and festival activities. Eventually it spread across the 
world. Large imports of paper-mache objects, such as boxes, unique caskets, vases, jewelry, theatre props, dolls and 
collectible toys has filled European markets. Even interior elements, architectural moldings for walls and ceilings, 
decorative panels for walls, doors, mirror frames, candleholders, various furniture and original fixtures are produced 
from the material. Nowadays products in paper-mache ceased to be a result of the manufacturing operation, and turned 
into a unique authoring handmade technique. The attractiveness of paper-mache for a modern audience is based in the 
use of the natural materials, as well as in the preservation and use of classical art traditions and techniques of past 
centuries. 
The aim of  research is to discover the history of paper-mache technique and it's application in contemporary textile art.  
 
Kopsavilkums 

Papj%-maš% tehnolo' iju v %sture un t$s pielietojums laikmet&g$ tekstilm$ksl$ 
Atsl� gv� rdi:  papj� -maš� , pap�rs, tekstilm� ksla, pap�ru skulpt� ra 
Dekorat�vo priekšmetu izgatavošana no pap�ra masas tiek saukta par papj� -maš� , kas tulkojum�  no fran
 u valodas 
(papier mâché) noz�m�  “pres� ts, saberzts pap�rs”. Pap�rs tika izgudrots �� n�  2. gadsimt�  p.m.� . un apm� ram taj�  paš�  
laik�  to s� ka izmantot ar� ne tikai v� stu�u rakst�šanai. Materi� ls bija �oti d� rgs un papj� -maš�  k�uva par veidu, k�  pieš� irt 
pap�ram “otro dz�vi”, izmantojot šo d� rgo materi� lu atk� rtoti. T� d�  veid� , neskatoties uz francisko nosaukumu, par 
papj� -maš�  dzimteni tiek uzskat�ta �� na. Š�s tehnikas rašan� s un izplat�šan� s v� sture ir �oti bag� t�ga. Interese par papj� -
maš�  no �� nas non� ca Jap� n�  un Persij� , kur to izmantoja masku izgatavošanai un festival atributikai. Visbeidzot t�  
izplat�j� s vis�  pasaul� . Liels daudzums papj� -maš�  izstr� d� jumu p� rpl	 din� ja Eiropas tirgus. Papj� -maš�  tehnik�  tiek 
izgatavotas unik� las l� d�tes, v� zes, bi�ut� rija, te� tra butaforija, lelles un kolekciju rota�ietas. Ar papj� -maš�  izgatavo pat 
interjera elementus: arhitekt	 ras veidojumus griestiem un sien� m, dekorat�vos sienu un durvju pane�us, spogu�u r� mjus, 
sve
 turus, da�� das m� beles un ori� in� lus gaismek�us. M	 sdien� s papj� -maš�  tehnik�  rad�ti izstr� d� jumi vairs nav 
r	 pniecisk� s ra�ošanas rezult� ts, bet gan ir k�uvuši par unik� liem autordarbiem, kas tiek rad�ti vien�  eksempl� r� , 
izmantojot roku darbu. Papj� -maš�  pievilc�bas pamats m	 sdien� s ir dab�gu materi� lu izmantošana, k�  ar� klasisko 
m� kslas trad�ciju un iepriekš� jo gadsimtu tehniku saglab� šana un pielietošana. 
P� t�juma m� r� is ir  izp� t�t  papj� -maš�   v� sturi un  tehnolo� ijas,  akcent� jot  š�s tehnikas  pielietojumu laikmet�g�  
tekstilm� ksl� . 
 
Introduction  

In today’s world, in the era of computer technology and the rapid development of all, 

everything around us is constantly changing, is being improved and supplemented. Only in the 

world of art there are some canons, which are timeless. One such example is the technique of paper-

mache which since its appearance has not changed much. Interest in this type of art is constantly 

growing, but its details are a little chaotic and sometimes wrong.  

History of paper-mache technology 

  Paper-mache literally from French (papier mâché) translates to "chewed, torn paper". Paper-

mache is technology, which is used to create items of different sizes and weight, and material itself, 
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which can be easily shaped. The mass consists of a mixture of fibrous materials such as paper or 

paperboard adhesives, starch, gypsum, etc. (Goldovskiy 2009: 159). The term paper-mache is used 

to determine the manufacturing technique and ready object itself. 

The history of this technique is started at times, when paper was created. Paper was invented 

in China in the 2nd century BC, and around the same time it began to be used not only for writing. 

The material was very expensive, and paper-mache was the way to give the paper a "second life": to 

use the expensive material again  (Mao Co-Benj 1959: 6). 

In the manufacture of paper sheets used a mixture of cellulose, from which, if desired, you 

can sculpt figurines of various shapes. Ancient masters of handcrafts used special wooden 

workpieces, filled with pre-moistened mixture, thus obtaining a figurine. During excavations in the 

territory of ancient China, ancient armor and helmets, which were made of multilayer paper-mache 

- like material with varnish coating was discovered. These items belong to the Han Dynasty and 

dated III century BC. In those days, armor made of paper-mache were the most technologically 

advanced protective equipment, it was durable enough to withstand the arrows and glancing blow of 

the sword. Along with good strength, paper armor’s weight was very small, allowing the fighter in 

combat to move very quickly (Mao Co-Benj 1959: 14). 

The interest in paper-mache has spread from China to Japan and Persia. Japanese artists 

adopted this technique in the VIII century. They created the masks, holiday items, crates and boxes, 

as well as many statues of religious subjects. Of course, the quality and therefore the price could not 

be compared with the works of bronze and carved wood, but, nevertheless, products made of paper-

mache decorated houses of poor people as well as poor churches. "Hariko" is Jpanese artworks of 

paper-mache, are easy to manufacture, are cheap and looks impressive enough, just as expensive 

works of art made of porcelain, ivory and wood. Moreover, some masterpieces were solid enough to 

survive till nowadays. For example, Monju Bodhisattva statue was made in 1269 and now it is kept 

in the treasury of a Buddhist temple Tyugudzi (Ikaruga, Nara prefecture, Japan). Japanese statues of 

Monju symbolizes the voice of Buddhist Law and the power of Buddhism to overcome all 

obstacles. Monju was a disciple of the Historical Buddha (Prince Siddhartha, Gautama Buddha), 

was born and lived in the sixth century BC), and represents wisdom, intelligence and willpower. 

Monju symbolizes wisdom and the enlightened mind (http://www.onmarkproductions.com/html/ 

monju.shtml). 

Initially, Japanese paper-mache masters followed the scheme that was used by the Chinese. 

But over time, the Japanese have found a slightly different way of working. They soaked cut paper 

strips in water for twenty days. By the way, ancient masters have used recycled paper in this 

practice. 
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Layer by layer masters was covering the forming molds with paper and glue, to get very 

durable product. If the product’s shape was too complicated, Japanese made it of two halves, which 

was glued together after they dried out completely. In order to preserve the shape of the product 

over time, the figure was filled with paper. The final step in the process was the varnishing and 

staining. This way of forming paper-mache igures became the prototype for our contemporary 

masters. But in ancient Japan this manufacturing technique spread throughout the country (Mao Co-

Benj 1959: 17-19). 

In ancient Egypt paper-mache sarcophaguses were made for the pharaohs, as well as death 

masks. Egyptians used papyrus or linen sheets, mixed with plaster for paper-mache  basis 

(http://gearmix.ru/archives/17694). 

By the 10th century AD paper-mache  spread in Morocco and Central Asia (Mao Co-Benj 

1959: 20). 

Only in the 70s of the XVII century paper-mache  became known all over the world, 

including France. In 1740 the production of lacquered paper-mache crafts had begun. Works was 

based on samples, which have been imported from Japan. Business was very successful. Masters 

began inventing advanced adhesives and technologies, thanks to which the products had the same 

strength as a wooden ones. French masters have discovered great potential of paper-mache, and 

began to use the technique to manufacture moldings, boxes, dolls and even furniture 

(www.papiermache.co.uk/articles/history-of-papier-mache-dolls/). 

In Europe, since 1725, paper-mache appears as an inexpensive alternative to stone and carved 

wood. Also, paper-mache with plaster as binding element is being used to make moldings for 

interiors. 

A peak of paper-mache popularity came in the XVIII century. The poor people, who could not 

afford expensive decorative products, made of ceramics, porcelain, bronze and carved wood, with 

pleasure bought cheap crafts, even despite the fact that their quality was lower. During this period, 

paper-mache was one of the main British crafts. Since 1772 Birmingham became the main center of 

paper-mache manufacture. Here, the masters were making paper-mache  tables, chairs, lamps, 

bookshelves, bed frames, wall decorations, picture frames. Top products was covered with gold 

finish or inlaid with nacre (http://history-design.livejournal.com/86913.html). 

Most often, paper-mache was used for the manufacture of dolls. In 18th century in France, it 

was established mass production, and today these dolls are still highly valued among art collectors 

(Berry 2002). Till today, paper-mache  technique is used in theaters to manufacture the scenery and 

accessories. Paper-mache items are lightweight and can be easily moved all around the stage. If 

these products are not exposed to moisture, they can last for a very long time (http://www.c-a-

m.narod.ru/techno/papie-mashe.html). 
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In 1793 in Norway the church was built, using paper-mache. This building stood for 37 years! 

In America paper-mache was used to build canoes. This craft was developed in the 19th century. In 

the late 19th and early 20th centuries there was created some light dome structures such as the 

observatories – all made of paper-mache.  

During the American Civil War (1861-1865), even weapons were partly made of paper-

mache: small arms and artillery. During the Second World War (1939-1945), some American planes 

had parts made of paper-mache (https://en.wikipedia.org/wiki/Papier-mâché#cite _note-13). 

The technique of paper-mache  was brought in Russia by Peter I (1682-1725). In Russian 

cities there were entire industrial production of paper-mache, and to this day Russia – is one of the 

countries where the paper-mache is still very actual craft. The famous Russian lacquer miniature is 

based on paper-mache: caskets, hairpins, different ornaments (brooches, earrings, bracelets). Craft 

nowadays is developed in the cities of the Golden Ring of Russia (http://www.c-a-

m.narod.ru/techno/papie-mashe.html). 

The techniques of paper-mache in Latvia was associated with traditional folk holidays. In the 

dark winter time, when all agricultural works were finished, it was time for "masks and stilts" feast, 

called M� rti ( i. It was critical to prepare for this event carefully: for example, make masks of ghosts, 

that wanted to appease. Traditional masked parades in Latvia were particularly popular in the late 

19th - early 20th century. Masks were made from unwanted household items, old clothes, and 

mostly of paper (Ranc� ne 2009: 37). 

Also, the use of paper-mache in Latvia is closely connected with the creation and 

development of the Latvian Puppet Theatre in 1944. Puppets for theathrical performances were 

made of paper, using different techniques: tissue puppets with paper heads or pure paper puppets 

(L�ne 2004: 24). 

The paper-mache technique is used for a long time, and because of its relative simplicity, 

gained its rightful place among the bright variety of arts and crafts. 

Paper-mache preparation methods 

Paper-mache is material which is perfect for creating three-dimensional forms. For artists it is 

attractive for its ease of manufacture and use. It is similar in properties to the plasticine or clay, but 

does not require such training and serious material base. Master does not need a kiln, it is not 

necessary to buy special materials or to acquire equipped workshop. Paper-mache allows the arts at 

home. All you need for this it is only paper and glue. 

The interest in this craft is constantly growing, so there are many ways and methods to 

manufacture paper-mache paste. As in ancient times, artists create their own unique recipes, 

complementing its secret ingredients. However, since the invention to the present day, classic recipe 

of paper-mache mass remains unchanged. 
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Depending on the desired effect, methods of working with paper-mache are changing. There 

are two basic techniques for forming articles: 

1. paper-mache, based on paper pulp; 

2. “flaky” or layered with strips paper-mache. 

The first method is the creation of paper mass, from which the product is being formed. The 

process of preparing the masses is quite simple. First we need to select the paper. Paper is being 

selected depending on the purpose, which sets the artist. Color and density affects the paper quality 

in the same product. If you create a lot of colored paper, the product will become a shade of this 

paper. The denser the paper, the longer it should be kept in water: so it becomes softer. The easiest 

and most favored option among the masters is to use a very simple gray toilet paper. According to 

its properties it is ready for shredding immediately after contact with water, which greatly speeds up 

the manufacturing process and saves time. After selecting the paper, it is crushed into small pieces 

and soaked in water completely. The rate of swelling of the paper depends on water temperature. 

The warmer is water, the faster it will go through this process. In today's world, paper shredding 

process has become even easier, than it was before. Of course, the paper can be crushed by hand. 

But it will take more time, and the resulting pieces are getting different sizes. Much more simple is 

to grind already soaked paper in blender, mixer or food processor. Thanks to these devices, it is easy 

to process a big amount of paper (���:�F� ��  2015: 8). 

Once soaked paper transforms into a mush, it is worth to remove excess water. This can be 

done by using cheesecloth or colander. This is followed by the step of adding an adhesive. This is 

the most basic and crucial moment. Glue is needed in the exact measure: this quantity is determined 

by master, but this skill comes only with experience and during countless experiments. If case of 

lack of adhesive, the product will literally fall apart in user’s hands. If too much glue will be added, 

the forming mass will be very fluid. When the paper is mixed up with the glue, the resulting mass 

must be thoroughly mixed. This is a long, but enjoyable process that can be compared with a 

soothing therapy. It is necessary to stir the mass until it stops sticking to your hands and the density 

will be similar to cottage cheese (���:�F� ��  2015: 10). 

Different recipes can offer various ingredients that are added to the forming mass. A little 

amount of linseed oil or putty is being added for plasticity. For density and strength of the product 

small wood chips is added to the mass. Anyway, determining the “secret ingredient” is a long 

process, followed by experience and long-term experiments with this wonderful material. 

The ready mass is applied to the model’s surface evenly. Layer needs to be thin enough, to 

accelerate the drying process of the product. Each layer is applied one after another, when previous 

had dried out completely. After drying the surface of paper-mache figure is not perfectly smooth. It 

has a specific texture, which depends on how thoroughly paper was grinded. The more pulverized it 
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is, the smoother is surface. The process of polishing should take place exclusively prior to the 

painting of the product. When the product has not been painted yet, it can be sanded, some shapes 

added or removed. The coloring process is final stage. Paper products can be colored with acrylic, 

oil or enamel paints. To improve the strength of the product, at the end it is covered with varnish. 

Thus, it will be protected from moisture and dust, however, direct and prolonged contact with water 

can damage paper products (���:�F� ��  2015: 12). 

When you use the first method to create paper-mache products, the forms or models may be 

used, for covering with forming mass. It can be balloons, baking foil, which is easy to form, clay, 

concrete (to create more complex shapes), cloth, crumpled paper, bottles or boxes. All these objects 

are used as a base and can be retrieved later. Thus, the final product is hollow and very lightweight. 

Models can be fastened together with paper tape, thread or wire. Thus, complex and unusual shapes 

are being made from very simple patterns. At this point, the master is guided only by his or her 

ingenuity and imagination. Paper-mache is not limited in the choice of materials and methods of use 

(���:�F� ��  2015: 16). 

Another way to create paper-mache products is so-called “flaky” or layered paper-mache. In 

this case, the paper is torn into pieces, placed on a prepared form in layers with glue. During this 

process, it is not recommended to use scissors; otherwise very sharp edges can appear. If the paper 

is grinded by hand, its edges merge well with the surface of the paper, used in entire figure. The size 

of the pieces depends on the size of the product: the smaller it is, the smaller pieces of paper should 

be (���:�F� ��  2015: 6). 

Type of paper affects the texture and appearance of the product. Too thick paper can not 

conform to the shape well. Newsprint or kraft (non-industrial) paper is more preferred. Alternating 

between these two types of layers is more convenient to use and count; this technique is precisely 

the work in layers. It is not recommended to put many layers at once; it will slow down the drying 

process and increase possibility of deformation of the product. 

As soon as the previous coat dries, you can apply the next layer. To improve strength of the 

product, cheesecloth can be laid between layers and covered with glue. Paper strips and glue are 

applied to the surface in sequence, each time capturing of the previous piece. Paper should be firmly 

applied to the surface, unless folds are not part of the idea. While working with a grinded 

newspaper, you can combine rhythms of the text and pictures on it. It is also environmentally 

friendly to use kraft paper in products. In specialized shops there is a huge selection of fine paper 

with beautiful patterns that can be used for layered paper-mache. Skilled craftsmen often make 

paper for paper-mache themselves: draw on it specially designed illustrations and print photos. 

Layered paper-mache is also best for clear and concise forms. Thus both methods can be combined 

and complement each other (���:�F� ��  2015: 14). 
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For the modern consumer, products which are made of paper-mache are attractive, because 

they are made using natural materials. If artist is skilled, the craft of paper-mache can be quite 

profitable, because it is possible to make almost anything you want. This may be the original casket 

or chest, painted mask, Christmas decorations, dolls, even furniture and adorable unique art objects. 

The main idea is to use the imagination and a lot of patience, because any handmade products 

are often valued much higher than industrial, because they are unique and produced in most cases as 

one and only item.  

Paper-mache application in contemporary textile art of 21th century 

Contemporary art is art produced from the 1960s or '70s up until at the present period in time. 

Contemporary art includes, and develops from, postmodern art (the end of 20th century), which is 

itself a successor to modern art (the late 19th and early 20th centuries). In vernacular English, 

"modern" and "contemporary" are synonyms, resulting in some conflation of the terms "modern art" 

and "contemporary art" by non-specialists  (Aldersons 2011:85). 

Conteporary textile art has ceased to be exclusively traditional. Now artists are engaged in 

search and discovery of new forms and materials. Nowadays textiles are stylistically linked with 

spatial forms. A conteporary textile art has principles that run counter to the principles of traditional 

decorative textiles. First and foremost, textiles ceased to be two-dimensional; it moved into space 

and has got volume. Since the mid-20th century, textile art is constantly evolving and appears in a 

various, new forms. Textiles are now not just a beautifully designed pieces of cloth, it can be 

displayed now as absolutely independent installation (Kalniete 1989: 22). 

Exploring paper-mache application in contemporary art, it is worth to mention the artist, who 

changed the understanding of this material and its possibilities: French theater artist and sculptor, 

representative of a new realism, Niki de Saint Phalle (1930-2002). She made huge sculptures of 

paper-mache, which became one of the symbols of conteporary art named “Nana” 

(http://www.artcritical.com/2016/03/31/paul-maziar-on-niki-de-saint-phalle). In these 

sculptures author begins to embody the feminine archetype and analyze the role of women in 

society. The art of Niki de Saint Phalle is literally woven of contrasts, as well as her own 

personality. Happiness is adjacent to the horror, dreams with nightmares, violence with tenderness. 

Using paper-mache and mixing it with other material like textile, this artist created stories, which 

excited public and reformed the perception of paper-mache in cultural masses 

(http://nikidesaintphalle.org/catalog-raisonne-project/ ) (Figures 1, 2).  

