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Preface

Ojars Sparitis, Dr. habil. art., Agita Gritane, PhD

The international scientific conference organized by the
Doctoral Department of the Art Academy of Latvia took place in the
time of acute global conflicts, in particular the war waged by Russia
against Ukraine. It is precisely the questions of war and peace that have
motivated us to devote the conference to an exploration of conflict as a
catalyst for change in politics, society and culture.

Conflicts are often resolved in violent, explosive ways and the
upheavals they cause may engender new ideas and act as catalysts for
change. At the conference, therefore, particular attention was paid
to conflict theory and the insights it may provide into the causes and
consequences of conflicts, in which new ideas may be born and become
catalysts for change.

Cataclysmic transformations of the existing order in nature and
in society disrupt the existing balance of forces. Conflicts between
civilizations, nations and communities threaten the very existence of
culture. Nowadays, there is also a sharpening of the conflict between
the humanities and the sciences thanks to the investment of the
contemporary business-driven society in the promotion of what it
defines as “progress”, which gets extensive media coverage, and in the
STEM sciences, including mathematics, engineering and technology.
The challenge of global warming has also divided the world community
into well-paid climate saviours and climate sceptics. Conflict is also at
the heart of Aristotle’s theory of tragedy. Catharsis results from the
resolution of conflict inherent in any audio-visual artwork and it is
essential to our emotional and intellectual experience of it.

In order to facilitate the exploration of conflict in society and
in culture, we invited conference participants to familiarize themselves
with the origins of conflict theory, which can be found in Georg
Wilhelm Friedrich Hegel’s (1770 — 1831) dialectics and in Karl Marx’s
(1818 — 1883) philosophy of history, and with the modern conflict
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theory initiated by Charles Wright Mills (1916 — 1962). The organizers
of the conference also recommended to the conference participants
to get acquainted with the publication which highlights the pleasure
and contentment that doing research in both the humanities and the
social sciences brings: . Bizzarri, A. Giuliani, C. Mocenni. Awareness:
An empirical model. (https://www.frontiersin.org/articles/10.3389/
fpsyg.2022.933183/full).

All the conference participants were encouraged to think
creatively about the role of conflict not only in their research but also
in their personal life and creative work. The papers presented at the
conference aimed to reveal the catalytic role of conflict in producing
innovative artistic forms, contents and means of expression.

As the contributors to the current volume are unanimous on the
issue of the destructive nature of violence as a catalyst, we have decided
to publish Skaidrite Lasmane’s, a professor of philosophy and ethics
at the University of Latvia, article "Ethics of War" as the introduction
to the volume. The paradoxical title of her article reveals the deadlock
caused by irreconcilable contradictions at the heart of military conflict,
which warring parties resort to as a means of resolving their conflict.

"Virtual Reality Technology as a Tool for Learning History:
The Conflict and Coexistence of Virtual and Physical Reality" by Liga
Veélina opens the section of the volume acquainting the reader with
the researches by the students of the doctoral department of the Art
Academy. Her article examines the memory encoded in the museum
dedicated to Zanis Lipke, who saved a number of Latvian Jews in the time
of WWII. The museum both testifies to the horrors experienced by the
people persecuted by the Nazis, and offers an insight into the existential
conflicts that Riga residents had to deal with under occupation. In her
article, "Intergenerational and Transgenerational Postmemory in the Art
of Imants Tillers", Diana Anna Kreitzberga, analyses the reflections of
traumatic memories in the works of the Australian Latvian artist Imants
Tillers. Sanita Duka explores the history of the Riga Workers' Theatre
in her article, "Development of the Riga Worker's Theatre: Conflicts
and Confrontations". She reveals the ideological development of the
theatre in the context of political, social and spiritual collisions of the

interwar period. In his article, "Bonds Across Differences: Taring Padi's
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Art of Propaganda", Sebastian Muehl, a researcher at the Institute of
Contemporary Art, Design and Architecture of the Art Academy of
Latvia, draws the readet's attention to the use of "wayang kurdus" -
cardboard dolls derived from traditional Indonesian culture — as tools
of political propaganda in contemporary Indonesian culture. The article
by Iveta Feldmane, "The Road to Free Artistic Expression: Clash of
Views in the Official Soviet Art Criticism in the 1950s - 1960s", echoes
some of the observations made by Muehl. Feldmane’s research provides
valuable insights into an ideologically complex period of the two post-
war decades, when Latvian art tried to free itself from the clichés of
the ideology imposed by the regime of Soviet occupation and of the
so-called "socialist realist" art.