In contemporary art history are many professional artists and artisans who choose paper-

mache, as the main type of activity; however, not only individual artists leave their mark in the 

history of paper-mache. Obvious examples of such artists are a French creative union of Sophie 

Mouton-Perrat and Frédéric Guibrunet, who create graceful and luminous sculptures of very 
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special style. For nearly 10 years artists have combined soft lighting with delicate paper craft to 

create ethereal sculptures. Working under the name “Paper beings”, the duo uses the paper-mache 

technique to construct life-sized women clad in elegant, billowing gowns that double as lamps. The 

top portion of the unconventional, all-white lantern features the ladies’ upper bodies while their 

pleated skirts illuminate the space. 

To produce these creations—which have been displayed in locales like the Paris Opera 

House—Mouton-Perrat and Guibrunet work in true collaboration. They are each responsible for 

half of the sculptures: Mouton-Perrat shapes the figures and concentrates on characters’ facial 

features, hair, dress, and graceful poses, while Guibrunet develops the base and lighting. 

(http://www.papieraetres.com/sculptures_lumineuses.php)  (Figure 2) . 

Many more masterpieces are created by Russian artist Dina Khaychenko (:	��  >� ,���� ). 

Dina is a member of the Russian Union of Artists and the inventor of a unique, patented technology 

for the creation of a material based on paper mache cotton fibres. This material turned out to be the 

most appropriate for Dina’s individual creative style and allowed her to create new forms and styles, 

in which light replaces color and a wire frame becomes graphical lines. Dina Khaychenko creates 

houses, dirigibles and balloons. Khaychenko’s works attract people by complexity of shapes and 

sizes. Artist produces whole cities, with streets and lots of inhabitants, mixing  paper-mache with 

textiles (http://www.artinheart.ru/post/people/1412.shtml)  (Figure 4). 

Susan Grabel (1951) is a New York sculptor, feminist and social activist who explores the 

human dimension of social issues in her figurative sculptures in handmade cast paper. Her paper 

sculbtures is always about something, inextricably tied to the social and political narrative of the 

world around her. The most popular and adorable art work by Susan Grabel is paper sculptures 

“The Venus Cycle”(1999-2007). This artwork explores the reality of the older woman’s body, un-

idealized and imprinted with life’s experiences, Society’s emphasis on female beauty as youthful 

and slender belies what women see when they look in the mirror and discounts the grace and 

strength of older women’s bodies (http://www.susangrabel.com/venus_castpaper2.html) (Figure 5). 

With a brazen acceptance, Grabel normalizes the changing seasons of the female form. The beauty 

and lightness of the paper echoes the strength and vulnerability of older women. Grabel adds color 

and texture by working with different fibers that shrink at different rates. She boils onion skins, 

garlic skins and corn husks, enhancing the organic nature of the handmade paper 

(http://www.susangrabel.com/index.html). 

Artist from Holland Miriam Londoño (1966) also leaves mark in the history of paper-mache.  

She said about her work: “My artwork has evolved around paper, a material that lends itself to all 

kinds of conceptual and formal transformations. Paper supports not only what we place on it but our 

very ideas and memories, so instead of simply  drawing  on   paper  I converted paper into the ´ink´ 
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with which to draw and write. I do not draw on paper but with paper, building my works in the air” 

(http://www.miriamlondono.com/artwork/sculptures). For the past ten years Londoño’s artistic work 

has focussed on a type of drawing derived from hand-made paper techniques. Using damp paper 

pulp she draws figures on a fine mesh, stretched taut on a frame. As the pulp dries the drawings can 

be peeled off from the mesh. 

This technique has a rare sculptural and textile quality, which has inspired the artist to develop 

new ways of working. She began writing words on the mesh fascinated by the visual aspect of the 

graphic signs that the pulp’s liquid track produced. Further down the road, she decided to work with 

poetic texts and thus made the leap to using images taken from newspapers and books as a basis for 

her works, mainly guided by her use of drawing as a tool to establish her position in relation to the 

world (http://www.miriamlondono.com/artwork/sculptures) (Figure 6). 

Greek artist Vally Nomidou (1959) creates delicate life-size sculptures of women and girls 

using paper and cardboard. The internal frames are a vertical and horizontal grid of cardboard to 

give support to the structure, while the outer “skin” layer is constructed from newspaper, paper 

towels, handmade paper, and other salvaged materials that have been cut, sewn, glued, and 

otherwise manipulated for a realistic rendering of her subjects. Her work is tender yet strong, 

vulnerable yet somehow durable, revealing yet hiding something, beautiful and terrible, all finding a 

true border of humanity. Nomidou brings the viewers in and allows them to complete the story for 

themselves. Vally Nomidou’s fragile yet monumental sculptural figures represent a perfectly valid 

artistic proposition. Her arduous, sincere investigation on both the theoretical and practical levels 

achieves a harmonious integration of concept, aesthetics and technique. For all these reasons, these 

“wounded” creatures, these shocking yet poetic figures, are an important, complete, original 

proposal for a contemporary figurative textile sculpture in the early 21st century 

(https://vallynomidou.wordpress.com/) (Figure 7).  

Among the Latvian artists, who work with paper-mache is young artist Velta Emilija Platupe 

(1987) with her unique view of the world. She creates mythical images, characters and masks of 

paper-mache, which encourage viewers to think about the unknown, mystical miserable 

evolutionary phenomena. Artist mystify and recreate your own universe in the way the enigmatic 

world. Large human sculptures surrounded by various characters, made by V. E. Platupe, are full of 

philosophical meaning and reflect the mystery of the human soul. Color she used for documentation 

and provoking different emotions. Vibrant, expressive, baroque lines and forms create a dense, 

vibrant universe which is full of suppressed energy. About yourself artist told: “My work is about 

the young and beautiful, but it’s also about the old and ugly. Humans need compassion when they 

are newborn babies. As we grow old, we need it even more. Art is a powerful tool in order to 

achieve and awake that sensitivity” 
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(http://www.valmiera.lv/lv/galerijas/363_valmieras_muzeja_atklata_izstade_celibats/)(Figure 8). 

Conclusions 

Summarizing all, it can be concluded that the paper-mache history is started at times, when 

paper was created. It was in China in the 2nd century BC. Gradually the interest in paper-mache has 

spread from China to Japan and Persia. Only in the 70s of the XVII century paper-mache  became 

known all over the world, including France. In Europe, since 1725, paper-mache appears as an 

inexpensive alternative to stone and carved wood. A peak of paper-mache popularity came in the 

XVIII century. The poor people, who could not afford expensive decorative products, made of 

ceramics, porcelain, bronze and carved wood, with pleasure bought cheap crafts made from paper-

mache.  

Most often, paper-mache was used for the manufacture of dolls. In 18th century in France, it 

was established mass production, and today these dolls are still highly valued among art collectors. 

As in ancient times, artists create their own unique recipes, complementing its secret 

ingredients. However, since the invention to the present day, classic recipe of paper-mache mass 

remains unchanged. If artist is skilled, the craft of paper-mache can be quite profitable, because it is 

possible to make almost anything you want. This may be the original casket or chest, painted mask, 

Christmas decorations, dolls, even furniture and adorable unique art objects. In contemporary art 

history are many professional artists and artisans who choose paper-mache, as the main type of 

activity; however, not only individual artists leave their mark in the history of paper-mache. 
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Figures 
 

 
Figure 1. Niki de Saint Phalle’s first accessible sculpture, 1966 

(http://nikidesaintphalle.org/category/news-announcements/) 
 

 
Figure 2. Niki de Saint Phalle, Black Dancing Nana, 1968 

Painted paper-mache sculpture, 230 x 150 x 60 cm. 
(http://www.artcritical.com/2016/03/31/paul-maziar-on-niki-de-saint-phalle/) 
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Figure 3.  Sophie Mouton-Perrat and Frédéric Guibrunet. 3 creations, 2013 

(http://www.papieraetres.com/sculptures_lumineuses) 
 

 
Figure 4. Dina Khajchenko. Paper-mache sculpture from “Day and Night” series, 2012 

(http://www.artinheart.ru/post/people/1412.shtml) 
 

 
Figure 5. Susan Grabel. Venus in Proliferation. Cast paper, 50 x 90 cm, 2006 

(http://www.susangrabel.com/venus_castpaper2.html) 



���������	
�����
	�����	
���
	��
������	��	
������� 	��	
�����
����	
 �
��������	
��




��	��
�
����	
 ���
�� ��
 ����
��������
	���������
�����
����
��
���������	
� ����
	���


 

182 
 

 
Figure 6. Miriam Londono. Paper sculpture “Without words”, 60  x 60 cm, 2011 

(http://www.miriamlondono.com/artwork/sculptures) 
 

 
Figure 7. Vally Nomidou.  

Let it Bleed 6, 2010 
(https://vallynomidou.wordpress.com/) 

 

 
Figure 8. Velta Emilija Platupe.  

Paper-mache sculpture from art show 
“Celibacy”, 2015 

(http://www.valmiera.lv/lv/galerijas/363_valm
ieras_muzeja_atklata_izstade_celibats/) 
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LATVIA’S NEXT-GEN GRAPHIC ARTISTS 
 
Je!ena Ko�ev" ikova, Ilze L&biete 
Daugavpils University, Vien�bas street 13, Daugavpils, Latvia, LV-5401 
kozevnikova.jelena@gmail.com, ilze.libiete@gmail.com 
 
Abstract 

Latvia’s next-gen graphic artists 
Key words: graphic, graphic’s techniques, Latvia’s modern art, graphic artists 
Conception of graphic art, is widely increased in nowadays, because of persistent acquire of new ideas and art practices, 
which is key feature of modern art. As a result, variety of graphic art grew heavily – constantly acquiring new aspects 
and experimenting with new materials, but also not forgetting about classic techniques of graphic art.  That is why 
Latvia’s contemporary art is rich with outstanding graphics artists, which is masters of their profession. But time goes 
and everything sees it’s end, and on Latvia’s art horizon start to appear new faces and new talents of Latvia’s graphics 
art. Which already had their opportunity to demonstrate highest level of their mastery and creativity, not only in Latvia, 
but also on international level. 
Living in a rhythm of modern fast-paced technology and innovation era, Latvia’s graphic artists, still say “Yes!”, to 
classic techniques of graphic art – linocutting, lithography and drypointing. However, they are open-minded persons 
and like to experiment with new techniques (for example – digiprint), or if it is suitable for their idea – combine them, 
to reach their goal. 
Aim of this paper is to get acquainted with Latvia’s next-gen graphic artists, their ideas and views, as well with results 
of their creative, acquiring brief review of Latvia’s graphic trends in general. As a result reader will become familiar not 
only with Latvia’s domestic artists and their creativity, but also will get general review of the current trends in the world 
of graphic art, which is not only classic, but also very innovative, it the terms of new materials and techniques.   
 
Kopsavilkums 

Jaun$s paaudzes Latvijas grafi( i 
Atsl� gas v� rdi: grafika, grafikas tehnikas, grafi/ i, Latvijas m� sdienu m� ksla 
Grafikas j� dziens m	 sdien� s tiek skaidrots visai plaši, jo ejot vien�  sol� ar laiku un t�  noteiktaj� m m� kslas tendenc� m, 
esošais nemit�gi tiek papildin� ts un bag� tin� ts, uz� emot sev� visu jauno. Taj�  paš�  laik�  att�st� s ar� š� m� kslas virziena 
klasiskie elementi. Latvijas laikmet�g�  m� ksla ir bag� ta ar izciliem grafi� iem, sava aroda meistariem.  Ta
 u laiks rit bez 
apst� jas un vec� s Latvijas grafikas m� kslinieku paaudzes viet�  n� k jaunie. Kas piedaloties da�� d� s izst� d� s, jau ir 
sp� juši pieteikt sevi ne vien Latvij� , bet ar� � rpus t� s robe�� m, ieg	 stot ar� godalgas starptautisk�  m� roga pas� kumos, 
kas apliecina savas meistar�bas un kreativit� tes augsto l�meni. 
Latvijas grafikas m� kslinieku jaun�  paaudze, dz�vojot m	 sdienu straujaj�  tehnolo� iju un jaunin� jumu laikmeta ritm� , 
pieturas gan pie ierast� s (klasisk� s) grafikas, izmantojot plašu spektru jau paz�stamo grafikas tehniku – linogriezumu, 
litogr� fiju, sauso adatu un citas, gan ar� ir atv� rta pret novit� ti: vienlaikus eksperiment� jot ar da�� d� m tehnik� m, 
piem� ram, veidojot grafikas un instal� cijas kombin� cijas vai ar� veidojot kaut ko piln�gi jaunu. 
P� t�juma m� r� is ir iepaz�ties ar jaun� s Latvijas grafi� u paaudzes dai�radi, apskatot ar� m	 sdienu Latvijas grafikas 
tendences kopum� . T� d� j� di las�t� js iepaz�sies ne tikai ar jauno Latvijas grafi� u paaudzi, bet var� s ar� visp� r�b�  uzzin� t 
par jaunajiem pašm� ju m� ksliniekiem un to radošo darb�bu un dai�radi kopum� , g	 stot priekšstatu ar� par aktu� laj� m 
pasaules m� kslas tendenc� m un da�� du gan klasisko, gan ar� novatorisk� ku pieeju izmantošanas iesp� j� m.  
 

Latvia’s graphic art in nowadays 

Graphic art is very specific and interesting form of art, with many definitions, for example: 

“Graphic art is variation of fine art, which is summarized end product, consisting elements of 

drawing and printed image” ()	#�  	%����%	���"����  	��������  http://art-zs.ru). Other graphics 

definition were offered during graphics exhibition “Vielmai( a” (or “Metabolism”) (Petraškevi
 s 

2009: 2), based on Vienna definition (adopted in 1960-ties) defines graphic art as “piece of art, by 

artists “touch” separated from clichés, signed and implemented in certain amount”. (Jankovska 

2010) There are several techniques for graphic art, for example, linocutting, lithography, xylography, 

etching etc. – these techniques often is considered as a classic elements, and therefore, base 

components of graphic art, which is also major direction in Latvia`s art. And there is a lot of 



���������	
�����
	�����	
���
	��
������	��	
������� 	��	
�����
����	
 �
��������	
��




��	��
�
����	
 ���
�� ��
 ����
��������
	���������
�����
����
��
���������	
� ����
	���


 

184 
 

example to prove it, not by artists activities from different Latvia`s graphic art generations, but also 

activities as a community – establishing “Grafikas biedr�ba” (or “Graphic Association”) in 1994, 

but later in 2010 founding “Oforta � ilde” (or "Etching Guild"). 

However, constantly increasingly diversity of possible presentation ways and options, 

gradually affect natural evolution of graphics as an art genre in Latvia. Trying to be modern and 

cope with pace of time, especially Latvia`s New generation`s graphic artists, are widely influenced 

by new vibes of modern art.   There are several examples that prove this modern tendency – like 

graphic exhibitions “Metabolism”, “ Grafika – S” (or “Graphic – S”) (Studija Nr.2: 

http://www.studija.lv), 16th triennial of Tallinn`s graphic art exhibition “Literacy – Illiteracy” 

(Studija Nr.2: http://www.studija.lv).  Many presented graphics artworks, was created in a big 

variety of techniques, not only classic, but also in a new ones, for example animations, digiprints, 

installations and video-installations. 

Presented artworks differ from traditional perception of graphic art, which is obvious 

evidence that classic trends of graphic art evolve and Latvia`s graphics artists are quite open minded 

towards modern vibes. As a result, new elements of graphic art are likely to appear, but at the same 

time traditional elements of graphic art – lines, dots and squares also are quite common. 

Simultaneously, usage of multimedia elements constantly increases trying to offer new experience 

to the viewer. 

Although, there is no general opinion about it – does it is still good and appropriate for 

nowadays artist’s art performances, or it is little bit too much.  For example, artist Katrina Sauškina 

thinks, that “there should not be limits for the artists, to present his masterpiece”, which basically 

means, that artists is free to run any technique, material or even mix genres, if it is suitable for his 

idea. (Petraškevi
 s 2009: 81) At the same time scientist of art, Santa Mi
 ule points: “Often artworks 

that is announced as a graphics have only associative link to its origins, which can confuse the 

viewer” (Studija Nr.2: http://www.studija.lv). However, opinion of critique of art, Zanda Jankovska, 

is short: “Among the techniques of graphics prints on the podium also lies examples of digiprints”, 

which is loaded with full disagreement to what has been witnessed. 

Great examples of modern graphic art, which can visualize given opinions, were presented on 

exhibition “Graphic – S” (2014), with lots of artworks and graphics installations made by Latvia`s 

top artist. (See pictures 1.1.; 1.2.). 



���������	
�����
	�����	
���
	��
������	��	
������� 	��	
�����
����	
 �
��������	
��




��	��
�
����	
 ���
�� ��
 ����
��������
	���������
�����
����
��
���������	
� ����
	���


 

185 
 

Shown examples isn’t typical presentation of graphic art, but, they were exhibited in 

exhibition, dedicated to graphics, therefor, in some ways, it is accepted as graphic art. But such 

acceptance doesn’t mean that original or classic techniques soon will be replaced by its modern 

counterparts, it just shows overall situation of modern graphics orientations (or suspected 

orientations). 

Classic techniques of graphics continue to evolve, constantly absorbing modern vibes, with no 

sign of decline. Recent exhibition “Strong water. Etching art guild – 5” and art symposiums in 

Daugavpils Marc Rothko Art Center is a good example to this trend. (IV Starptautisk�  Latgales 

grafikas simpozija izst� de – nauda: http://www.rothkocenter.com) Previous mentioned exhibitions 

like “Metabolism” and “Graphic – S” also are good example. These exhibitions gathered many 

Latvia’s artists from New and Old graphic arts generations, presenting interesting masterpieces 

made in big variety of techniques, like – linocutting, lithography, xylography (or woodcutting), 

etch, drypointing etc. 

However, Latvia’s graphic arts classic techniques, shouldn`t be considered, only as a local 

product, and are well known beyond countries borders. For example at Bavaria’s city of Bad Steben 

graphic museum, were held exhibition “Grafik aus Lettland” (2012) (Vanaga 2012: 

http://www.arterritory.com) (or “Graphic from Latvia”), representing colographies of Paulis Liepa, 

mix graphics techniques of Juris Petraškevi
 s, linocuttings of J� nis Murovskis etc. Similar activity 

of Latvia’s representatives were seen on “XI Baltic sea countries graphic art biennale 

“Kaliningrad  – Konigsberg” (Latvia Receives Several Awards at the Baltic States Biennial of 

Graphic Arts „Kaliningrad – Koenigsberg”: http://www.lma.lv) (2013). Where several artists from 

Latvia’s delegation receiver all around positives reviews, medals and awards – Latvia’s exhibition 

for good curator work received special award, artist L�va R	 tmane won “Grand Prix”, but Reinis 

Egl�tis achieved medal for most original solution in work techniques. (Latvijas m� ksliniekiem 

vair� ki apbalvojumi bienn� l�  Ka�i( ingrad� : .http://www.delfi.lv) Participation of other Latvia’s 

Picture 1.1. View from excibition „ Graphic – S” . 
Publicity photo (2014). (Studija Nr.2: 

http://www.studija.lv) 

Picture 1.2. D. Boitmane. “Metamorphosis of 
sounds”. Installation . Publicity photo (2010).  

(Studija Nr.2: http://www.studija.lv) 
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Picture 2.1.1. R. Egl&tis. Expansion. Paper, silk 
screening, fold. (2013).  

(Studija Nr.2: http://www.studija.lv) 

graphics artist – Guntars Sieti� š in Cologne’s “Art. Fair. 2014” (Ka�e-Zumberga 2014: 

http://www.arterritory.com) (2014) are also worth of mention, as well as several Latvia’s artists’ 

works of art, created in mecoink technique, which was included in prestige exhibition “Time of the 

Mezzotint: Colours beyond the stars” of Tokyo Jozo Hamaguchi (1909–2000) museum of art. 

(Ka�e-Zumberga 2014: http://www.arterritory.com) 

Given examples of successful representation of Latvia`s graphics art, were all about its classic 

vibes and techniques, which demonstrates that classic graphic art is here to stay, and are quite 

adaptive to today’s tendencies. Despite new techniques and ways of presentation (graphic 

installation digiprint and video installation) classic elements of graphic art, are still popular, 

refusing to become part of old-school art. It has a strong, solid background, which will not be 

abandoned despite all modern and (in some ways) mainstream art presentation tendencies. 

Latvia’s New generation of graphics artists 

Previously mentioned highly awarded activities of Latvia’s graphics artists wasn’t achieved 

and represented only by members of it’s older generation, but also by new ones, and despite their 

new age, they also can greatly contribute to development of classic graphic art’s techniques. 

Many of them have participated in the abovementioned exhibitions and art events here in 

Latvian or abroad, exhibiting their works next to the old generation graphics artists. 

Many of them, just recently graduated their universities and art colleges and are very eager to 

prove themselves with many fresh ideas and concepts. 

We should mention such artists as Ieva Nagli� a, M� r�te 

Elksne, L� sma Puj� te, Maija Mackus, Liene Bondare, 

Ausma Šmite, El�na Alka, Reinis Egl�tis, Paulis Liepa 

and many other talented individuals. 

Classic techniques (linocuttings, lithography, 

drypointing or collagraphy) and materials are quite 

popular and widely recognized among Latvia’s new 

generation artists, as they like to experiment with 

known techniques, as well mix them to acquire something new. (See 2.1.1.pic). 

But some artists of Latvia’s graphics new generation may be highlighted especially, like 

M� r�te Elksne (1979) – graduate of Latvia`s Art academy (Master degree (2006), bachelor degree 

(2004) in visual and plastic arts – graphics). Participated in “International Baltic sea countries 

graphics biennale “Kaliningrad – Konigsberg”” (Russia 2008), Baltic countries modern graphics 

exhibition “Power and Man” (United Kingdom 2006) and in many other artistic activities on local 

and international level. (Petraškevi
 s 2009: 68) Her colorful artworks series, made in linocutting 
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Picture 2.1.2. M. Elksne. 
Artwork form cycle „ Todays 

weather will be sunny” 
Linocutting.  (2006 – 2009). 

(Petraškevi
 s 2009: 20) 

technique, „Todays weather will be sunny”, gain special praise on exhibition “Grafik aus Lettland” 

at Bad Steben graphic museum (Germany 2012). (Vanaga A 2012: http://www.arterritory.com) 

General artworks presentation idea is to give impressions or to 

recall everyone’s childhood memories and all that related to it. At 

the same level this artwork contains several layers of information, 

which at some point may looks very symbolic or very philosophical, 

because it constantly reminds something very warm and cuddly, but 

also something that have to be forgotten and should remain in a past, 

and chosen graphics techniques strengthens these impressions. 

Colors are light and warm; artwork is completed with high level of 

accuracy and precise. (See 2.1.2. pic). 

Maija Mackus – LMA graduate (Master degree (2009), 

bachelor degree (2003) in visual and plastic arts – graphics, studied 

at University of Castilla-La Mancha (Spain 2008).  Participated in 

several group exhibitions in Latvia and abroad, representing 

Latvia`s graphic artists on exhibition “Signs of the times” (Belarus 

2008) and in Erasmus student exhibition “No teremos permision” 

(Spain, 2008). Stand out element in Macka’s style is plasticity of presented characters, (See 2.1.3.; 

2.1.4. pic), how they collaborate and gives true impression liveliness and sense of movement, as 

well as the vivid use of color and detailed workmanship. 

Ausma Šmite – LMA graduate (Master degree (2011), bachelor degree (2009), studied in 

France as well (2007). Won a special award for curator work at “XI International Baltic sea 

countries graphics biennale “Kaliningrad – Konigsberg”  (Russia, 2013), also were participant of 

art residency in Belgium (2016) and Finland (2013). Participated in several group and solo 

exhibitions in Latvia and abroad (United Kingdom, Germany and Japan). For example, triennial in 

Picture 2.2.2. M. Mackus. Spori� š. Linocuttings. 
(2010). (Studija Nr.3 2010: http://www.studija.lv) 

Picture 2.2.2. pic. M. Mackus. Spori� š. 
Linocuttings. (2010). (Petraškevi
 s 2009: 39) 
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Poland (2011) and biennale in Lithuania (2014) and Canada (2011) etc. Since 2013 is member of 

“Graphics camera” union. (Ausma Šmite: http://www.ausmasmite.com)  

The artist mostly works in a lithography technique, 

forming very fine, but also unrealistic characters, with lot 

of details and high level of precise.  (See 2.1.5. pic). 

El�na Alka – LMA graduate (Master degree (2012), 

bachelor degree (2010), in visual and plastic arts – 

graphics). Participated in several exhibitions in Latvia and 

abroad, for example applied hers works of art for 

exhibition “Migration” at Latvia`s Republic Permanent 

Representation office to the European Union in Brussels.  

(Studija Nr.6, 2012: http://www.studija.lv) 

Artists attracts attention with unusual approach in 

lithography making. All artworks look light, soft and 

smooth. Landscapes are popular theme in artist’s creation 

list, and is produced quite often, which mostly looks like 

gentle watercolor paintings. (See 2.1.6. pic). 

Quite possible, that brightest representative of 

Latvia’s new generation graphic artist is PaulisLiepa 

(1978), which is especially worth to mention. Also 

LMA’s graphic department graduate. In addition, possible 

oldest from already mentioned artists. 

During his artist’s carrier, he made several personal 

exhibitions in Latvia, Estonia, Russia (during X 

International Baltic sea countries graphics biennale 

“Kaliningrad – Konigsberg” (2011)). As well 

participated in to the graphic arts related international 

events, such as  – International graphic triennial in 

Krakow (Poland, 2015, 2012, 2006), 1st Kaunas International Printmaking Biennial “Culture Line” 

(Lithuania, 2015), as well as many other major arts event across Europe (Germany, United 

Kingdom, Estonia) and outside its borders (Canada). (Paulis Liepa: 

http://www.makslaxogalerija.lv) 

Artworks that greatly attracted attention were colographies of P. Liepa (See 2.1.7. and 

2.1.8.pic). 

 

Picture 2.1.5. A. Šmite. From artworks series 
Heart of steel. Lithography (2011). (Ausma 

Šmite „Heart of steel”. 
http://www.arterritory.com) 

Picture 2.1.6.  E. Alka. Untitled. Colored 
lithograph. (2012). (Studija Nr.6, 2012: 
http://www.studija.lv) 
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Which, may be considered, as major technique, he works with P. Liepa, argues that his 

working materials in this techniques are so simple and typical, that „all could be found on a shelves 

of simplest household store” (Iltnere A 2012: http://arterritory.com). In some sort, it is true, because 

P. Liepa artworks have certain qualities of roughness, but at the same time, these artworks inspire. 

As well, giving good representation of how much cardboard material can differ, allowing to create, 

something very small and accurate. 

However, if we increase artwork presentation techniques, which rarely is considered as classic 

techniques, a number of artists that is worth to mention increase significantly, because from this 

point of view, graphics artwork can be almost anything. 

In such case Di� na Boitmane and hers philosophical masterpiece “Here is not – E” (See 2.1.9. 

pic) is worth to mention, because in this artwork artist combined with graphics seemingly 

incompatible things  – installation, formation and 

silkscreen (as representation of graphics). There is very 

little information about this artist and hers further 

creative activities, but general idea that she presents is 

very innovative and fresh. 

Along with D. Boitmane, there are several other 

non-classic graphic artists who stands out of the 

crowd – Lita Liepa, Eva Lilendelfe-Meldere, L�ca 

R	 tmane etc., all of them participated in several 

graphics exhibitions offering very interesting and 

atypical graphics presentations (video installation, 

photography’s and animations). 

Picture 2.1.8. P.Liepa. Tomatesuppe, Kuchen II. 
Colography. Artworks from exchibition of 
Latvia`s graphics in Graphics museum of 

BadSteben. (2012). (Vanaga 2012: 
http://www.arterritory.com) 

Picture 2.1.7. P.Liepa. Pasta. Colography, 
Artwork from exhibitions, Still life”  (2012). 

(M� kusalas m� kslas salon�  grafi/ a Pau�a Liepas 
izst� de "Klus�  daba". http://www.ir.lv) 

Picture 2.1.9. D. Boitmane. „Here is not – E”. 
Porcelain, polyethylene, silk screening (2009). 

(Petraškevi
 s 2009:11) 
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Conclusions 

There are several key characteristics that is related to nowadays Latvia’s graphic art. First of 

all, there is need to make it clear – classic graphic and its techniques is here to stay, with stable 

background and active artists Despite modern vibes graphics techniques is still interesting to 

modern artists, which continue to develop its core elements. Along with several representatives, 

some aspects of classic graphic art, are about to change or modify (which is believed to be 

temporary), but the essence will remain. Brightest artists of Latvia’s graphic arts, continue to work 

with original techniques of graphics, despite modern trends and recently acquired ways of 

presentation. Many Latvia’s graphic artists is well known beyond countries borders, on international 

stage which is good sign that classic graphics in Latvia have enough space for grow, and still have a 

lot to offer and a lot to discover. 

Yes, there is new ways of art presentation and even more is yet to come, which significantly 

increased definition of graphic art. However, these new elements should not be considered as 

something bad for modern graphics in general, just because, many of us refuse to call it as a 

classical elements of graphic art. Nothing stays still, and graphic art constantly adapts to modern 

ways of presentation, absorbing suitable elements – for artists it is new ways, to present their ideas 

to publicity, but for viewers it may become a new point of view. 

Artists, which creative activities were examined is only small fraction of Latvia’s graphic art, 

which is good proof, that graphic art in Latvia is on rising tide and even more new and highly 

talented individuals will fallow, brave enough to implement new techniques, themes and ideas. 
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Abstract 

Photo collage as modern art type 
Key words: photo collage, art, photography, aesthetics, technology 
Photomontage or photo collage is an artistic genre, which combines the artist`s and photographer`s creativity in a single 
work of art. In nowadays, photo collage is very topical with its diverse architecture that includes set of various objects 
and styles. So in single image is developing personal world perception of the artist. Photo collage art developed in 
parallel with the art of photography. Even in 19th century photographers have started to use combined printing to 
improve the image and ornaments. As technology evolves, photo collage genre becomes technically richer and more 
interesting for perception. A big role it plays in a surreal artists work. Aesthetics of collage – this is aesthetic fragment 
of reality included in the context of art and giving it a new visual or symbolic meaning. Since the time of rudiments of 
the art of photo collage and in nowadays there are many areas of application- cinematography, journalism, photography 
and advertising. The digital photography and modern software let us make the highest quality photo collages, which 
originally do not differ from original. Collage promises to be an important creative outlet and over the next years as it 
allows artists to explore and experiment, it will give really new, interesting and often unexpected results. The aim of the 
research – look at photo collage genre development in contemporary art, as well as highlight the brightest 
representatives of the genre. 
 
Kopsavilkums 

Foto kol$�a k $ laikmet&gas m$kslas veids 
Atsl� gv� rdi: foto kol� �a, m� ksla, fotogr� fija, est� tika, tehnolo� ijas 
Fotomont� �a jeb foto kol� �a ir m� kslas �anrs, kurš apvieno m� kslinieka un fotogr� fa radošumu vien�  m� kslas darb� . 
M	 sdien� s foto kol� �a ir �oti aktu� la ar savu daudzveid�go uzb	 vi, kas ietver sev� da�� du objektu un stilu kopumu. T�  
vien�  att� l�  veidojas m� kslinieka person�g�  pasaules uztvere. Foto kol� �as m� ksla att�st�j � s paral� li fotogr� fijas m� kslai. 
Kopš 19. gadsimta fotogr� fi izmanto kombin� to druku, lai uzlabotu att� la kvalit� ti un izskatu. Att�stoties tehnolo� ij � m, 
foto kol� �as �anrs k�	 st tehniski bag� t� ks un uztverei interesant� ks. Lielu lomu tas ieg	 st sirre� lo darbu veidot� jiem. 
Kol� �a ir realit� tes fragmenta est� tika, kas iek�auta m� kslas darba kontekst�  un pieš� ir tam m� ksliniecisku un 
simbolisku j� gu. Kopš foto kol� �as rašan� s l�dz m	 sdien� m kol� �u izmantošanas sf� ras paplašin� j� s, to izmanto 
kinom� ksl� , �urn� listik� , fotogr� fij � , plak� tu m� ksl�  un rekl� m� . Digit� l�  fotogr� fija un m	 sdien�ga programmat	 ra 
�auj r� d�t augstas kvalit� tes foto kol� �u darbus, kas vizu� li neatš� iras no re� l� m fotogr� fij � m.  Kol� �a sol� s b	 t svar�gs 
m� kslas ce�š ar� n� kotn� , jo �auj m� ksliniekiem eksperiment� t un m� c�ties, g	 stot piln�gi jaunus, interesantus un bie�i 
negaid�tus rezult� tus darbos. P� t�juma m� r� is — apl	 kot foto kol� �as �anra att�st�bu laikmet�gaj�  m� ksl� , k�  ar� izcelt 
spilgt� kos �anra p� rst� vjus. 
 

Introduction 

“Collage is a technique in art, which is based on sticking various materials on in color and 

texture different foundation” (Alderson 2011: 158). Collage art appeared in the 20th century, when 

collage was used for making home photo albums and in advertising. In 1912, Spanish painter Pablo 

Picasso (1881-1973) used a collage technique, creating his work “Still Life with chair caning” 

(1912), after that collage became popular between representatives of Dadaism, Constructivism and 

Surrealism directions. He applied labels and newspaper clippings for his paintings, giving them 

expression, but John Brack (1920 –1999), an Australian painter, used in his paintings coins and 

other natural objects. 

This gave his work a greater emotional intensity. Because of the collage techniques emerged 

new artistic direction – photomontage that expanded shape, space and art language boundary. 
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Photomontage includes imaging by combining photographical and graphical methods 

(Nurmagambetova 2013). Photomontage as unknown genre appeared almost simultaneously with 

the invention of photography. The first steps for creating photo collages in 1843 took the English 

artist David Hill (1802-1870) and Robert Adamson (1821-1848), who created 470 portraits and 

wrapped them in a single painting named “The Disruption Assembly”. Style includes imaging by 

combining photographical and graphical methods. A major contribution to the development of 

photomontage techniques performed Swede Oscar Gustave Rejlander (1813-1875) with the work 

“The Two Ways of Life” (1857), where he by handwork connected 30 separate photos in one 

(Harding 2013). 

Gunta Stirna in 1979 newspaper “Literature and Art” tells that photomontages primitive 

beginning is associated with a photo cutting and combination in a new plot image. As a technical 

process it has began to use in American advertising, the German and Swiss Expressionists and 

Berlin Dadaists, in another tendency that expanded by Bauhaus design school (Stirna 1979). 

In her turn, art historian, Irena Buzinska in “Visual arts magazine” mentions that 

photomontage in period from 1924 to 1930 is characterized by Polish society and culture 

development processes in early twenties. At that time Polish and foreign artists were united by 

radical thoughts on the active participation in the revolutionary society and cultural transformation 

process that combines art and reality. The first Polish photomontage was published in “Blok”  

magazine’s first issue at 1924. In this group work took part well known Polish artists, as Katarzyna 

Kobro (1898-1951), Wladislaw Strzeminski (1893-1952), Teresa Zarnowerowna (1897-1949) and 

Henryk Staszewski (1927-2014) (Lancmanis 2003). 

Herbert Bayer (1900-1985), a representative of the Bauhaus school, dealing with photography 

not only in the classical genre, but also in assembling of the images. One of his best known works is 

“Lonely city dweller” (1932), where Berlin`s façade depicts the artist`s hands with eyes in the 

middle (Haberer, Solbrig, Zschocke 2001: 40). Also, French photo artist and writer Claude Cahun 

(1894-1954) worked with photo collage technique in 20th century 30ies. Her works were based on 

personal research, changing the gender and political-social roles (Johnson, Rice, Williams 2012: 

536). 

From Dadaist movement the first in photomontage was a German artist John Heartfield 

(1891-1976). His identifying works are “Behind me stands millions” (1932), “The best products of 

capitalism” (1932), “Justice” (1933), these works were directed against fascism and A. Hitler. In 

1939 in England’s gallery “Arcade” J. Heartfield stand out his own exhibition “One man war 

against Hitler” (Stirna 1979: 2). 

During the Great Patriotic War the high popularity have patriotic posters. Working in 

photomontage technique they were made by Russian authors such as Victor Korecki (1909-1998), 
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Victor Ivanov (1909-1968) and Alexander Zitomirski (1907-1993). As a bright example we can 

mention V. Ivanov’s  work “Hit German beasts” (1942), which characterizes the mastery of Soviet 

soldiers and calls to mention Moscow heroes. 

In Latvia in period of 1970-80s years with assembly and photochemical technique lapping 

worked Ilmars Apkalns (1931-1997). His goal was to get good expressiveness of the details 

(K� rkli � a 2012). 

Colorful photomontage 

With color photo film development also began to develop a colorful photomontage, which 

was expensive and laborious process. Its biggest popularity was achieved in the 20th century 80s. 

The above mentioned John Heartfield, a pioneer of modern photomontage, considered that on the 

collage definitely should be a signature so the image can cooperate with the text and other elements 

of the composition. 

The basic principles of photomontage: 

�  Models (in limited scale made assembly for spatial object models, which are widely used in film 

or theater scenery formation. The main principle – confidence); 

�  Perspective combinations (image building on a plane, where must follow to prospective 

combinations – the size, circuits, sharpness, scale); 

�  Angle (assembly is worked out for selected shooting points and angles); 

�  Proportionality (background object must be applied to the photographed figures); 

�  Shadows (shadows, directions, colors and density must be aligned with the shadow of figure 

which is putted on a new background); 

�  Colors and reflexes (coordinate different photography object colors, color reflexes); 

�  Saturation, contrast, sharpness (the photo color saturation, contrast and brightness should be 

identical, background object shouldn`t be sharper than the foreground). 