The value of international academic conferences lies in their
ability to provide a platform for free and uninhibited expression of
divergent views on the conference subject. "Visual Resistance of
the Everyday: Mapping Conflict in Punk Aesthetics" by Karolina
Rimkute, a PhD student of the Art History and Theory Department
of the Vilnius Academy of Arts, broadens our perspective on punk
aesthetics and dispenses with a number of stereotypical views of it.
The doctoral student Guntars Gritans' "Conflict in the Art of Biruta
Delle" analyses certain psychological aspects of the painter Biruta
Delle's work. Gritans examines Delle’s representation of her conflicts
with society in her paintings and comments on the tragic personality’s
heightened sense of injustice in the world. "Happiness Relay" by the
associate professor Angelos Floros of the University of Ionia (Greece)
and PhD student Vasilis Alexandrou analyses the conflict provoked by
a contemporary installation which models the public's psychological
reactions in situations of comfort and stress. In her article, "Conflicting
Methods in Art Research: The Case of Julijs Feders' Painting", Sanita
Bitko, a student at the Art Academy of Latvia, analyses conflicting
approaches to the determination of the verisimilitude in landscape
painting, comparing and contrasting the results reached through the
application of conventional methods and criteria and those arrived at
thanks to the use of less conventional procedures. Bitko demonstrates
the advantages of field research methods, digital topographic map
matching technology and computer graphics software by employing
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them to reveal correspondences between Julijs Feders’ paintings
and the real landscape. She argues that it is through the use of such
unconventional methods and technologies that stagnation in art history,
still largely reliant on descriptive methods, can be overcome. The
architect Silvija Ozola's comprehensive study "The Impact of Global
Processes on the Ethnic Composition and the Creation of a New Type
of Population and Cultural Environment in Courland Starting from
the 9th Century" offers a detailed view of the processes of migration,
interaction and competition of different ethnic groups, which led to
the formation of the heterogeneous indigenous population of modern
Kurzeme. While restoring the icons painted by the Frolov brothers,
members of the Old Believers’ religious community in Latvia at the
turn of the 20th century, the restorer Liga Slakota has identified the
most characteristic features of the icons made by these painters. In her
article, "The Conflict Between the Russian Orthodox Church and the
Old Believers as a Starting Point for the Development of Icon Painting
in Latgale", she reveals the role of religious divisions and conflicts in
the development of different regional traditions of icon painting in the
eastern part of Latvia — Latgale.

The organizers of the conference "Conflict as a Catalyst for
Change" and the editors of the current collection of articles would
like to thank the researchers in both the humanities and the social
sciences at the Art Academy of Latvia for their excellent contributions
to the volume. We are also grateful to all the international conference
participants whose contributions to the conference and to the current
volume have enriched both. We thank the international reviewers
for their highly professional role in ensuring the high quality of this
collection of articles: Dr Simon Mc Keown, Head of Art History
Department at Marlborough College, Dr Barbara Uppenkamp, Scholarly
editor at Institut fir Kunst- Design- und Medienwissenschaften
(IKDM), Muthesius Kunsthochschule Kiel, Germany, and Dr George
Siarov, Member of the Research Council, SGEM WORLD SCIENCE
(SWS) Scholarly Society, Vienna, Austria. We hope that this collection

of articles will find many interested readers worldwide.



Prieksvards

Ojars Sparitis, Dr. habil. art., Agita Gritane, PhD

Latvijas Makslas akadémijas Doktorantaras nodalas starptautiska
zinatniska konference notika globalu konfliktu un konkreti — Krievijas
uzsakta kara pret Ukrainu laika. Tiesi “kara” un “miera” konfrontativa
situacija rosinaja tematisko izveli pakartot konfliktu pétniecibai un to
iespéjamas katalitiskas lomas izzinai ka politika, ta ari sabiedriba un kultara.