Collage in modern art is often used in book design. Modern magazine photo collage exists in 

two forms: a decorative and pseudo-realistic. First – this is a complex mosaic of photocells that is 

sometimes mixed with graphic, whose main task – it is symbolic and semantic information. In such 

a collage is important to create a vivid picture by any means, often without coordination with the 

reality of qualities, such as lighting, proportion, perspective, scale and etc. 

The second type – a pseudo-realistic photo collage – this is impact on the photo by bonding 

several photo elements. Here is the task – to create a picture that is different from reality only with 

the moment of snapshot of the story or just its parts are making it non existing, but it might be – for 

example, in the future or the past (Vikont 2012). 

Photomontage. Since the active development of computer technologies, begins revolution in 

photomontage processes. There appeared a lot of opportunities in the digital and printing field. 
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Digital photomontage works began to call as cyberdesign and used it for printing products of 

graphic arts and fashion business.  A global leader in the image processing software is Adobe 

Photoshop. The program implements a wide tool spectrum that helps to the author to get the most 

impressive effects in the work (Vikont 2012). 

Digital photography allows you to immediately use the footage to digital photomontage 

without scanning. 

There is a basic computerized image processing principles: 

�  Adjustment of the image and quality improvement; 

�  Artistic transformation; 

�  Image editing; 

�  Creating of a new image; 

�  Preparing pictures for printing or publication on the Internet. 

In 21st century appeared mosaic photo collage type, where created image is composed of the 

same size other images. With Artensoft company was developed program Photo Collage Maker 

with a based photo collage algorithms. Collage is made up of the various sizes of photos that after 

color gamma repeat the original image. 

Popular among those who want to make a photo collage is world-famous collage maker 

FOTOR, which not only allows you to create photo collages online, but also allows the making-up a 

unique customer template and theme of the collage together with exclusive filters and effects. 

Among today`s traditional photo collage technique popular artists is from United States 

Robert ParkeHarrison (1968) and Shana ParkeHarrison (1964). Their works are made in sepia tones 

and depicts the human and nature relationships. English artist Ash White in his manipulations in 

collage technique also uses nature motifs (Kulturologia. http://www.kulturologia.ru/blogs/311014/ 

22000/). 

The revolution in the development of contemporary art of collage are made by young 21st 

century authors, one of them is London-based artist Rick McCor. Photographing Rick added to the 

city landscape little details, cut from black paper. Thus was created a collage with a photo at the 

same time. 

Digital artist from United States Stephen Wilkes, famous in artistic and commercial 

photography, uses up to 1400 images from one location to create a photo collage in which are 

combined different times of day. 

In his turn, Eisen Bernardo, a graphic designer and children's book illustrator based in the 

Philippines, project “Mag + Art” (magazine + art), combines classic magazine covers and pictures, 

carefully choosing their size and category (Mag Art. http://magplusart.tumblr.com/). 
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Francois Dourlen from France, creates photo collages using a mobile phone. The author uses 

the image of characters of pop culture and takes pictures with his mobile phone on the background 

of everyday situations. 

The designer from Ukrain Alexey Kondakov using collage technique carries the characters 

from Renaissance painting on the streets of Ukraine capital. A series of works called “2 Reality” 

(2015). 

British artist Nick Gentry (1980) creates portraits, which basis is negatives that are stick 

together. As a result of color, texture and image style game images are deep and unusual works. The 

author is known for his practice of drawing on diskette, giving the outdated things a new life. Now 

the artist continues to revive things that were in use, and transfer the data carriers in the new era. 

These drawings – interesting mix of retro and trendy collage technique. The author works with 

acrylic and a wide, stiff brush to create a contrast – a glossy texture of the film and rough paint 

(Kultorologia. http://www.kulturologia.ru/blogs/311014/22000/2014). 

Decollage. To one of the ways to create a new image of several others can be attributed also 

décollage – from French collage – sticking (décollage – sticker, tearing). One of the techniques in 

which the multilayer structure is exposed in the process of tearing pasted paper – the opposite of 

collage became popular among avant-garde artists of 1960s, who created their works, taking pieces 

of glued printed products. Bright representative of photo décollage in modern art is Manuel 

Schroeder (1962). His works he gets as a result of the destruction of a composite in whole 

(sometimes this term was used in a broader sense of degradation, the gradual destruction) 

(Kultorologia. http://www.kulturologia.ru/blogs/311014/22000/). 

Conclusions 

Photo collage effect is achieved by imposing one image to another, combining multiple 

images in one picture, sometimes with graphic elements (mosaic), or use the chaotic set of different 

images (puzzle). In the course of the development of photography has emerged an opportunity to 

use a variety of techniques and methods to create a collage using special effects. 

Photo collage combines technical, artistic and aesthetic performance. In nowadays 

photomontage is in number of graphic design magazines, advertising, books, the Internet becoming 

as normal in society everyday life. 

Photomontage technique significantly extended the boundaries of artists` technical solutions 

which is based on the fundamental principles, on which comply perspective combinations, view 

angles, proportionality, reflexes of colors, light and shadow effects. 

In nowadays, to retouching photos the most popular graphics processing program is Adobe 

Photoshop. Among the most striking representatives of the world of modern art in photo collage 

area: Robert ParkeHarrison, Shana ParkeHarrison, Eisen Bernardo, Alexey Kondakov etc. 
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Abstract 

Formation and Changes of Administrative Divisions of Latvia Republic:  
Politically-Economic Aspect 

Key words: administrative division, economics, municipality, sustainable development, Territorial Reform 
In Latvia territory, starting from the 10th century, the Baltic tribes created military-governmental structures with 
administrative centres. Knights started to reconquer the Balts’ lands. In the 14th century vogteys and commandries were 
established in Livonia: the Balts’ administrative system with its centres was supplemented with stone fortresses and 
settlements. In Latvia territory the first towns were founded. The territorial division of the Duchy of Courland and 
Semigallia was determined by Governmental Formula (1617): the high manor-lords’ courts were made, divided into the 
manor-lords’ districts. The main territorial unit was a feudal land property manor. After the third partition of the Polish-
Lithuanian Commonwealth in 1795 the Russian Empire obtained Vidzeme, Latgale and Courland together with Piltene 
Region. Reform was implemented in Latvia territory: counties, provinces and parishes were founded; manors were 
preserved as administrative units without being included in parishes. On November 18, 1918 Latvia Republic was 
declared: the division into provinces was cancelled; counties with parishes were preserved. On September 16, 1920 the 
Constitutional Assembly passed the law “About the agrarian reform in Latvia Republic”; new administrative centres 
were created. During the World War II Germany and the Soviet Union occupied Latvia Republic which lost its 
independence. On July 21, 1940 the Soviet power was restored in Latvia, but on August 5 Latvia was included in the 
Union of Soviet Socialistic Republics. During the second Soviet occupation time (1944–1991) territorial reforms were 
carried out in Latvia. 
On May 4, 1990 Latvia again declared its sovereignty and on May 1. After the Territorial Reform in Latvia Republic 
the two-level municipalities were changed into one-level municipalities and administrative units – regions were formed. 
 
Kopsavilkums 

Latvijas teritorijas administrat &v$ iedal&juma un p$rvaldes centru izveide un izmai" as:  
politiski ekonomiskais aspekts 

Atsl� gas v� rdi: administrat�vais iedal�jums, ekonomika, ilgtsp� j�ga att�st�ba, pašvald�ba, teritori� la reforma 
Baltu apdz�votaj�  zem� s kopš 10. gadsimta past� v� ja valdniekam pak�autas milit� ri valstiskas strukt	 ras ar p� rvaldes 
centriem. V� ci 12. gadsimta nogal�  s� ka pak�aut baltu zemes un dibin� ja jaunas valstiskas strukt	 ras, kuras apvienoja 
Livonijas konfeder� cij� . Administrat�vo iedal�jumu 14. gadsimt�  veidoja komturejas un fogtejas, iedal�tas draud�u 
novados un pilsnovados. Baltu p� rvaldes centru sist� mu ar nocietin� t� m apmetn� m un senpils� t� m pilskalnos 
papildin� ja m	 ra cietokš� i, pie kuriem izveidoj� s pilsapmetnes. Latvijas teritorij�  v� cu trad�cij� s dibin� ja pirm� s 
pils� tas. Kurzemes un Zemgales hercogistes administrat�vi teritori� lo iedal�jumu noteica likumu apkopojums – Vald�bas 
formula (1617): izveidoja virspilskungu tiesas, iedal�tas pilskungu iecirk� os, ta
 u par galveno teritori� lo vien�bu k�uva 
feod� ls zemes �pašums mui�a, bet noz�m�g� kie centri bija pils� tas. P� c Polijas–Lietuvas valsts treš� s dal�šanas 
1795. gad�  Vidzemi, Latgali un Kurzemi kop�  ar Piltenes apgabalu iek�� va Krievijas imp� rij �  un �stenoja teritori� lo 
reformu: izveidoja apri�� us un guber� as, iedal�tas pagastos, bet mui�as saglab� ja k�  patst� v�gas administrat�vas 
vien�bas. 1918. gada 18. novembr� deklar� ja Latvijas Republiku: atc� la dal�jumu guber�� s, bet saglab� ja apri�� us ar 
pagastiem. Satversmes sapulce 1920. gada 16. septembr� pie�� ma l� mumu „Par agr� ro reformu Latvijas Republik� ” un 
tika izveidoti jauni p� rvaldes centri. Otraj�  pasaules kar�  V� cija un Padomju Savien�ba okup� ja Latvijas Republiku, kas 
zaud� ja neatkar�bu. Latvij�  1940. gada 21. j	 lij �  atjaunoja padomju varu, bet 5. august�  Latviju iek�� va Padomju 
Soci� listisko Republiku Savien�b� . Otr� s padomju okup� cijas laik�  (1944–1991) Latvij�  �stenoja vair� kas teritori� l� s 
reformas un ekonomiskai att�st�bai izveidoja 26 administrat�vos rajonus ar centriem – pils� t� m. 
Latvija 1990. gada 4. maij�  atk� rtoti deklar� ja suverenit� ti un 2004. gada 1. maij�  k�uva par Eiropas Savien�bas 
dal�bvalsti. Latvijas Republik�  divl�me� u pašvald�bas p� rveidoja pa viena l�me� a pašvald�b� m un izveidoja 
administrat�vas vien�bas – novadus. Daudzu gadsimtu gait�  v� sturiski rad�to p� rvaldes centru sist� mu, satiksmes 
infrastrukt	 ru, saimniecisk� s dz�ves organiz� ciju, trad�cijas un v� rt�bas main�ja atbilstoši br�v�  tirgus ekonomikas 
pras�b� m, izjaucot Latvij�  l�dzsvarotu teritori� lo att�st�bu. 
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Introduction 

The origins of population on the southern coast of the Baltic Sea date back to ten thousand 

years ago, when going along the banks of big rivers, the first people arrived in the current territory 

of Latvia, whose number was increased by members of the Indo-European language family Balts’ 

ethnic group, arriving from the south-west, south and south-east (Figure 1). In the Balts’ society the 

family was the smallest unit that formed kindred, whose inhabited area was identified with a 

village, but the union of the kindred formed a group of people living in a territorial structure – a 

tribe. In unions of Latgallian, Cours, Semigallian, Selonians and Livs’ tribes nationalities formed. 

 

  
 Figure 1. Territory populated by the Balts Figure 2. Territories populated 
 (Avoti� a & Bl	 ma & L�daka & by the Balts and Finno-Ugric 
 � efedova & Šmite 2003: 14) during the first thousand BC 

  (Avoti� a & Bl	 ma & L�daka & 
  � efedova & Šmite 2003: 15) 

 

In the 9th century in Courland governmental centres existed – fortified hillforts with ancient 

towns (Šterns 2002: 98, 101–102). Unions of Balts’ tribes created governmental formations 

(Figure 2). Latgallians round the year 900 had formed early countries like Imera (Figure 3), 

Latgallia (Letthia, Letthigallia), which was called the Jersika Kingdom (Latin: Gerzika, Gercike, 

Gerceke, German: Zargrad, Russian: C��	�� , <��$	�� ) by the founder of Latvia national history, 

historian, professor of Latvia University Dr. iur. Arveds Šv� be (1888–1959), and Tuolova (Tolova, 

Tholowa) (Figure 3) (Balodis 1936: 8–9). Jersika (Figure 3), also Lotgola mentioned for the first 

time as the land, called “Latvia” or “Letija” (Latin: terram, quae Lettia dicitur) (Figure 3). In the 

12th century the governmental structure kiligunda or castle region (Spekke 2008: 105), subjected to 

the ruler, included cultivated fields, villages (Šterns, 2002: 89), and at least one governmental centre 

and fortified place of refuge (Šterns, 2002: 86). On the banks of the major waterways as Daugava, 

Venta, Lielupe, Gauja, Aiviekste, Salaca (Figure 4) and other rivers fortified settlements or hillforts 

were made. 
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 Figure 3. Governmental formations in Latvia  Figure 4. Latvian hydrographic map 
 territory during the 12 th century  with the largest river basins 
 (Avoti� a & Bl	 ma & L�daka & � efedova &  (http://site-1273.mozfiles.com/files/1273/ 
 Šmite 2003: 17) LV_hidrografija_2.pdf) 

 

Latgallian and Curonian governmentally-military structures – kingdoms, which united 

Curonian, Latgallian, Livs and possibly also Semigallian household troops, where the kinship was 

not important, but the Brotherhood of Arms, could only appear during the 12th century (Figure 3), 

and in the political organization in the late 12th century (Figure 5) (Šterns 2002). In the politically-

military system of Latgallian, Curonian, Semigallian, Selonian and Livs’ tribes the widest social 

unit was small nation (Latvian: maztauta). The village areas were smaller than regions of household 

troop unions made for defence. 

Over centuries ancient population centers near waterways evolved and center system 

developed, forming the basis of Latvian territorial planning. In Latvia Republic the Territorial 

Reform (1999–2009) was implemented to create municipalities that are able to develop themselves. 

The impact of the reform on the economics has been assessed insufficiently. 

Topicality of the theme: analyse benefits and deficiencies of the Territorial Reform. 

Research goal: find out the impact of Latvia Republic Territorial Reform on the development 

of administrative centres. 

Creation of Livonian Confederation (1243–1561) 

In the late 12th century a new age started on the Baltic Sea coast: Germans went from Lübeck 

and Gotland ports eastwards to reconquer regions on the southern Baltic Seacoast to start ruling 

there (Šterns 2002: 54). The Holy Roman Empire got interested into regions populated by the Balts’ 

ethnic groups: subjugation of Livland was started (Šterns 2002: 9). Catholic Priest Meinhard from 

Bremen Metropolitan Segeberg Augustinian Abbey visited the unbelieving Livs, founded the 

Bishopric of Uexküll (Latin: Episcopatus Ixcolanensis; 1186–1201) and on October 1, 1188 became 

its Bishop. The Livs were forced to allot the third Bishop of Uexküll Albert (Albrecht) from 

Buxthoeven (1165–1229) a place (locum) on the right bank of the River Daugava to build a German 

settlement (Šterns 2002: 214). Albert became Bishop of Riga and in 1202 in cooperation with his 
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eldest brother Theodoric (Latin: Theodericus/Thidericus) created the Livonian Brothers of the 

Sword or the Brotherhood of Christ Knights (Latin: Fratres militiæ Christi Livoniae; 1202–1237) to 

subjugate lands ruled by the Balts. German knight-monks were involved in crusades. In Riga 

centres of secular and spiritual power, political and economic diarchy was formed, as well as a 

fortified military-economic base for the German expansion in the Baltics. Bishop of Riga Albert 

and the Livonian Brothers of the Sword divided Livland in 1207 (Šterns 2002: 196, 198): the River 

Gauja became as a borderline between the Order and Bishop’s lands, where the Roman Pope was 

the landlords’ overlord. Bishop of Riga made a Catholic Church State on the right bank of the River 

Gauja – the Bishopric of Livonia included in the Holy Roma Empire (Latin: Episcopatus 

Livoniensis, 1207–1255), whose main centres were Treyden (now Turaida), Kokenhusen (now 

Koknese), but the Livonian Brothers of the Sword got in their possession lands on the left bank of 

the River Gauja from Segwold (now Sigulda) up to Wenden (now C� sis), where Wenden and 

Wolmar (now Valmiera) fortresses were built. The former territorial division was changed. 

In 1207 crusaders conquered Kokenhusen State, but in 1208 subjugated the strategically 

significant Selburg (now S� lpils) fortress and destroyed all Livs’ fortifications on hillforts in the 

Lower Daugava up to Kokenhusen and Selburg, and conquered their ports. In the summer 1209 

German crusaders took over the Daugava waterway (Šterns 2002: 187) and started to conquer the 

fortified Jersika Town, but in 1210 the Gauja waterway was taken over. On October 20, 1210 Pope 

Innocent III issued the bull which stated the Swordsmen’s subjugation to Bishop Albert, and 

confirmed the Bishop and Swordsmen’s settlement about the division of Livland and Semigallia: 

the order was allowed to receive one third, but Bishop – two thirds (Šterns 2002: 190). Albert, 

applying conqueror’s rights and his subjugated monk-knights Order (Šterns 2002: 198), in 1210 

conquered the Viljandi hillfort, in March 1211 – the most significant fortification of Sakala land 

(Heinrici Chronicon 1993: 413). In 1219 the Lielupe waterway was subjugated. The Bishopric of 

Leal (Latin: episcopatus Lealensis) was founded in Ridala land populated by the Estonians, but in 

the southern regions the Bishopric of Dorpat (now Tartu) was formed (1224–1558). On October 1, 

1228 the Bishopric of Osel-Wiek was made, joining together the conquered Saaremaa with the 

Bishopric of Leal, whose centre was the Leal Fortress, but in September 1234 the Bishopric of 

Courland was legally established: Pilten (now Piltene) was chosen as Bishop’s residence, but 

Hasenpoth (now Aizpute), the centre of the Curonians’ land Bandava castle region on the right bank 

of the River Tebra for the Dome Chapter (Figure 6). 

On September 22, 1236 Semigallian and Samogitian troops severely beat the Crusaders in the 

Battle of Saule. On May 12, 1237 the Livonian Branch of the German Order – the Brotherhood in 

Livonia of Saint Mary’s German House in Jerusalem was founded with the help of Pope (1227–

1241) Gregory IX in order to conquer indigenous people’s lands and introduce Catholicism. On 
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September 17, 1237 William of Modena demarcated the approximate borders of the Bishoprics of 

Riga, Semigallia and Courland: the Bishopric of Riga included regions of the Eastern Courland 

between the Rivers Venta and Abava and the sea, but in the Bishopric of Courland – the other 

regions. In the Bishopric of Courland three regions separated by Order lands were administratively 

divided into eight districts (Ämter) (Dunsdorfs & Spekke 1964: 34): the Balts’ hillforts by 

waterways were chosen for centres (Caune & Ose 2004: 73). Parishes (Amt) were founded. 

 

  
Figure 5. Ethnic placement of nationalities  

in territory of Latvia during the 13 th century. 
Drawn by E. Groti� š (Dreimanis 1928: 1) 

Figure 6. Lands subjugated to the Bishopric and 
Livonian Brothers of the Sword (1202–1237) in the 

territory of Latvia and Estonia during the 13th 
century (vesture.eu/images/thumb/a/a9/ 
Schwertbruder_ordensland.jpg/300px-) 

 

� �
Figure 7. Territory of the Livonian Confederation 
(1243–1561) till 1561. Drawn by Leonid Arbuzov  

(LVVA-6828-2-813) 

Figure 8. Livonian Confederation with territories of 
Courland, Semigallia, Vidzeme, Latgale and Estonia 

included in it in the late 16th century. 
Drawn by E. Groti� š (Dreimanis 1928: 2) 
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The Livonian Order occupied the biggest part of the Estonian lands, south-east Latgallia, and 

lands in Vidzeme eastwards from the River Gauja, starting with Riga rural region, Semigallia and 

about two thirds from Courland, which included the Curonian lands. Latgallia regions of the Order 

state consisted of the eastern part of the former Jersika Kingdom, Semigallian regions of the former 

Selonians and Semigallians’ lands. According to rulers, the territory of the Livonian Order was 

divided into the Order lands, Church lands, Town lands, Feud regions and Farmers’ lands (Šterns 

1997: 97), also in military-administrative regions – commandries and vogteis. Stone fortresses were 

centres. In the late 13th century in written records there appeared a new administrative division of 

the land – parish (Latvian: pagasts, Russian: ������ ). In territories populated by the Baltic Finns 

the word “vaka” appeared instead of the name parish, which had a similar meaning (Latvijas sen� k�  

v� sture 2001: 366). When the Livonian Branch of the German Order and Riga, Courland, Dorpat 

and Osel-Wiek Bishops’ countries united, the Livonian Confederation was founded (Latin: Terra 

Mariana; 1243–1561) (Figure 7). In Livonia the church state – the Archdiocese of Riga 

(archiepiscopatus provincia Rigensis; 1255–1562) was founded in honour to Roman Pope and the 

Emperor of the Holy Roman Empire. Riga became the archdiocese administrative centre. 

Towns surrounded by stone walls were important for the Livonian Confederation defence: 

Riga and Kokenhusen were situated by the Daugava waterway, but Wolmar and Wenden – by the 

Gauja waterway. There were also towns without any walls – Lemsal (now Limba�i), Gross-Roop 

(now Lielstraupe), Goldingen (now Kuld�ga), Windau (now Ventspils), Walk (now Valka), 

Hasenpoth and Pilten. Villages Serben (now Dz� rbene), Pebalg (now Piebalga), Marienburg (now 

Al� ksne), Holme (now Salaspils), Liva (now Liep� ja), Grobin (now Grobi( a), Durben (now Durbe), 

Kandau (now Kandava), Talsen (now Talsi), Zabeln (now Sabile), Tuckum (now Tukums), Selburg, 

Kreutzburg (now Krustpils), Rositen (now R� zekne), Ludsen (now Ludza), Dünaburg (now 

Daugavpils), which were smaller than towns by stone walls. Towns without any walls and villages, 

also rural settlements, from the military point of view confirmed the defence failure of Livonia 

(Dunsdorfs & Spekke 1964: 36). In the Archdiocese of Riga such archbishop’s villages were known 

as Sesswegen (now Cesvaine), Schwanenburg (now Gulbene), Ronnenburg (now Rauna), Salis 

(now Salacgr�va), Smilten (now Smiltene) and archbishop’s vassals Tizenhausen, Ungern and 

Rozen villages (Šterns 1997: 53). 

In the Balts’ lands centres for the German Order’s administration, border protection, roads 

and waterways traffic control and port surveillance formed the administrative system. Towns 

accumulated spiritual and cultural values, which promoted development of economics. In 1559 the 

Danish King (1559–1588) Frederik II obtained possessions of the Bishopric of Courland (Figure 6 

and Figure 7), and he had them to his brother Magnus. 
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Foundation of Governmental Structures under Authority of Great Powers 

The Livonian War (1558–1582) destroyed the Livonian Confederation, which included 

Courland, Semigallia, Vidzeme, Latgallia and Estonia (Figure 8). The first towns had emerged by 

important waterways and ports: Riga and Kockenhaus – by Daugava, Wenden and Wolmar – by the 

Gauja, Mitau (M�tava, now Jelgava) and Bauske (now Bauska) – by Lielupe, Goldingen and 

Windau – by Winda (now Venta) and the port town Liba by the Baltic Sea (Figure 9). 

 

 
Figure 9. Placement of populated places and towns Riga, Wenden, Wolmar, Liba,  

Goldingen, Windau, Mitau, Bauske, Kockenhaus in the Duchy of P� rdaugava  
Livonia and the Duchy of Courland and Semigallia. 1590. (LNB-R KtL-2/3) 

 

After Magnus death, according to the Kronborg Peace Treaty (1585), Denmark refused from 

its properties in favour to Poland. The Polish King named the obtained lands Pilten County and kept 

the pledge into possession (1585–1611). 

One part of Livonia (the former Archbishopric of Riga, Riga Town and other lands) got into 

the subjugation of Lithuanian nobilities (kunigaikštis) after signing the Surrender Act: in 1561 the 

Duchy of P� rdaugava Livonia was founded (Latin: Ducatus Livoniae Ultradunensis; 1561 (1566) – 

1629 (1772)) or the Duchy of Livonia (German: Herzogtum Livland), which simultaneously was 

supervised by the Lithuanian Grand Nobility, Polish King Zygmunt II August (1520–1572). On 

December 10, 1566 in Lithuanian Seima in Grodno Privilegium Unionis Livoniae cum Magno 

Ducatu Lithuania was ratified, but in 1582 the Livonian Constitution (Constitutiones Livoniae) was 

published, which arranged the state system of the Duchy: Livonian Landtag was allowed to decide 

about the inner affairs. In 1589 the Polish-Lithuanian Ruler Zygmunt III Waza (1566–1632) issued 

the first Livonian Constitution (Constitutiones Livoniae), which intended to separate the Duchy of 

Livonia into presidiums of Wenden, Pärnu and Dorpat, but presidiums into 26 starostwos, in which 
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the Polish of Lithuanian starostas were elected for life. Territories populated by the Livs and 

Latvians northwards from the River Gauja were included in the Pärnu Presidium. Riga was strongly 

against the anti-reformation and restored the catholic Bishopric of Livonia with the centre in 

Wenden. The second Livonian Constitution, issued in 1598, intended the separation of the Duchy of 

Livonia into the Voivodeships of Wenden, Pärnu and Dorpat in compliance with the names of the 

Commonwealth Provinces. 

In the 16th century united Russian State was formed next to Livonia. Its rulers wanted to break 

through Livonia up to the Baltic Sea in order to be in touch with West European countries. 

Russians, Poles, Danes and Swedes were at war for more than two hundred years because Livonian 

lands in order to extend their possessions at the neighbour’s expense. General Stefan Batory (1575–

1586) obtained power in Poland, attacked Russians in Livonia and in their own country. In 1582 

Russia and Poland concluded peace. Russia refused from Livonia and left it to the Poles. A year 

later Russians refused from North Estonia in favour to Sweden (Dunsdorfs 1984: 6). 

During the First Polish-Swedish War (1600–1629) Sweden (Swedish Vidzeme) conquered the 

northern (Pärnu and Dorpat) and western (Riga and Wenden) parts, but the south-eastern part 

(Polish Vidzeme) was in Polish-Lithuanian administration. After the loss in the Polish-Swedish War 

a small part of the Duchy of P� rdaugava remained into the Polish-Lithuanian administration, and it 

was still called Inflanty Voivodeship (i.e. Livonia). Sweden obtained into its possession South 

Estonia and Vidzeme from 1621 till 1710 (Figure 10) (Dunsdorfs 1984: 6). 

 

 
Figure 10. Duchy of Courland and Semigallia and Duchy of Livonia  

(Estonia un Litlandia) after the Second Northern War 1690 (LNB-KtL1-1/120) 
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During the Second Northern War or Polish-Swedish War (1655–1661) Russians annexed 

(1656–1658) Kokenhusen and founded the “Dmitriev’s Voivodeship”, but troops of the Lithuanian 

Grand Duchy conquered fortresses of Ronnenburg, Wenden and Wolmar and restored temporarily 

the authority of the Duchy of Livonia. In 1656 the “Borisoglebsk (Dünaburg) Voivodeship” was 

founded in the Inflanty Voivodeship part occupied by Russia, which after the Truce of Andrusovo 

(1667) was regained by Poland-Lithuania (Figure 10). 

Duchy of Courland and Semigallia 

On March 5, 1562 the Duchy of Courland and Semigallia (Ducatus Curlandiae et 

Semigalliae; 1562–1795) (Figure 10) was founded under Polish-Lithuanian Commonwealth 

subjugation. Goldingen became its capital (1562–1573). The first Duke (1562–1587) Godthartt 

Kettler (1517–1587), who was a faithful Lutheran, had to create a new administration system, 

guarantee the Duchy’s territorial integrity and take care of continuation of the dynasty. On 

March 21, 1566 Duke Godthartt got married to the Princess Ann (1533–1602) from Mecklenburg in 

Königsberg (now Kaliningrad) and the Duchy of Prussia (1525–1618) was taken as a role model for 

the Duchy of Courland and Semigallia development. 

Rulers from many European countries relied on their authority and not on officialdom during 

the transitional period from feudal to a more modern state. During the second half of the 

16th century the collapse of the Confederation and political changes influenced the public structure, 

administrative and economic system. Nobility tried to preserve the vast privileges inherited from the 

Livonian times and not to allow Duke’s power monopolization and formation of the governmental 

structure according to European states patterns which had become successful in centralization. The 

Duke’s power in foreign affairs was decreased by the military weakness, but in domestic policy the 

radical realignment of the church organization was set as the main goal, announcing Lutheranism as 

the state’s official religion. On the basis of the Privilegium Gotthardinum (LVVA-640-4-9) on 

June 25, 1570 dukes and landlords got into their administration cities and villages (Hackelwerk) 

(Juškevi
 s 1931: 330) and rights to transport goods, trade without playing taxes and set up pubs. 

Feuds became an inheritable possession.  The most important tasks of the reform implementation 

were included in the “Church Reformations of the Duchy of Courland and Semigallia” document 

(LVVA-4038-2-930). In the Duchy urban development and formation of new inhabited places were 

promoted – castles, churches and manor buildings were built and lots of fortresses were adapted to 

economic and administration functions or converted into residences. The confluence of highways, 

where trading and economic activities took place, was surrounded by buildings. In 1573 merchants 

and craftsmen’s settlement Jelgab obtained the City Charter and became the Duchy’s capital Mitau. 

In the Windau Fortress the commandant and judge’s residence was made, and the port town was 

made into the shipping, crafts and trade centre. In 1578 the Duke Godthartt moved his residence to 
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ancient populated place in Selonia (Latvian: S� lija ) – Old-Selburg, which was an essential part of 

the Daugava trading road and military fortification. During the Duchy times the administration 

centre of the chief captain’s courts were situated in Selburg. 

Godthartt Kettler bequeathed the country to his sons, and both brothers signed an agreement 

about division of the inherited Duchy into two parts: the eldest son Friedrich received Semigallia 

with the residence in Mitau, but Wilhelm, who in 1596 became of age, obtained Courland with the 

residence in Goldingen. The Duke Godthartt was not able to pay back the debt, so Grubin Region 

was ruled by Prussia for 49 years. In 1609 the Duke of Courland (1587/1595–1617) Wilhelm 

Kettler got married to the Prussian Duke Albert’s daughter Sofia and received Grubin Region in the 

bride’s dowry, also bought Pilten Region. 

In the early 17th century landlords’ classes were formed in the Duchy of Courland and 

Semigallia, and the landlords’ republic was established. Dukes were not given option to implement 

the power sovereignty: on March 18, 1617 the constitution or Formula Regiminis, worked out by 

the Polish government, was proclaimed. The Higher Council was formed, whose members were 

mostly landlords. There was a row between Courland’s landlords and the Duke, which ended up on 

April 4, 1617 with Wilhelm’s removal from the Duke’s post. In the country, where landhofmeister, 

chancellor, oberbuggraf and land-marshal worked under the constitutional monarchy’s guidance, 

only the Duke Friedrich’s power was restricted, so that the Duke could not make any decisions 

without the Higher Council’s agreement. Towns Bauske (1609), Libau (1625) and Grubyn (1695) 

were founded in the Duchy. 

The Duchy’s territory was administratively divided into departments and court districts, 

developing the chief captain’s districts of Goldingen, Tuckum, Mitau and Selburg with centres: in 

castles of Goldingen, Mitau, Tuckum the chief captains (Oberhauptmann) resided, but in others –

lords of manor (Hauptmann). In each county centre there was the Lower or Court of First Instance 

managed by the chief captain. In fortresses of Bauske, Doblen (now Dobele), Candau, Windau, 

Grubyn, Durben, Schrunden (now Skrunda) and Frauenburg (now Saldus) lords of manor, who 

knew their region well, dispensed justice. Manor districts were divided into congregations. The 

manor as the feudal land property was the main unit of the administratively-territorial division: 1/3 

of the state territory was covered by the Duke’s manors, but 2/3 by the private manors. Owners of 

manors gained power and incomes, but they did not cultivate the land themselves. 

In 1633 the Polish King W
adys
aw IV Waza confirmed inheritance rights of the Duke 

Wilhelm son’s Jacob. On August 16, 1642 Jacob Kettler became the Duke of Courland and 

Semigallia (1642–1682) and developed trade in the state, built iron kilns in Baldohn (now Baldone), 

Erwahlen (now @dole), Angern (now Engure), copper kilns in Mitau, Schlock (now Sloka), Ekau 

(now Iecava), Tuckum, gold and silver product workshops in Mesothen (now Me�otne) and 
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production manufactures, thus creating new populated places (Figure 11). In 1656 the Duke Jacob 

achieved that Pilten Region was added to the Duchy, but in 1717 it was separated again. The 

economic boom of the Duchy of Courland and Semigallia and its success in trade caused a sharp 

reaction from the Swedish Kingdom. 

 

 
Figure 11. Towns, castles, villages, settlements (German: Ansiedlungen), Duke’s Manors,  

free fiefs and regions in the Duchy of Courland and Semigallia in the second half of  
the 17th century. Made by J. Juškevi
 s in December 1931; Drawn by K. L�b�tis. (Juškevi
 s 1931) 

 

When the Second Northern War broke out, the Duke Jacob tried to fortify castles. On May 3, 

1660 Sweden and Poland signed the Treaty of Olivia, and the territorial division was changed. 

Ruhnu Island was separated from the Duchy of Courland. Swedes ruled in Semgallia and Courland 

from 1658 to 1660 and with a break also from 1701 till 1709 (Dunsdorfs 1984: 6). The Duke Jacob 

returned to the Duchy and raised to the country's economic arrangement. 

Territorial Changes after Great Northern War 

The Great Sweden collapsed at the beginning of the 18th century, and Russia got stronger on 

the Eastern coast of the Baltic Sea. In fact, starting from 1709 the power in the Duchy of Courland 

and Semigallia belonged to Russia. During the Great Northern War (1700–1721) on November 11, 

1710 the wedding of the Tsar Peter the Great’s (1672–1725) niece Anna Ioannovna (1693–1740) 

and the Duke of Courland Friedrich Wilhelm Kettler (1692–1711) took place, but on the way back 

to Courland the Duke of Courland died on January 21, 1711. The Duchess Anna Ioannovna arrived 

in Mitau, and a long-lasting Russian impact started in the Duchy of Courland and Semigallia. In 

Vidzeme Riga Governorate (1713 (1721)–1783) was established. In 1721 Sweden lost its legal 
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rights to the Baltic Provinces after the Treaty of Nystad, but Russia obtained Vidzeme, where an 

autonomous unit Vidzeme Governorate (1721 (1796)–1918) was established. Riga Governorate 

preserved the rights of autonomy, which was guaranteed by the Sigismund II August’s privileges 

confirmed by the Russian Emperor Peter I. In 1726 the Provinces of Riga, Wenden, Dorpat, Pärnu 

and Saaremaa were established in Riga Governorate (Figure 12). 

 

 
Figure 12. Administrative division of the Duchy of Semigallia and  

the Duchy of Livonia. 1730 (LNB-R KtL-2/15) 
 

In 1747 (Figure 13) two separate regions of Pilten District formed the administratively-

political division in Courland: in the map drawn by Barnikel on the border of Pilten–Dondangen–

� rlava–PuDen region there was mentioned a “small town” (Kleine Stadt) Pilten and “big manors” 

(Grosse Hoff) Sirgen (Ziras), Tergeln (T� rgale), SchloEs, Popen (Pope), Schleck (Zl� kas), 

Sassmaken (Sasmaka, now Valdem� rpils), on the seacoast – Gibben (F ipka), Roogen (Roja), 

PiEsen, but in the midlands – AhEen (� �i ), Antzen (Ance), Dondangen (Dundaga), Uggalen (Ug� le), 

Erwahlen, PuDen (Puze), Indingen and Zirau–SackenhauEen–Hasenpoth–Neuhaufen Region with 

“small towns” Hasenpoth, Neuhaufen (Valtai/ i) and SackenhauEen (Saka) and “big manors” Zirau 

(C�rava), Dubnalke (Dunalka) and Appricken (Apri/ i). 

During the Duke (1737–1769) Ernst Johann von Biron’s reign in the Duchy of Courland and 

Semigallia construction of manor complexes was developed and certain changes took place in urban 

planning. In Goldingen Chief Captain’s District (Ober Haupt Goldingen) there was a “big town” 

(Grosse Stadt) Windau and Libau, and “small towns” Goldingen, Grobinen, Durben, Frauenburg, 

as well as “big manors” Amt Goldingen, Wormen (V� rme), Schneepen (Sn� pele), Surs, Ilmagen 
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(Ilm� ja), Altenburg (Vecpils), Heiligen A (Svent� ja), Rutzau (Rucava), Nieder Bartau (B� rta), 

Gramsden (Gramzda), Amboten (Emb� te), AEsiten (As�te), IlEen (Ilze), Bahten (B� ta), Prekuln 

(Priekule), GroEen (Grieze), Ringen (Re(� e), Rennen (Renda), Lehnen (L� nas), Pilesme, HaEau 

(U�ava), Schrunden, Turlau (Turlava), Pampel (Pamp�� i), Kursihten (Kurs�ši), Kercklingen 

(Berkli( i) and EEser (Ezere), but in Tuckum Chief Captain’s District (Ober Haupt Tuckum) “small 

towns” Tuckum, Zabeln and Candau (Kandava) and “big manors” Autz (Auce), Neu-Autz 

(Jaunauce), Alt- Autz (Vecauce), Wadelax (Vadakste), Strutteln (Strutele), Samihten (Zem�te), 

Rempten (Remte), Adsern (Aizdzire), Pedwahlen Amthof (Pedv� le), Grosse-Stenden (Di�stende), 

PoEtenden (Pastende), Snuhren, Ohdern, Uggenzehm (Ugu( ciems), Birsen (Bir�i ), Peterdorf 

(P� terciems), Eckendorf (Ozolmui�a). 