Lidz konfliktam saasinajusies situacija atrisinajumu atrod péc
eksplozijas vai butiska satricinajuma. Tadéjadi konferencé uzmaniba
tika pieversta konfliktu teorijai, konflikta célonu un seku sakaribam ka
kritiskas situacijas raditajam, kuras var dzimt jaunas idejas, konfliktam
klastot par procesu katalizatoru.

Kataklizmas daba un sabiedriba izjauc pastavoso lidzsvaru.
Konflikti civilizaciju, naciju un kopienu starpa draud ar kultaras boja eju.
Nav gruti pamanit, ka nosacits konflikts musdienas pastav art humanitaro
un dabaszinatnu starpa, péc biznesa un industrijas pasutijuma avanséjot
tendenciozi ievirzitam progresam gan médiju uzmanibu, gan prioritara
karta finanséjot tiesi tas zinatgu jomas, kuras apvieno matematiku,
inzenierzinatnes un tehnologijas, saisinati apzimétam par STEM
zinatneém. Ari globalajai sasilsanas problémai pievérsta uzmaniba ir
saskélusi pasaules sabiedribu ka labi apmaksatos klimata glabéjos ta ari
skeptikos. Tomeér Aristotela definéta katarses teorija maksla joprojam ir
speka, jo bez konflikta konstatacijas un ta atrisinajuma nevar pastavet
neviens audiovizualas kultaras un performativas makslas darbs.

Lai veicinatu konferences teorétisko konceptu izstadi, visi
dalibnieki tika aicinati iepazities ar konfliktu teorijas sakném, kuras
ir mekléjamas 19. gadsimta Karla Marksa (1818-1883) véstures
filozofija un Georga Vilhelma Fridriha Hegela dialektika (1770-1831),
masdienu konfliktu teorija, kuru aizsaka Carlzs Raits Milss (1916-1962).
Konferences rikotaji ieteica iepazities ar publikaciju par humanitaro
un socialo zinatgu pétnieciba gustamu gandarfjumu: F.Bizzarri; A.

Giuliani, C.Mocenni. Awareness: An empirical model. (https://www.

Prieks$vards

frontiersin.org/articles/10.3389/fpsyg.2022.933183/full).

Visi konferences dalibnieki tika rosinati radosam domam par
to, ko butisku vingu pétnieciskaja lauka, personibas dzive, rakstura
un dailradé spéj ienest pétnieka saskatita iekseja spriedze, dramatiska
sadursme vai konflikts, kas ietekmé gan individu gan vipa radoso
procesu. Referatos atspoguloto pétijumu meérkis ir konstatét kolizijas
vai konflikta katalitisko lomu kuras rezultata var rasties inovativa
forma, jauns saturs un jauni izteiksmes lidzekli, kuri var tikt izmantoti
novatoriskas makslinieciskas kvalitates radisanai.

Krajuma veidotaji ir vienpratigi jautajuma par vardarbibas
ka katalizatora postoso dabu, tade]l ievada tiek piedavats Latvijas
Universitates filozofijas un etikas profesores Skaidrites Lasmanes raksts
“Kara étika”. Saja paradoksalaja nosaukuma atklajas nesavienojamu
pretrunu izraisita konflikta raditais strupcels, pie kura nonak karu ka
konflikta risinajuma lidzekli izvélejusas puses.

Latvijas Makslas akadémijas Doktorantaras nodalas studentu
zinatnisko publikaciju virkni aizsak Ligas Veélinas raksts “Virtual
Reality Technology as a Tool for Learning History: The Conflict and
Coexistence of Virtual and Physical Reality”. Taja aplukota ebreju glabéja
Zana Lipkes muzeja véstijuma iesifréta atmina, kura glaba gan realas
liecibas par nacistu vajato cilvéku piedzivotajam Sausmam, gan piedava
iejusties eksistencialu koliziju plositaja Rigas sabiedriba Otra Pasaules
kara okupacijas apstaklos. Diana Anna Kreicberga sava publikacija
“Intergenerational and Transgenerational Postmemory in the Art of
Imants Tillers” analizé traumatisko atminu refleksijas Australijas latviesu
makslinieka Imanta Tillera dailrade. Doktorantiras studente Sanita
Duka peta Rigas Stradnieku teatra vésturi un raksta “Development of
the Riga Worker’s Theater: Conflicts and Confrontations” atspogulo
teatra idejisko izaugsmi laikmeta politisko, socialo un garigo pretrunu
kolizijas. Ar rakstu “Bonds Across Differences: Taring Padi’s Art of
Propaganda” Latvijas Makslas akadémijas Laikmetigas makslas, Dizaina
un Arhitektaras institata pétnieks Sebastians Mils (Muehl) pievers
lasitaja uzmanibu “wayang kurdus” — no tradicionalas kulturas klisejam
atvasinatam kartona lelléem — politiskas propagandas instrumentiem
musdienu Indonézijas kultara. Zinamas paraléles ar S. Mila publikacija

izteiktajiem vérojumiem pauz Ivetas Feldmanes raksts “The Road to Free
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Artistic Expression: Clash of views in the Official Soviet Art Criticism
in the 1950s — 1960s”, kura vértéts ideologiski sarezgits periods Divas
péckara desmitgadés Latvijas maksla centas atbrivoties no padomju
okupacijas rezima uzspiestas ideologijas un ta dévéta “socialistiska
realisma” makslas deklarativajam klisejam.

Starptautisko zinatnisko konferencu vértiba ir to dalibnieku
atvértaja skatljuma uz koncepcijas autoru piedavato pamattému. Ta arl
saja gadijuma Vilnas Makslas akadémijas Makslas Véstures un teorijas
nodalas Doktoranturas studentes Karolinas Rimkutes (Rimkute)
raksta “Visual Resistance to The Everyday: Mapping Conflict in Punk
Aesthetics” iztirzajums teorétiski paplasina panku estétikas vértéjuma
diapazonu un mazina tam piedévéto stereotipu slogu. Doktoranturas
studenta Guntara Gritana pétijuma “Conflict in the Art of Biruta
Delle” ir analizéti gleznotajas Birutas Delles dailrades psihologijas
aspekti, kuru iespaida maksliniece savas gleznas reflekté par saviem
konfliktiem ar sabiedribu un par tragiskai personibai piemitosu
saasinatu pasaules izjutu. Uz Jonijas Universitates (Griekija) asociéta
profesora Angelos Floros (Floros) un Doktoranturas studenta Vasila
Aleksandrua (Alexandrou) konferences zigojuma pamata veidota
publikacija “Happiness Relay”, reflektéjot par antiko filozofu Aristotela
un Platona uzskatiem analizé modernas instalacijas provocétu konflikta
situaciju un modelé sabiedribas reakciju psihologiska komforta un afekta
situacijas. Savukart Latvijas Makslas akadémijas studente Sanita Bitko
raksta “Conflicting Methods in Art Research: The Case of Julijs Feders’
painting” konstaté konflikta pamatu arhaisku analizes metozu un
kritériju izmantosana realistiskas glezniecibas veértéjuma. Demonstréjot
lauka pétfjuma metodes un digitalo topografisko kar$u savietosanas
tehnologijas prieksrocibas Julija Federa gleznas un realas ainavas
salidzinasanai, ka ari izmantojot datorgrafikas programmaturu péc
raksta autores domam var tikt parvaréta stagnacija makslas vésturé, ko
makslas vésturé ir iedibinajusi deskriptivo metozu lietosanas tradicija.
Arhitektes Silvijas Ozolas apjomigais pétijums “The Impact of Global
Processes on the Ethnic Composition and the Creation of a New Type
of Population and Cultural Environment in Courland Starting From
the 9th Century” piedava izveérstu skatfjumu uz atskirigu etnisko grupu