In 1747 in the Semigallian territory, included into the Duchy of Courland and Semigallia 

(Figure 13), there was a big town Mitau and Bauscke, as well as small towns Illuxt (Il � kste), 

NeuEtädtchen (Jaunjelgava) and Seelburg. 

Riga Governorate, established in Vidzeme in the 18th century, was divided administratively 

into Riga and Wenden Counties (Figure 14 and 15). On July 3, 1783 the Russian Empress 

Catherine II the Great ordered to eliminate Riga Governorate, but instead of it Riga Embassy was 

founded. Schlock Region got into Russian administration after the Agreement conclusion in 1783 

(Figure 16, 17, 18). In 1785 Schlock obtained the City Charter (Latvijas pils� tas 1938: 300). 

 

 
Figure 13. Administrative division of the Duchy of Courland and  

Semigallia. 1747. Drawn by Barnikel. (LNB-rktl-2/18) 
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Figure 14. Plan of Riga Province borders with the territories of  

Circulus Rige and Circulus Wenden. 1772 (LNB-R KtL-2/12) 
 

  
Figure 15. Map with Riga and Wenden Counties. 18th century (Mis-4066). 

The dependent territory to the “big town” Riga with its “small towns” Lemsal, Wolmar, Walk;  
the dependent territory to the “small town” Wenden,  

the territory ruled by the Polish with a small town” Kreutzburg. 
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� �

Figure 16. Map of 1783 for territorially 
administrative division in the Counties of 
Riga, Wolmar, Walk and Wenden. 1774  

(Mis-4067) 

Figure 17. Administrative division of Riga 
and Wenden Counties after 1783.  

Made by Vilbreht. (LNB-Kt A-4/402) 

 
After the first Polish-Lithuanian Commonwealth division in 1772 Latgallia was added to the 

Russian Empire, but after the third one in 1795 – the territory of the Duchy of Courland and 

Semigallia together with Pilten District (Figure 18). The Duchy of Courland and Semigallia, which 

had existed for 200 years, ceased to exist. Vidzeme, Latgallia, Semigallia, Selonia and Courland 

were included into the Russian Empire territory (Figure 19). 

 

  
Figure 18. Division of Polish-Lithuanian 

Commonwealth in 1772, 1793, 1795  
(Lietuva 2008: 432) 

Figure 19. Courland, Vidzeme, Latgale 
and Estonia at the end of the 

18th century after Polish-Lithuania 
Commonwealth division.  

Drawn by E. Groti� š (Dreimanis 1928: 2) 
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Administration of Russian Empire in Latvia Territor y 

The Courland Embassy was established in Courland after it was added to Russia in 1795. On 

November 27, 1795 the Russian Empress Catherine II the Great signed an order about counties’ 

formation in Courland and the territory was divided into the Counties of Hasenpoth, Friedrichstadt 

(now Jaunjelgava), Jacobstadt (now J� kabpils), Mitau, Goldingen, Libau, Tuckum and Windau. In 

the Russian Empire the Baltic Provinces were made (Russian: -��%� ��	�  ������		 , 

7�	����	 ��	  ��� ; German: Die Ostseeprovinzen Russland) or the Provinces of Estonia, 

Vidzeme and Courland (Figure 20), where towns and the most populated places became 

administrative centres (Figure 21). 

The administrative territorial unit – Riga Governorship (German: Stattahalterschafte) 

(included Vidzeme and South Estonia) and Polotsk Governorship (included also Latgallia), also 

Courland Governorship was eliminated in 1796 and the urban municipality system, made in 1786, 

was restored. In 1796 instead of the Courland Embassy Courland Governorate (28.11.1796–

03.03.1918) was established, the division of the chief captain and lord of manor courts and 

congregations was restored. Political reforms of governorship times in the territory of Latvia 

strongly restricted landlords’ authority and privileges of ruling German population segment in 

towns and facilitated a faster development of capitalism. The urban reform destroyed the seclusion 

of the old class system in towns of counties (Latvijas pils� tas 1999: 19). 

In 1812 Napoléon Bonaparte’s (1769–1821) troops arrived in Courland. The conquered 

territory was called the Duchy of Courland, Semigallia and Pilten, and Districts of Mitau, 

Goldingen, Pilten, Seelburg and Tuckum were established there. Two intendants supervised the 

dependent lands. In 1812 Russia restored the division into chief captains and lords of manor courts. 

 

  
 Figure 20. Baltic Governorates  Figure 21. Territory of Courland, Semigallia, 
 in Western Russia territory.  Vidzeme and Pilten Districts and placement 
 1812 (LNB-Ktk1-2/8) of populated. 1821. (LVVA-6828-6/4392) 
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In 1816 Pilten Region was included in Courland Governorate, where five chief captains’ 

counties with two lords of manor in each district were made: in Hasenpoth County there were 

Hasenpoth and Grobin Districts, in Mitau County – Bauske and Doblen Districts, in Goldingen 

County – Goldingen and Windau Districts, in Seelburg County – Illuxt and Friedrichstadt Districts, 

in Tuckum County – Talsen and Tuckum Districts (Figure 21). Borders of the lords’ of manor 

districts coincided with subsequent borders of parishes. 

On August 30, 1818 the Emperor (1801–1825) Aleksandr I announced abolition of serfdom in 

Courland Governorate, where in 1819 implementation of the reform was started and parishes were 

established as the lowest administrative unit. Territories of manors were preserved as separate 

administrative units, which were not included into parishes. The reform was finished in 1866 when 

the Parish Government Act was accepted, and in the Baltic Provinces farmers’ rural municipalities 

were established. 

In 1854 in Courland Governorate administrative territorial division (Figure 22) in Grobin 

District (Grobinsche Hauptmannschaft; Grobinsches and Durbensches Kirchspiel) of Hasenpoth 

County administrative centres were towns, but in Hasenpoth District (Hasenpotsche 

Hauptmannschaft; Altschwangensches, Neuhausensches, Sackenhausensches–Piltens and 

Hasenpotsche Kirchspiel) – Hasenpoth Town; in Bauske District (Bauskesche Hauptmannschaft; 

Eckausches, Baldonsches, Neuguthsches and Bauskesches Kirchspiel) of Mitau County (Mitausche 

Ober Hauptmannschaft) the administrative centre was Bauske Town, but in Doblen County 

(Doblensche Hauptmannschaft; Doblensches, Mitausches, Grenzhofsches and Sassausches 

Kirchspiel) – Mitau Town; in Windau District (Windausche Hauptmannschaft; Dondangensches, 

Windausches and Piltensches Kirchspiel) of Goldingen County administrative centres were Windau 

and Pilten towns, but in Goldingen District (Goldingensche Hauptmannschaft; Goldingensches and 

Frauenburgsches Kirchspiel) – Goldingen Town; in Illuxt District (Illuxtsche Hauptmannschaft) of 

Seelburg County (Selburgsche Ober Hauptmannschaft) the administrative centre was Illuxt Village; 

but in Friedrichstadt District (Friedrichstadsche Hauptmannschaft) – Friedrichstadt and 

Jacobstadt towns. In Talsen District (Talssensche Hauptmannschaft; Zabelnsches, Candausches, 

Talssensches and Erwailensches Kirchspiel) of Tuckum County (Tukumsche Ober 

Hauptmannschaft) the administrative centre was Talsen, but in Tuckum District (Tuckumsche 

Hauptmannschaft; Autzsches, Neuenburgsches and Tuckumsches Kirchspiel) – Tuckum Town. 

Durben obtained its City Charter in 1893. 
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Figure 22. Administrative division of 
Duchy of Livonia and Courland and  
placement of populated places. 1854 
(LNB-Kt 1-3/166) 
 

In Latgallia Dünaburg, Ludsen and 

Rositen Towns and Villages of Kraslaw 

(now Kr� slava), Dagda, Trentelberg (now 

Gosti( i), Malta, Browka, Prelly, Welonen 

(now Vel� na) and Warkland had appeared, 

but in 1854 in Livonia Governorate there 

were (Figure 22) Riga, Wolmar, Lemsal, 

Wenden, Walck and Schlock Towns, as well 

as the Villages of Schwanenburg, 

Marienburg, Adsel, Wellan, Tirsen (now 

Tirza), Pebalg Neuhof (now Jaunpiebalga), Ronneburg, Serben, Smilten, Schujen (now Skujene), 

Salis, Salisburg (now Mazsalaca), Rujen (now R� jiena), Burtneck (now Burtnieki), St. Mathiae 

(now Mat�ši), Wolfahrt (now � vele), Ermes (now @r� eme), Luhde (now Luga�i), Palzmar (now 

Palsmane), Lösern (now Liezere), Pebalg Orisar (now Piebalga), Sesswegen, Lasdohn (now 

Lazdona), Bersohn (now B� rzaune), Caltzenau (now Kalsnava), Laudohn (now 1audona), Festen 

(now Vestiena), Erlaa, Linden (now Liepkalne), Lemburg (now M� lpils), Sunzel (now Sunta�i), 

Sisselgal (now Madliena), Lennewaden (now Lielv� rde), Uexküll (now Ikš/ ile), Att Birsgaln, 

Neugut (now Vecmui�a), Grosse Ekau, Baldohn, Dahlen (now Dole), Kirchholm (now Salaspils), 

Katlekaln (now Katlkalns), Lambertshof (now Lamberte), Holmhof (now Salas), Pinkenhof (now 

Pi(/ i), Rodenpois (now Ropa�i), Dünamunde (now Daugavgr�va), Neuermühlen (now Bukulti), 

Allasch (now Alla�i ), Sunzel (now Sunta�i) un Pebalg Orisal. 

 

 
Figure 23. Administrative division of Courland Governorate. 1880 (LNB-Kt 1-1/72) 
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In 1915 German troops occupied Courland Governorate (Figure 23). The occupied territory 

was divided into two police regions with five districts in each. In Mitau Region there were Bauske, 

Doblen, Mitau, Talsen and Tuckum Districts. In Libau Region there were Hasenpoth, Grobin, 

Goldingen, Libau and Windau Districts. The former division into counties and parishes was 

preserved. During the German occupation and Russian interim government in 1917 Dobele, Gr�va, 

Il � kste, Kandava, Sabile, Saldus, Subate, Talsi and Sasmaka (till 1926) obtained the City Charter. 

Limited City Charter was already awarded to Il � kste, Kandava, Saldus and Talsi from 1892 to 1894. 

In 1917 Russian interim government amended the urban municipality law of 1892 and changed 

regulations of the city council elections. 

Territorial division and administrative centers of Republic of Latvia 

After the World War I on November 18, 1918 the Republic of Latvia was declared, but in 

January 1919, the Soviet Russian Red Army began the attack. Liepaja district and the part of 

Aizpute district remained under Latvian army and German troops control. The rest of Latvian 

territory was created by Latvian Socialist Soviet Republic. Former administrative territorial division 

of provinces was abolished, but retained distinction 23 counties and parishes. In 1919 and 1920 

Latvian army released territory of Latvia. In August 11, 1920 Latvia and Russia signed a peace 

treaty. In Latvia Republic the former Kurzeme province was included (Figure 24). The Palanga 

region of Kurzeme province was added to the Republic of Lithuania, but Latvia from Lithuania won 

Aknistes, PanemunQs and Ukru parishes (Figure 25). In Latvia was retained the administrative 

territorial division of counties and parishes. 

 

 
Figure 24. The location of towns and villages in territory of  

the Republic of Latvia. 1920s (LVVA-6828-2-180) 
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Figure 25. “Land exchange” between the Republic of Latvia and the Republic of  

Lithuania 1921 (Map collection of Silvija Ozola) 

 

 
Figure 26. Ethnographic regions and administrative division in Latvia (LVVA-6828-2-182) 

 

  
Figure 27. Roads in Ethnographic regions of Latvia (Skujenieks 1938: 1a) 
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In new socio-economic and political conditions the Constituent Assembly on 16 September 

1920 adopted a resolution "On the agrarian reform of the Latvian Republic". During the agrarian 

reform in some certain former manor centers densely populated places were made. Structure of the 

economy was chenged, and new administrative centers and hubs were created. On 3 February 1931 

the Saeima “Law on the Latvian capital city” was awarded and a special status allocated to Riga. 

Latvian capital Riga was not part of the district. Latvian territory administratively divided into 19 

districts (1925) (Figure 26 and 27) and 517 parishes (1939). 

Changes of Administrative-territorial Division and Administrative Centre Status in Latvia 

Socialistic Republic  

The World War II broke out in Europe (01.09.1939–02.09.1945): on June 17, 1940 the Soviet 

Union troops came into the Republic of Latvia, on July 21 the Soviet power was restored, but on 

August 5 the Republic of Latvia was included into the Union of Soviet Socialistic Republics, which 

obtained a supplement with a new administrative territorial unit – Latvia Soviet Socialistic 

Republic. In 1940 Riga, Daugavpils, Jelgava, Liepaja and Ventspils became special administrative 

units – republican subordination cities. The land of Latvia was nationalized and in October 1940 the 

land reform was completed. 

During the first Soviet occupation (1940–1941) till the first sowing in 1941 fifty machine and 

tractor stations and 502 machine and horse rental stations were arranged. In spring 1941 in Latgale 

the first kolhozes were founded. In Latvia the administrative territorial division into 19 counties was 

preserved, but during the German occupation (1941–1945) the territory of Latvia was included in 

the special formation of the occupation administration, founded on July 17, 1941 – the 

Reichskommissariat Ostland, whose centre was situated in Riga. In Latvia the two-level 

administrative territorial division into counties and parishes was preserved. 

During the second Soviet occupation (1944–1991) collective farms – kolkhozes were 

organized instead of farmsteads, whose capital goods were the shareholders’ common property of 

the collective farm, and national agricultural enterprises sovkhozes (state farms), whose land and 

capital goods belonged to the state. In 1945 forty-one state farms were made. Several administrative 

territorial reforms were conducted in Latvia: in 1945 smaller units – villages were formed in 

parishes; in 1946 there were 19 counties and 510 parishes (Figure 28) and the first post-war kolkhoz 

was founded.  

Several economic regions were formed in the territory of Latvia as it was considered that 

there were not sufficient human resources, which were the most important in production 

development. They tried to increase labour productivity developing a territorial organization of 

productive forces, which was based on economic regionalization. In the second half of the forties, 

taking into account weather conditions and community of resources, the economic regionalization 
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scheme was worked out and the regions of West Courland, North Courland, East Courland, 

Semigallian plain, Daugava (Riga), North, Vidzeme highlands and Eastern economically 

geographical regions were created (Latvijas Padomju enciklop� dija 1984: 442). From 1949 till 1951 

in the countryside of Latvia a massive collectivization took place and the development of the 

material-technical base was promoted in order to increase labour productivity in agriculture. On 

December 31, 1949 the administrative territorial reform was implemented again: 58 rural regions 

were created, including Aizpute, Auce, Bauska, Dobele, Jelgava, Kandava, Kuldiga, Liepaja, 

Priekule, Saldus, Skrunda, Talsu, Tukuma and Ventspils Distircts. Parishes were eliminated and 

villages became as the smallest unit of administrative territorial division. In 1950 the regionalization 

scheme was improved: the Eastern District was divided into the South-eastern and North-eastern 

Districts, but Daugava District was called Riga District. The attention in the scheme of nine 

economic districts was paid to the production complex, perspective elements of economic 

development and significance of each main city in the district. In 1952 in the territory of Latvia SSR 

the Regions of Riga, Daugavpils and Liepaja were founded (July 1952–April 1953), and 

Daugavpils, Jelgava, Liepaja, Rezekne and Ventspils obtained the status of regional subordination 

city.  When in 1953 regions were eliminated, cities of regional subordination and Jurmala (1959) 

obtained the status of republican subordination city. In the sector of Economic Geography and 

Regionalization of Economics Institute at Latvia SSR Science Academy a new regionalization 

scheme with three economic-geographical regions – Central, Western and Eastern Regions 

(Northern Region also as an option) was worked out, which were divided into nine structures, apart 

from Riga (Latvijas Padomju enciklop� dija 1984: 442). 

 

  
Figure 28. Latvia SSR administrative territorial division in p arishes. 1940s  

(Map collection of Silvija Ozola) 
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Figure 29. Administrative territorial division of Latvia Sovie t Socialistic Republic. 

1969 (-.-= ) 
 

In 1957 the administrative division of Latvia SSR consisted of 45 districts, in 1961 – 32 

districts, in 1964 – 21 districts, but in 1967 – 26 districts with centres – corresponding city names 

Aluksne, Bauska, Balvi, Cesis, Daugavpils, Dobele, Jelgava, Tukums, Talsi, Liepaja, Limbazi, 

Kuldiga, Kraslava, Saldus, Ventspils, Valka, Preili, Madona, Ogre, Stucka, Jekabpils, Ludza, 

Rezekne, Gulbene, Valmiera and Riga (Figure 29). 

Economic Geography Department of Latvia State University used the confirmed regional 

scheme of Ventspils, Liepaja, Riga, Jelgava, Valmiera, Jekabpils, Daugavpils, Rezekne, Gulbene 

Economic Regions to solve the problems of Latvia SSR economic regionalization, which together 

with the Architecture Department of Riga Polytechnic Institute and industrial, urban building and 

other design institutes developed the “Scheme of Latvia SSR economic regionalization and rural 

development” on the basis of the assignment by LSSR National Plan Commission for designing 

from 1969 till 1973, which, after a profound analysis and specifying in the LSSR SA Economics 

Institute and National Plan Committee in 1974, was confirmed by LSSR Ministerial Council and 

recommended for introduction into the territorial planning and statistics practice of republican 

economics. In 1975 administrative borders of 26 districts (Figure 30) of Latvia SSR administrative 

territorial division were not connected with division of economic regions (Figure 31). 
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Figure 30. Administrative territorial division of Latvia Sovie t Socialistic Republic.  

1975 (-.-= ) 
 

 
Figure 31. Latvia SSR economic regions. 1975 (Map collection of Silvija Ozola) 
 

Latvia SSR considered rural people’s move from their farmsteads to villages of Soviet farms 

and kolkhozes as one of the most important social-economic problems: about 60% of farmsteads 

were situated far away from the farms, formation of big fields was encumbered and production 

industrialization was influenced in a negative way. The course of the Communist Party to the 

intensification of agricultural production and social transformation of the countryside set huge tasks 

for the rural builders. However, building industry was not able to expand a wide construction of 

farm villages in the countryside: blocks of flats were built which were more economical than 

detached houses, but it created more inconvenient conditions for rural people to cultivate their home 

grounds, cattle and poultry breeding. Regional centres – agrarian industry complexes were 

established to coordinate the work of unions and farms. 

The accepted scheme of the eight economic regions was also applied to work out the LSSR 

national economics plan for 1976–1990. In Riga Region, where there are huge resources of rocks 
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for building and recreation, Riga Industrial Hub (Tukums, Ogre, Sloka, Olaine, Balo�i, � egums, 

Vanga�i, Sigulda) had the main economic significance where four fifths of the regional industry 

were concentrated. In Jekabpils Region the food, woodworking and building material production 

branches were developed, but in the Eastern Latvia in the most populated and developed 

Daugavpils Region local and imported raw materials were used in national economics (engineering, 

metalworking, chemical and light industry). In Ludza and Rezekne, the main centres of Rezekne 

Region, engineering, light and food industry were developed. In Aluksne, Balvi, Gulbene and 

Kuprava, the main industrial centres of Gulbene Region, food, woodworking and building material 

industry were developed. In Valmiera, Cesis, Ligatne, Smiltene, Mazsalaca, Staicele, Salacgriva 

and Lode, the main industrial centres of Valmiera Region, peat extraction, food and chemical 

industry, wood industry, wood working and building material production were developed. In 

Ventspils Region industrial companies were situated in Talsi and Sabile, also in Ventspils by the 

ice-free sea port of All-Union importance. In Liepaja Region manufactures were developed in 

Broceni, Saldus and Kuldiga, also in the industrial centre Liepaja with the ice-free port of All-

Union importance. 

 

 
Figure 32. Administrative territorial division of Latvia Sovie t Socialistic Republic.  

1985 (-.-= ) 
 

Transport infrastructure – roads and railways was formed in compliance with the 26 districts 

of Latvia SSR administrative division, thus the territorial division was not changed in the 1980s 

(Figure 32). 

Administrative Territorial Division and Administrat ion of Restored Latvia Republic  

On May 4, 1990 Latvia restored its independence: Latvia Republic needed municipalities that 

could develop economically themselves. The term “republican subordination city” was replaced by 

the term “republican city” in 1992, but in 1996 an administrative unit “Kandava Town with its rural 

territory” was created, which in 1999 became Kandava Region – the first region in Latvia. 
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Figure 33. Project of Latvia Republic administrative territori al reform. March 9, 2006  

(The Ministry of Regional Development and Local Government) 
 

 
Figure 34. Project of Latvia Republic administrative territori al division. 2007  

(The Ministry of Regional Development and Local Government) 
 

 
Figure 35. Latvia Republic administrative territorial division . 

(https://upload.wikimedia.org/wikipedia/commons/3/3c/Latvijas_novadi_(kr%C4%81s%C4%81s).png) 
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Figure 36. Administrative division of Latvia Republic territor y in regions and parishes 
(https://upload.wikimedia.org/wikipedia/commons/3/34/Latvijas_novadi_un_pagasti.png) 

 

A new administrative territorial reform was started in the country (1999–2009) (Figure 33 and 

Figure 34): two-level municipalities were turned into one-level municipalities; councils of 26 

districts were eliminated, but cities, their rural territories and parishes were united into regions and 

the former municipalities were awarded the status of the regional administrative territory. Rural 

territories of the cities were renamed as parishes, restoring the historical names or adding them to 

the existing parishes. 

In 2009 Jekabpils and Valmiera obtained the status of a republican city. On July 1, 2009 

councils of 109 regions and 9 republican cities started their work, terminating all former local 

Soviet mandates existing in the region territory. District municipalities as public rights legal person 

existed till December 31, 2009. Since January 3, 2011 the territory of Latvia Republic has been 

divided into 110 regions and 9 republican cities (Figure 35 and Figure 36). 

Conclusions 

In the territory of Latvia the Balts’ tribal unions created nationally-military structures and by 

waterways administration and defence centres with ancient towns were built, but the Livs on the 

Courland coast of the Baltic Sea from Palanga to Kolka and on the eastern coast of the Riga Bay up 

to the River Salaca formed small villages with densely built houses. In the 13th century the lands 

populated by the Balts and Livs got into the Pope and Holy Roman Emperor’s subjugation and were 

included in the Livonian Confederation. Changing the governmental structure of the Balts’ tribes, a 

new diverse administrative territorial division was introduced and the system of administration 

centres was developed: towns were founded and stone fortresses were built, which replaced and 

supplemented the placement of wooden fortifications built by local people. In rural environment 

there were farmsteads and feudal farms – manors. The basic structure of the populated places’ 

placement was made. 
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When the Livonian Confederation collapsed, duchies with administratively fragmented 

territorial division under the big countries’ subjugation were founded and administration centres 

were made. In Kuldiga County the free-villages of Curonian Kings appeared. The building planning 

of functionally different towns, villages, manufactures and manor centres in each ethnographic 

region obtained different characteristics. The placement of populated places and road net was 

developed. 

Latvian ethnographic regions, whose development was influenced by different countries, in 

the Russian Empire were subjected to united requirements: administrative territorial units were 

created out of the fragmented territorial division with one or several administration centres – towns 

or bigger villages. In the early 19th century in the territory of Latvia agriculture had a natural 

character, but in the middle of the 19th century the relation between goods and money started to 

appear. After the reforms in 1860 the change to the capitalist way of farming started: fast peasantry 

stratification started and a class of rich farmers appeared. In the second half of the 19th century with 

the development of the capitalistic production the agricultural specialization changed. The number 

of inhabited places and their functional diversity increased: in 1878 in Nogale Parish of Talsi 

County Jaunciems was developed instead wood choppers’ settlement; and Russian soldiers after 

their army service united the farmsteads made for living in Courland into villages. In the territory of 

Latvia a two-level administrative division was made. However, the territories of manors were 

preserved and individual administrative units. 

In the Republic of Latvia, implementing the agrarian reform, the administrative territorial 

division was preserved in counties, planning in each territorial unit one administration centre – a 

town, for which a planned development options were created, and parishes, where a new type of 

populated places and new farms were developed. 

In Soviet Latvia the land was nationalized and administrative territorial reforms implemented. 

The town status was changed – they became the towns of republican significance, centres of 

districts. The territorial division was related to the scheme of economic regions. New urban 

structures supplemented the system of populated places – townships, villages of kolkhozes and 

sovkhozes and agricultural production centres with farms for cattle breeding, complexes for grain 

farming and agricultural mechanization, populated placed for Soviet army military staff. In Soviet 

Latvia territorial planning of populated places and agglomeration was developed. 

The restored Republic of Latvia denationalized the land and privatized lots of industrial 

companies essential for national economics, thus leaving an impact not only on the urban economic 

development and status, but also on the development of the branches of national economics in 

general. Due to the implementation of administrative territorial reform the territorial fragmentation 

has appeared and the transport system changed essentially, eliminating railways; also the inequality 
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of territorial structures’ economic development has been promoted and the historic administrative 

territorial planning and centres’ system has been destroyed. Due to the policy of the European 

Union and market economics significant changes in the rural environment have taken place, where 

big farms have appeared, the typological diversity of populated places and the percentage of 

protected areas have increased. The fast development of R�ga, Lielr�ga and Pier�ga contrasts with 

the economic development in Latvia countryside. 
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MIXED MEDIA AS CONTEMPORARY ART QUINTESSENCE  
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Abstract   

Mixed Media as Contemporary Art Quintessence 
Key words: mixed media, contemporary art, collage, assemblage, installation art, readymade 
Combination of dynamic methods, concept and materials are few of the key features that characterize contemporary art. 
It violates the traditional boundaries of art and ignores its simple definition. Mixed media becomes one of the most 
common techniques in this art movement and reflects main characteristics of contemporary art. Although specifics of 
this technique are as old as art itself, the use of the term “mixed media” is relatively new. Mixed media is a technique, 
which is used to create an artwork from more than one material, media. Nowadays it is widely used in many works of 
art. The most popular art movements, where mixed media is performed are painting, graphics, sculpture, photography 
and cinematography. The aim of this research is to track the development of mixed media, define its characteristic and 
plausible expressions in art. 
 
Kopsavilkums 

Mixed media k$ laikmet&g$s m$kslas kvintesence 
Atsl� gv� rdi: mixed media jeb jaukt�  tehnika, laikmet�g�  m� ksla, kol� �a, asembl� �a, instal� cija, red�meids 
K�  viena no galvenaj� m iez�m� m, kas raksturo laikmet�go m� kslu, ir dinamiska materi� lu, meto�u un koncepta 
kombin� cija, kas p� rk� pj m� kslas tradicion� l� s robe�as un ignor�  t� s vienk� ršu defin� jumu. Par vienu no izplat�t� kaj� m 
tehnik� m šaj�  m� kslas virzien�  k�	 st mixed media jeb jaukt�  tehnika, kuras izpild�jums atspogu�o laikmet�g� s m� kslas 
�paš�bas. Lai gan tehnikas izpild�juma �patn�bas ir tikpat senas, cik pati m� ksla, j� dziens mixedmedia ir sam� r�  jauns. 
Mixedmedia ir tehnika, ko izmanto m� kslas darbu rad�šanai, pielietojot vair� k nek�  vienu materi� lu, mediju. M	 sdien� s 
t�  tiek izmantota visda�� d� ko m� kslas darbu izpildei. K�  pašus popul� r� kos m� kslas virzienus var min� t glezniec�bu, 
grafiku, t� lniec�bu, fotogr� fiju un kinematogr� fija. P� t�juma m� r� is ir noskaidrot mixedmedia tehnikas att�st�bas gaitu, 
�patn�bas un iesp� jamo izpausmes daudzveid�bu. 
 

Introduction  

The world of art is diverse and complex. Since the beginning of the time, people strove after 

self-expression. They achieved it through art, which revealed their emotions, beliefs and world 

vision. Time passed and art changed with it, showing its multiplicity of styles and visual 

performance. Artists always sought for the new techniques and materials.  

Since the 20th century the world of art gains more freedom. This freedom of ideology 

expression and performance brought us to nowadays, where a work of art can be anything that is 

modern, heralds about current issues, is dynamic and progressive. Combination of dynamic 

methods, concept and materials are few of the key features that characterize contemporary art. It 

violates the traditional boundaries of art and ignores its simple definition. Mixed media becomes 

one of the most common techniques in this art movement and reflects main characteristics of 

contemporary art.  

The goal of the research is to define the most important conclusions about the development of 

mixed media technique. By analyzing mixed media artworks of 20th and 21st, gather .main 

characteristics that this technique possess and find out how widespread it could be in world of art. 
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Mixed media origins and evolution 

Mixed media is a technique, which is used to create an artwork from more than one material, 

media. It provides the viewer and the artist an opportunity to appreciate limitless variety of mixed 

media expressions, which appears in painting and graphic, photography, cinematography, etc. In 

this technique traditional materials and three-dimensional found objects that completely unrelated to 

art are used (Hobbs 1985). 

As it can be concluded mixed media art began to develop in the 20th century, when artists 

started to break the traditional rules of art and tended more and more experiments with form, 

material and technique. However, mixed media as a technique can be found in ancient past, starting 

with the time when the works of art were made from more than one material. 

As one of the starting point of mixed media technique can be referred to Byzantine Empire, in 

330 — 1453 A.D, where artists often used gilded gold leaf on their paintings, mosaics, frescoes and 

manuscripts (4�2"�!�  1960). Although it stagnated through the Dark Ages, technique began to 

flourish with the coming of the Renaissance. In ancient Egypt this method was also widely used to 

achieve vibrant skies or shining halos on religious panels in the artworks (Smith 1960). 

Another mentioning of mixed media technique in ancient times is acrolith. It is a composite 

sculpture made of stone (sometimes of ivory) and other materials, for instance wood or gold. If 

figure`s torso was made of wood, then the head, hands, and feet were made of marble. The wood 

could cover either by gilding or with cloth. This type of statuary was common and widespread in 

Classical antiquity (,��! �  1862). 

According to Laneri-Dazana in the 20th century academy system of fine art, which was able to 

maintain its authority until the end of the 19th century, suddenly collapsed. Until 1900 it was even 

seemingly stable, but from 1914 there were only ruins left. Many artists began to look for 

replacement of already fed up and limited academism. They began to include in their works things 

that previously were not even considered as art materials (Laner�-Da�� na 2005: 186). 

The term “mixed media” came into use around 1912 when two famous painters Pablo Picasso 

and Georges Braque were no longer satisfied with working only with charcoal, sanguine and 

Indianink (as well as watercolor, gouache and pastel). Bucholca mentioned that they began to use 

newspapers, music sheets, books and affiche cut out snippets and glued or pinned them on paper 

base. They became the first artists that began to use collage and assemblage in their work (Bucholca 

2006: 95).  

Although in both mixed media and collage definitions run parallels, there are certain 

differences between them. In fact, nowadays it is not a rare assumption that collage is considered a 

subset of the mixed media genre. This means that all collage can be considered as mixed media, but 

not all mixed media art is collage. For this purpose, it is important to define each type of art in 
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details. The term collage is originated from French verb "cooler", which means "to glue". Collage is 

a technique where lightweight materials such as paper or cloth pieces are glued to smooth base. The 

source materials for this technique can be photos, colored or printed papers, cloths, as well as 

papers, cardboards or canvas, which are used as a base and are different in terms of texture and 

color (MKV 2011: 215). 

Assemblage is an artistic technique that is closely related to collage, but unlike it, includes 

dimensional parts or even entire objects in one artwork. Both assemblage and mixed media often 

use objects that are not normally used in the art (Fichner- Rathus 1998). 

Up to 1920s collage activity slowed down, but turned to full glory thanks to German dada 

artist Kurt Schwitters and his remarkable array of personal expressions accomplished in collage and 

assemblage. As Gobrich mentions in his works he used daily occurring papers (newspapers, notes, 

documents, etc.), different types of canvases and wood panels (Gobrich 1997).  

In the formal aspect collage technique was very challenging, as it allowed distinctively 

combine materials of various origin and nature. American mixed media artist Clara Bertain in her 

article “The History of Mixed Media Art” displays how collage and assemblage technique affected 

world of art in the 20th century. In 1919s collage technique was used by the German artists Hannah 

Höch, Max Ernst and Otto Dix as well as Austrian Raoul Hausmann. In the 1930s Henri Matisse 

used cut-paper shapes as preparatory work for commissioned items to be executed in some other 

media. Joseph Cornell's framed assemblage works during the early 1940s began the abstract 

expressionists' search for collage as an art form (Berta 2011). As was stated by Frida and Karsa in 

1960s Nouveau réalisme movement followers also widely used mixed media technique. They 

diverted the society surrounding items and products to their aesthetic use or showed them as they 

were. Sometimes it seemed that the artists’ intervention were minimal (Frida, Kars�  2002). The 

liberty of expression engendered by means of collage explorations headed directly to the 

assemblages, constructions and also combine paintings of Robert Rauschenberg, Jasper Johns, Jean 

Dubuffet and Ellsworth Kelly. Their art experiments in 1950s and 1960s created the conditions for 

the installations, appropriations, settings and new object works in 1980s and 1990s (Berta 2011). 

Installation is an artistic genre, close to stage design that incorporates a broad range of 

everyday and natural materials, fine art elements as well as new media, that involves all human 

senses and human itself. While readymade is a technique where every day found objects are 

combined and presented as work of art. Author of this concept was French dada artist Marcel 

Duchamp (Laner�-Da�� na 2005). 

With the beginning of postmodernism, mixed media became more popular and widely used. It 

can be explained by the assumption that both technique and art movement hold similar ideology — 

rebelling against traditional "high art" (Desmond 2011). 
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Mixed media and multimedia art — similarities and differences 

In the 20th and 21st centuries big influence in art world holds technology development. 

Handy and easily available technologies gave art a new audio visual form. New technologies were 

widely used in the installation and other three-dimensional artworks. As a result new art 

technique — multimedia — was introduced (Tribe 2006). Both mixed media and multimedia are 

techniques that combine different types of objects, materials, medias, so they usually are confused 

with each other. But there is an important distinction between “mixedmedia” artworks and 

“multimedia art”. Mixed media mainly refers to a work of visual art that combines various 

traditionally distinct visual art media. For instance, J. Utans painting “To the new shore” (2015), 

that combines golden leaf (or golden foil) and paint (as well as some form of organic material) 

could properly be called a “mixed media” work, but not a “multimedia art.” The term “multimedia 

art” covers a far broader spectrum of source materials than mixed media. It combines visual art with 

non-visual elements (for instance, recorded sound) or with elements of the other forms of art (such 

as literature, drama, dance, motion graphics, music or interactivity) (Lin 2015). For example K. 

Gelzis artwork “ Tempelhof” (2012) is a combination of video, cardboard and plastic. 

Technique characteristics and use in the world of art 

Nowadays art is everywhere. It has neither borders nor shores. The means of expression have 

increased, genre boundaries — disappeared. Mixed media may be regarded as always topical, 

running in course of time. It gives an opportunity to create and exhibit works of art in the new light, 

allowing guessing what will be the consequences for space and time. Maybe so art runs the risk of 

becoming "inartistic", but it doesn`t cease to spread and adapt to the world's complexity. 

As it was mentioned before, obviously, mixed media art covers a broad spectrum of source 

materials. It could be assumed that mixed media technique materials mostly are only visually 

different. But as Mensah implies in his research, “the materials must not necessarily be so distinct 

from each other. This means that different media having related physical, chemical and mechanical 

properties or characteristics can be combined to produce mixed media art” (Mensah 2011: 67). So 

for example, A. Gulbis sculpture “Eye” (1996) can be addressed as a mixed media sculpture 

because it is made of marble and bronze, or L. Bikše mixed media paintings, where it is hard to 

guess what type of different materials they are made of. 

While mixed media technique developed through the centuries, it seamlessly appeared in 

almost every form of fine art:  

�  Graphic. Combination of different techniques and methods are widely used in graphic. The 

main reason for this is the availability of materials and tools and technological simplicity. As 

some of the more traditional materials in mixed media graphic are pastels (soft, hard, pencil and 

oil), watercolors, gouache, tempera, acrylic, collage method (from paper, textile, foil and other 

materials). One of the Latvian artists, who makes mixed media graphic is Normund Braslins. 
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�  Sculpture. As it was already mentioned before, mixed media in sculptures was used since 

ancient times. But sculpture in the 21st century does not include just something solid and static 

but rather a fluid interaction in time and space. As Jac Scott implies in his book, the material 

palette is unlimited and very unique: from gelatin and steel to sweets and wire, alum and light 

and many other (Scott 2014). 

�  Installation art.  It originally comes with the wide range of found objects and materials. With 

accurately thought-out idea and selected materials, the work of art is able to draw the viewer's 

attention to a particular issue and tell its story. Jenniffer Omaitz in her dynamic installations 

explores states of change between order and chaos that relate to this experience of environmental 

shift. The installation built contains three-dimensional landscapes frozen in the midst of a chaotic 

event. 

�  Paintings. Quite often painters, to create their works of art (from oil, acrylic paints or tempera) 

and achieve desired effect, use other coloring materials (or create them themselves). Paintings 

can also contain quite uncharacteristic raw material — wood, fabric, leather, various objects or 

mechanism parts which by the artist's beliefs create complete image of the painting and the 

desired dissonance. One of the most interesting Latvian artists that uses mixed media in paintings 

(as well as graphic and installations) is Ilmars Blumbergs.   