migracijas un mijiedarbibas procesiem, dazadas intensitates konkurences

9

Prieksvards

apstaklos forméjot musdienu Kurzemes pamatiedzivotaju neviendabigo
sastavu. Religiskas skelSanas un konfliktu rezultata Latvijas austrumu
dala — Latgalé — 17. gadsimta attistijas arl atSkirigas regionalas ikonu
glezniecibas tradicijas. Restauréjot vecticibnieku konfesionala virziena
parstavju bralu Frolovu 19. un 20. gadsimtu mija gleznotas ikonas
restauratore Liga Slakota ir identificéjusi tiesi $o gleznotaju darinato
ikonu raksturigakas pazimes, ar kuram iepazistina sava raksta “The
Conflict Between the Russian Orthodox Church and the Old Believers
as a Starting Point for the Development of Icon Painting in Latgale”.
Konferences “Konflikts ka procesu katalizators” organizatori
un rakstu krajuma sastaditaji izsaka gandarijumu par Latvijas Makslas
akadémijas humanitaro un socialo zinatgu parstavju sniegumu
savos gan ar macibu procesu gan arpus ta veiktajos pétijumos.
Esam pateicigi visiem starptautiskas sadarbibas partneriem, kuri ka
konferences dalibnieki un publikaciju autori ir bagatinajusi $o krajumu
ar originalam témam un pétijumu aspektiem. Par kolegialu un augsti
profesionalu atbalstu $§1 rakstu krajuma kvalitates nodrosinasana sakam
paldies starptautiskajiem recenzentiem: Head of History of Art at
Marlborough College PhD Simon Mc Keown, United Kingdom, Dr
Barbara Uppenkamp, Scholarly editor at Institut fir Kunst- Design-
und Medienwissenschaften (IKDM), Muthesius Kunsthochschule Kiel,
Germany, un Dr. George Siarov, Member of the research Council,
SGEM WORLD SCIENCE (SWS) Scholarly Society, Vienna, Austria
un novélam $im zinatnisko rakstu krajumam daudz ieinteresetu lasitaju

visa pasaulé.
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The Paradoxical Discourse
of the Ethics of War

Skaidrite Lasmane, Dr. phil.

The ethics of war can be seen as an oxymoron, i.e. a juxtaposition
of two incompatible concepts. An oxymoron, as we know, is useful in
rhetoric and in the creation of poetic texts. What about the use of two
incompatible concepts in the context of social reality? Is it possible to
talk about morally harsh military conflicts involving killing, death,
destruction and violence? Why pay attention to the ethics of war,
understanding that war, be it the war in Afghanistan, in Iraq, or the
brutal attack by Russia on Ukraine, cannot be explained or stopped by
ethical means?

Despite the apparent incompatibility of the concepts of war and
ethics, it must be acknowledged that a discourse does exist on the ethics
of war. The numerous studies on the ethics of war in contemporary
political science, philosophy, theology, published in the Journal on
Military Ethics, refer to countless works of literature, film and art
which create and sustain a living discourse on the permissibility, or
the condemnation of brute force and violence, exposing the misery
and injustice of military intervention, protesting against it, and, at the
same time, justifying the noble and just moral right to resist aggression
by any means, including military means. The moral evaluation of war
is further exacerbated by the reality of wars experienced in the 21*
century, including the most recent conflict, Russian military aggression
against Ukraine that began on 24 February 2022. The terrible reality of
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the bloody invasion by Russia, which was and continues to be widely
communicated to the world to an unprecedented extent by means of
modern communication technologies, revealing human suffering,
vulnerability, misery of refugees, destruction and death calls for a
legal, political and ethical assessment. The reality of war has revealed
unprecedented courage, heroism, resilience, compassion and solidarity,
which remind us of our humanity and supports our resistance to
barbarism in the name of justice.

The task and purpose of ethics is to recognise evil, aggression,
barbarism, and brutal chaos, in order to distinguish between what is
reasonable and what is not, so as to circumscribe the extent of what is
evil. The essence of ethics comprises three parts: the visionary part, the
ideal-forming part, and the regulatory part. Since antiquity, the notion of
the idea, ideal, absolute has been developed and the concept historically
been refined with recourse to the philosophy created by Plato (429-
347 BC). What is good co-exists alongside what is true and beautiful.
The absolute is not fully attainable, but there is a fundamental moral
transformation along the way. Ethics for centuries has constructed
and spoken of the project of an ideal life — a full and just life imbued
with solidarity. The ethics of Aristotle (384-322 BC) affirms the role
of virtue in building a reasonable and happy life. The ethics proposed
by Kant (1724-1804) developed the categorical imperative, with the
demand to act in such a way that the motive for action can at the same
time also serve as a general moral principle. In addition to the ideal,
practical normative rules have been developed which today have in turn
taken on a regulatory function of moral development, supervision, and
control. These are part of the maintenance of social order by reconciling
particular interests (of individuals, states, and communities) with the
desires and needs of others.