�  Textile. Mixed media is widely used in textile art, where the main raw material becomes fiber, 

and by fiber is meant not just wool or cotton, but also polyester, metal and even "smart" textiles. 

Moreover one textile art work can be made of different technique combinations like embroidery, 

sewing, printing, weaving, etc. Interesting material combination in textile art can be seen in Raija 

Jokinen work “Protection” (2015). 

�  Cinematography. In cinematography filming with the use of sets and props and without them 

can already be considered for the film as a form of "mixed media". The use of computer 

programs (like adding special effects, three-dimensional objects etc.) in film making can also be 

considered a mixed media.  

�  Photography. Just like in cinematography, no one has yet defined borders, when photography 

can be considered as a mixed media and when not. Mainly it refers to digital photography. If a 

shot frame can be considered as finished work (like finished painting), then changes that are 

made with computer programs can be considered as that other material that makes it mixed 

media. Although there are no disagreements when it comes to printed photography that is 

supplemented with other materials like paint or strings or made as a collage, for example, 

Maurizio Anzeri and his sheathed photos, that with the help of colored strings makes comical 

and ironical characters. 

�  Hobby. Many beginners, novice artists and art lovers can enjoy and express themselves with a 

help of mixed media technique. It is an exciting and interesting way of showing your creativity. 
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Altered books and postcard crafting, scrapbooking are one of the greatest hobbies where mixed 

media come in use. Diversity of raw materials is also very wide: decorative papers, fabrics, 

ribbons, beads and glitter, decorative figurines etc. 

Conclusions 

Getting acquainted with so extensive technique as mixed media, it seemed remarkable how it 

grew and gained popularity. The research on the mixed media technique origins, evolution an 

expansion point of view leads to several conclusions: 

�  The idea of using different materials in one art work came from ancient past. This technique has 

its roots around 2 A.D., but the term "mixed media" came in use only in the 20th century.  

�  Mixed media may take the form as a combination of traditional techniques as well as 

combination of found objects, unusual, everyday materials. Although combination of visual art 

with non-visual elements (for instance, recorded sound) or with elements of the other forms of 

art (such as literature, drama, dance, motion graphics, music or interactivity) defines an artwork 

as multimedia not mixed media. 

�  Mixed media technique is widely used in contemporary art and can be found in art forms such as 

painting, graphics, sculpture, installation, textile art as well as photography and cinematography.  

�  This technique is an integral part of contemporary art, which has the ability to reach out and 

evoke viewer’s curiosity. Mixed media techniques can only be limited by human fantasy. It can 

be creatively used for both professional artists and amateurs, beginners. 
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Abstract 

Shadow role in photography 
Key words: photography, light, shadows 
The aim of research: explore the scientific literature and internet resources about shadow role in photography. 
Usually, looking at different kind of photography, firstly, pay attention to the object or group of object placement, 
lighting type (artificial or natural) and to other things. However, the main means of expression in composition formation 
in photography is light and shadow. 
Light, shining, comes up against various obstacles and create shadows. That is why photographer main task – 
understanding how properly connect the light and shadows in photographs, according with the artistic idea. 
Light in photography fulfil technical, expression and composition functions. That give photography form, volume and 
structure. However, this would not have been possible without shadows. Shadows as the light is powerful way to create 
incredibly beautiful and emotionally powerful photographs. They can disturb the composition, but also can become the 
main object in frame.  
 
Kopsavilkums 

� nas loma fotogr$fij $ 
Atsl� gas v� rdi:  fotogr� fija, gaisma, � nas 
P%t&juma m%r( is: Izp� t�t zin� tnisko literat	 ru un interneta resursus par � nas noz�mi fotogr� fij � .  
Parasti, skatoties uz k� da veida fotogr� fij � m, pirmk� rt, piev� rš uzman�bu priekšmetu vai objektu grupu izvietojumam, 
apgaismošanas veidam (m� ksl�gais vai dabiskais). Tom� r par galveno izteiksmes l�dzekli, kompoz�cijas veidošan�  
fotogr� fij � , var uzskat�t gaismu un � nas.  
Gaisma, sp�dot, atduras pret da�� diem š�� rš�iem un rada � nas, t� p� c svar�g� kais fotogr� fa uzdevums – sapratne par to, 
k�  pareizi savienot gaismu un � nas fotogr� fij � , saska��  ar iecer� to m� ksliniecisko ideju. 
Gaisma fotogr� fij �  izpilda gan tehnisk� s, gan izteiksmes un kompozicion� l� s funkcijas. T� s nodod fotogr� fijas formu, 
apjomu, strukt	 ru. Tom� r bez � n� m tas neb	 tu iesp� jams. � nas, k�  gaisma, ir sp� c�gs veids, kas �auj veidot neticami 
skaistas un emocion� li sp� c�gas fotogr� fijas. T� s var gan izjaukt kompoz�ciju, gan var k�	 t par galveno objektu kadr� .  
 

Introduction   

 Today nobody doubts about the fact, that photography is kind of the art, which reflects 

creative vision of photographer as the artist. However in the beginning of photography 

development, during several decades, the question was opened about that, whether photography 

could be referred to the art or it was only mean for fixing and delivering the information about 

world-wide. 

 Photography should many years to carry off its place in the world of the art. Courageous 

experiments with different photographical technologies and artistic methods allow make unusual 

and original photographies by photographers to surprise the audience. 

 Usually, watching on photographies of some kind, at first, turn an attention to the location of 

thing or groups of objects, the kind of the lighting (artificial or natural). However the main means of 

expression in the making composition in photography can be considered the light and the shadow. It 

is well known, that the word „photography” itself in the translation from the Greek language means 

„the drawing with the light.” By the help of photography we aspire to immortalize to the light of 

surrounding world on the picture in planes. But there, where the light comes up against various 
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obstacles – always will be also the shadow. Therefore the most important task of photographer – 

understanding about that, how to unite the light and shadows correctly in the photography, 

according to the intended artistic idea (Krages 2005). 

The light  

 The light in the photography makes both technical, both compositional functions. From the 

technical side all is clear – by the help of the light makes the desirable level of the lighting. The 

artistic function – by the help of lighting in the photography hands over the form, the size and the 

structure of visible surface of the object, as well as the depth. Exactly by the help of the light 

photographer can achieve, that object on the photography would cause feelings of softness, 

flexibility, smoothness, hardness or heaviness for the spectator. The originality of photography, also 

its temper depends on the lighting (=��0�!���  1988). 

 However should not forget also about that the light not only makes the form and emphasizes 

the surface of things, but also creates tones and shadows, what cast to things being photographed. 

About the good lighting in the photography can call that, where both lights, both halftones, both 

shadows will be seen. The right composed matter of the light and the shadow in the photography – 

it is also that explicit compositional function, which photographer has to resolve (=��6�  2015).  

 So as the light is one of the main expression means in the armoury of photographer, it is 

very important to remember about its principal qualities and to know, that it is correct to use those 

depending on the situation. The light can be turned to anything or dispersed. Turned light makes 

directly defined, too dark and too deep shadows (Figure 1). Such light gives the sun in the bright 

sunny day, lighting of streets during dark daytime or especial, artificial, turned sources of lighting 

(=��6�  2015). 

 Photographers usually don’t like to use turned lighting, because too dark and deep shadows 

look like not very smart on photographies. Gentle dispersed light gives more even lighting, 

photographing on streets, remarkable early in the morning or in the late evening, as well in cloudy 

weather (Figure 2). Moreover, dispersed lighting can form, using different soft boxes and reflectors 

(Kubota 2011). 

 In the same way distribute such types of lighting, as: 

�  Side lighting – this type of lighting fulfills the main role, because exactly those makes shadows 

in the photography, discovering the form and the size of things. By their help is made relation of 

lights and darks in the photography. The light can be turned from different places, probably it is 

set up behind the back of the photographer, from above or from the bottom of photographing 

object, however more often it is being set up directly at the side (Kubota 2011); 
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�  Front lighting – by the help of it is lighting shadows, attaching lightness and using translucency 

to that. Without using this lighting in shadows can arise completely black areas. Usually these 

are set up behind the back of photographer (Kubota 2011); 

�  Reflected lighting – serves, that if by the help of the light to mark outside surfaces of object and 

to form additional snap-shots (Kubota 2011); 

�  Background lighting – helps to light the space behind the object (Kubota 2011); 

�  Backlighting – lights the object from the backside, gives the opportunity, as if to separate the 

object from the background (Figure 3) (Kubota 2011).  

 Types of lighting, marked out, mainly belonged to the artificial lighting, it can be controlled 

by photographer. However exists also natural lighting. Of course, the photographer can’t 

overwhelm the sun, however it doesn’t mean that on the street photographer has no abilities to use 

the light as the mean of expression and composition (����  �  ���:  �  B � +!�B�� . 

http://www.fotokomok.ru/svet-i-teni-v-fotografii/).  

 Here the photographer should be with the notion, how high will be the sun in relation against 

the horizon in certain daytime, in which angle shadows will fall, how various weather conditions 

will influence the features of the lighting. The light of the sun can change its temperature of color 

that also can impact the tone of photography. The best weather for the street photography are 

sunrise and sunset, when forms dispersed light of gentle, warm tones. Thus photographing in the 

nature, that if to gain intended result, the photographer have to wait for appropriate weather 

conditions and daytime, or have to use different reflecting screens and filters (����  �  ���:  �  

B � +!�B�� . http://www.fotokomok.ru/svet-i-teni-v-fotografii/).  

Shadows  

 The light and shadows – things in the photography were practically inseparable among 

themselves. In the composition great role plays not only lighted part of the still – light, but also 

shadows, which in the most cases determine the essence and content of the photography. Beautiful 

and emotionally bright photographies practically can not be possible to form without skills to set up 

and to control shadows correctly. The using shadows helps to join strong mood to the picture and 

the object, certain emotional mood, which spectator always feels. It can be said, that shadows help 

to intensify the common impact of the photography (����  �  ���:  �  B � +!�B�� . 

http://hostingkartinok.com/foto/759/). 

 Shadows help to tell the story and enrich the mood of the photography and visual 

perception. In the truth, they can be so interesting, that sometimes even are able „to overshadow” 

the object itself. Concentrating the attention on shadows, can form beautiful composition, full with 
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contrasts, forms and minimal simplicity. The object and its shadow intensify each other (����  �  ���:  

�  B � +!�B�� . http://hostingkartinok.com/foto/759/). 

 The photographing of shadows succeeds at the best, using simple, strict forms, which make 

an interesting picture (for example, flowers, straight lines, people) (Figure 4). Shadows can use in 

the still in the same way, as other elements can be used, such as guiding lines, characters, bends, 

that turn vision along the picture or make the balance between light and dark spaces (.���:��  ��E�  

B � +!�B�� , % 6����  ���� . http://photo-monster.ru/lessons/read/usilte-vashi-fotografii-dobaviv-

teni.html). 

 Shadows on the photo – picture determine features of lighting – dispersed or turned light, 

side, foreground and back light. Usually on the photography marks out the shadow itself, as well as 

light shadow and reflex (Figure 5). As the shadow is being considered non-lighted or weakly lighted 

elements of the object. Light shadow – weak shadow,  that forms, when the object is lighted in the 

same time with several light sources. As the reflex is called small light spot in the area of the 

shadow, which is formed of light ray’s reflection from close objects (How to Get Amazing Images 

from Shadows. http://www.lightstalking.com/photographing-shadows/). 

 Shouldn’t think that shadows in the photography are simply non – lighted parts of the 

picture, which have no any content. The truth in the shadow photography can deliver much 

information to the spectator, for example, after falling shadows can be defined the daytime, weather 

conditions or from which side sun rays are falling to the object. The shadow is able to attach the 

volume to the object, it allows him to look like more realistic and more lively. The correct using of 

shadows allows photographer to attach to photo – picture the sense of mysticism and dramatic 

effects (How to Get Amazing Images from Shadows. http://www.lightstalking.com/photographing-

shadows/). 

 One of many methods for using shadows by photographers – the forming of dark silhouettes 

on the light background, which is achieved to light the object from backside. Silhouettes on 

photographies look like very impressive, attach form to the object and make certain mood of the 

still. Shadows can be more difficult by temper than simply dark silhouette. Those can be 

pretentious, too explicit lines, contrasting against bright places of colors and light in the picture. 

Such unusual forming of shadows can help to combine different parts of the photography and to 

attach completeness to the composition (How to Get Amazing Images from Shadows. 

http://www.lightstalking.com/photographing-shadows/). 

The light and shadows on the picture in the composition 

 On the photography we see surrounding world as the link among light and dark places. 

Correct combining of the light and the shadow in the composition of the still helps to hand over the 

depth of the space, to design any plastic form and texture of objects’ volume, as well as to attach the 
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mood and emotional perception to the picture. Making any photo – picture, photographer have to 

form the composition correctly, where the main attention would be turned not only to the lighting 

and location of objects in the space, but also to the balance between the light and the shadow 

(M �$%��  2012). 

 The all in the photography has to be in the balance and harmony. Therefore, making the still, 

it is necessary to evaluate in the picture, placed in chaotic way, lights and shadows, so that to 

remove odd elements to optimize the link among different parts of the picture. If compositional 

possibilities of the light and the shadow fall out of the photographer’s vision, than the picture 

usually comes to not interesting and boring (M �$%��  2012). 

 In some cases wrong play of the lights and the darks can create rejection of the photography 

to spectator. For example, it is not recommendable to form the composition in such a way, when 

light places would be only in the bottom of the picture, but the top of the picture would consist only 

of deep, sharp shadows (Krages 2005). 

The using of shadows in the photography 

 Shadows, if those use incorrectly, can destroy the composition of the still. However the 

using of shadows as one of the main photographing objects, can help in reverse way to make very 

interesting, beautiful pictures. Such pictures can gain even not using especial lighting devices and 

expensive equipments – the main is to learn see shadows (/���  �  $���� 2  B � +!�B��  - �$�E��  

0!�"�!9 . http://cameralabs.org/3428-teni-v-ulichnoj-fotografii-luchshie-primery). 

1. Can try to snap the picture, when the shadow is well seen, occupies bigger place in the still than 

the object itself. Especially interesting picture can come, if the shadow is reflected against the 

main object (Figure 6) (11 �0 � 6 �  % 6����:  ����  ��  ��E  ���" � .  

http://www.fotonotes.ru/?p=41).  

2. Can deform the shadow of the object, using interesting background (the surface, on which the 

shadow falls). Can use, for example, open book. So that to put in the picture still deeper idea can 

open the book in certain place (Figure 7) (11 �0 � 6 �  % 6����:  ����  ��  ��E  ���" � .  

http://www.fotonotes.ru/?p=41). 

3. Can form the dialogue between the main object and the shadow. Good pictures come, 

photographing in the sunset, when shadows fall on the walls and make silhouette after the form 

similar to the main object (Figure 8) (https://www.smashingmagazine.com/2009/03/showcase-

of-beautiful-shadow-photography/). 

4. Shadows can be used for fulfilling empty places of the photography, thereby making smart 

photography. For example, different shadows, which form shining the light through windows 

(Figure 9) (Showcase of Beautiful Shadow Photography. https://www.smashingmagazine.com/ 

2009/03/showcase-of-beautiful-shadow-photography/). 
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5. So that the main object and its shadow make united element (Figure 10) (11 �0 � 6 �  % 6����:  

����  ��  ��E  ���" � .  http://www.fotonotes.ru/?p=41). 

6. Comes out the good composition, when the main object covers up the source of the light (for 

example, that goes, through the door), moreover, casting the shadow to the floor (Figure 11) (11 

�0 � 6 �  % 6����:  ����  ��  ��E  ���" � .  http://www.fotonotes.ru/?p=41). 

7. Can use shadows, so that to form interesting texture. For that reason the object is fit at the best 

with simple, one – colored, light surface (Figure 12) (Showcase of Beautiful Shadow 

Photography. https://www.smashingmagazine.com/2009/03/showcase-of-beautiful-shadow-

photography/). 

8. Can use the shadow, so that to form as if comical effect. However, comics will be not in the 

depiction of his shadow, but more exactly in that unconformity with the main object (Figure 13) 

(Showcase of Beautiful Shadow Photography. https://www.smashingmagazine.com/2009/03/ 

showcase-of-beautiful-shadow-photography/). 

9. Can use the shadow, so that to form the foreground, for example, the photography of landscapes. 

It will allow also deliver the volume (Figure 14) (11 �0 � 6 �  % 6����:  ����  ��  ��E  ���" � .  

http://www.fotonotes.ru/?p=41). 

Conclusions 

 What is more important in the photography – right light or shadow? And is it important to 

place in the composition of the picture emphasizes of the light and brightly expressed shadows? On 

those questions is not unequivocal answer. That shows gradation of practitioner, the lights and the 

darks in the picture, so called similar by the area existence of places for the shadow and the light, it 

is not guarantee to get qualitative and the more important, interesting photography. Beautiful and 

remaining in the memory photography can consist of several unequal by the gradation the place of 

the light and the shadow. Here the main is that, so that photographer will be able to change this 

gradation and could correctly form the drawing of the light and the shadow, according to his artistic 

vision.  

 Of course, these skills require certain experience and creative experiments. So that to 

acquire the understanding about subtle play of the lights and the darks, the young photographer has 

to start with still – life better, photographing it. Here the photographer can think over slowly all 

elements of composition, changing the lighting of objects, observing it, that the play changes 

between the light and the shadow in the picture. The skill to overwhelm correctly lights and 

shadows allows create admirably beautiful photographies of the art, which retain permanent impact 

on spectators. 
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Figures 
  

  

Figure 1. 
Turned light 
(Kubota 2011) 

 

Figure 2. 
Dispresed light 
(Kubota 2011) 

Figure 4. 
Geometry shadow in nature 

(http://photo-monster.ru/lessons/read/usilte-vashi-
fotografii-dobaviv-teni.html) 

Figure 3. 
Artifical lighting scheme 

(Kubota 2011) 
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Figure 6.  
(http://timberwolfphotolounge2.blogspot.com/2016

/02/project-3-upside-down.html) 
 

Figure 8. 
(http://www.dreamstime.com/photos-

images/wedding-ring-bible.html) 
 

Figure 7. 
(http://www.fotonotes.ru/?p=41) 

 

Figure 9. 
(http://www.fotonotes.ru/?p=41) 

Figure 10. 
(http://www.fotonotes.ru/?p=41) 

Figure 5. 
Shadow & light scheme 

(http://www.fotokomok.ru/svet-i-teni-v-
fotografii/) 
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Figure 11. 
(http://www.fotonotes.ru/?p=41) 

Figure 12. 
(http://www.fotonotes.ru/?p=41) 

Figure 13. 
(http://www.paperblog.fr/5086160/photogra

phie-ou-ombres-particulieres/) 
 

Figure 14. 
Ansel Adam, Zabriskie Point, Death 

Valley National Monument 
(Philippi 2010) 

 