Questions about the role of ethics in assessing war, with a
view to reducing brutality and prolonging peace, are regularly met
with both sceptical and affirmative responses. On the one hand, the
truth enunciated by the ancient historian Thucydides, truth about the
unconditional dominance of the more powerful over the less powerful
is still current today. The clash of power and the powerless is vividly
revealed in Aesop’s (c. 620-564 BC) fable of the meeting of a hungry
wolf and an innocent lamb by a river, which ends with the powerless
one, the lamb, being consumed at breakfast. Political and military reality
dictate some scepticism. On the other hand, there is a long-standing
separate assessment of the justice of military conflict, demanding that
the parties involved be held accountable for starting a war, and for
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the crimes and abuses of waging war. Nowadays, military conflict
is assessed and regulated in accordance with the legal obligations of
international relations and UN documents. Moral standards play an
important role in shaping public attitudes and sentiments. Ethics is seen
as a kind of contract, adopted as a result of the historical experience of
the coexistence between states and between people, and its discourse —
visionary and normative — is applied to the ideology and reality of war.

In 1945 immediately after the end of the Second World War,
emotional contemplation of the evils and devastation of war began with
the demand and hope — never again. The need for a new civilisation
that would prevent the evils of total destruction in the future was raised
and discussed. The Nobel Prize-winning poet and publicist Thomas
Stearns Elliot (1888-1965), questioning the unpredictable effect of the
new civilisation on future events, opined that culture “in a period of
unparalleled destructiveness” (Eliot, 1948, 11), would take on the role
of an emotional stimulant (ibid, 12). One can also use the metaphor of
a moral catalyst, ferment without which no event can mature. Ethics, as
an essential part of culture, would perform the function of a stimulus, a
social ferment, a catalyst. After the Second World War, it was necessary
to restore a sense of the value of individuals and their life, set out in
documents on human dignity and human rights: the Charter of the
United Nations Organisation (1945), the Universal Declaration of
Human Rights (1948), and other international and nationally adopted
documents on human rights. The hope and demand for human dignity
was normatively enshrined by combining moral and legal norms in a
single, universal declaration of human rights, justifying the continued
inviolability of the right to life and fundamental freedoms.

The horrific experience of vulnerability, of genocide experience
endured during the Second World War, is captured in the Ethics of
Otherness by the Lithuanian-born French philosopher Emmanuel
Levinas. Ethics were formulated that should apply to everyone, asking
them not to hurt others and to be responsible for their own actions by
refraining from violence.

The ethics of war can be seen as an important stimulus or enzyme
that sharpens the sense of justice, engages in action and at the same
time makes a clear distinction between the morality, immorality, and
amorality of war. By means of rational argumentation and emotional
experience, war ethics participates in the evaluation of military conflict.
The transformative presence of ethics, in its basic elements, is expressed
in three ways:
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first, in the assessment of the intentions and causes of war (jus ad
bellum); second, in the demand for morality (jus in bello) in the
conduct of warfare; and third, in how the end of a war comes about
(terminal) and its aftermath (jus post bellum).

Jus ad bellum. Recognising that ethics influences attitudes
towards war and the parties involved, ethics focuses primarily on the
justness/unjustness of war. What constitutes a just and unjust war?
The views of Christian philosophers Augustine (354-430) and Thomas
Aquinas (c.1225-1274) that hold that violence for self-preservation is
permissible and it is just, both to punish an aggressor for an unjust
invasion and to restore peace, are still quoted. Today, there is sometimes
an avoidance of the boundaries of just/unjust wat: can war be recognised
as legitimate and ethical “should we engage in practice that kills in any
given case”? (Zehmuss, 2008, 21). War may be hard to justify in the
abstract, but in any given case an unjust attack is not hard to distinguish
from just resistance in defence of the sovereignty of one’s state by
military means. The ideology of the attackers conceals and masks the
real intentions and causes of the war, which in turn form the basis of
information warfare. Paradoxically, the military aggressor justifies an
external invasion precisely on moral grounds — liberation, prevention
of human rights violations, self-defence or a misleadingly imagined
self-defence? The impermissible violence of war against another state
is prepared long before the invasion, as the fascism of Hitler and the
Russian war in Ukraine today both show. T. S. Elliot presciently warned
of Russian imperialism in 1948, “so that we might expect, so long as the
Russian Empire holds together, to find the increasing assertion of the
dominant Muscovite culture, with subordinate races surviving, not as
peoples each with its own cultural pattern, but as inferior castes” (Eliot,
1948, 95). His warning came true. At the same time he expressed the
hope, which turned out to to be an illusion, that perhaps “the Russians
have been the first modern people to practice the political direction
of culture consciously, and to attack at every point the culture of any
people whom they wish to dominate..” (Elliot, 1948, 95).

Jusin bello. The regulatory role of the ethics of war is manifested
in direct supervision of the conduct of war and the requirement to
humanise and reduce the violent character of armed force. Ethics
includes the categorical, albeit difficult to implement, requirement to
protect civilian life, historical and cultural monuments and nature.
The debate in the ethics of modern warfare is triggered by high-tech
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military technology with its precision in targeting, which supposedly
allows the mitigation of neutral non-combatant casualties. The war in
Ukraine proves that the ethics of war does not depend on advanced
military technology, but on the ideology and morality of warriors, on
the responsibility to preserve humanity and culture even in war. The
equipment itself does not protect hospitals, schools, museums and
people, but, on the contrary, helps to precisely undermine infrastructure
when there is total disregard for legal norms and ethics. The presence
of digital technologies today increases the parallel role of information
warfare. Informational mendacity, deception, unjust and unjustified
incitement, justification of war crimes are subject to ethical evaluation.

Military ethics is embedded in the education and training of
soldiers as preparation for life-threatening warfare. Peer de Vrees links
the ethics of military practice with the ethics of virtues, naming and
promoting virtues such as courage, patriotism, heroism (de Vries, 2020).
However, in war, the glory, rewards, and satisfaction of killing the
enemy are, for many combatants, individually linked to guilt over the
death of another human being, with severe psychological consequences.
The inexorable opposition between the two roles of soldier and man is
sometimes inescapable in many cases, including those involving the
destruction of the enemy.

The ethics of war is shaped by many irresolvable contradictions
and paradoxes, including the fact that alongside destruction, violence
and suffering, war stimulates compassion, a readiness to help and save,
to sacrifice and to unite in just common resistance. In Latvian folklore,
there is a folk song that calls for pity for the war horse, because the
dead soldier is mourned by his mother, but “who cries for the war
mare”. It is a sensibility of the highest order, whose presence reminds
us of the humanity of categorically distancing and preventing war.

Jus post bellum. Finally, the discourse of war ethics includes
an attitude towards how war is ended. Termination theory focuses
on the moral characteristics of the parties to a conflict, such as trust
or distrust of one another, on which depend the duration of peace
negotiations, the possibility of compromise and a fair agreement at the
end. Equal in importance to the concept of a just war is the notion of
a just peace, without which any treaty may be short-lived and unstable.
A just peace does not only refer to cessation of violence, but develops
further the requirement to agree on proportionality, reparations, guilt
and punishments, “through relationships and interactions, mutual
cooperation, deliberation, compromise, respect, truth” (Stahn, 2020,
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20). The need to achieve a just and fair peace may prolong negotiations,
but it facilitates reconciliation and contributes to the future sustainability
of peace. The discourse of apology, forgiveness, admission of guilt and
reparation is a complex and difficult process that is recognised as part
of the end of modern wars and of sustainable peace. The ethics of
the aftermath of a war also includes the post-traumatism of soldiers,
where many ex-combatants are psychologically unable to overcome the
horrors of war and come to terms with the aforementioned internal
conflict between the duty to kill and the sanctity of another human life,
leading to Post Traumatic Stress Disorder. Although the morality of
action differs radically between war and peace, the legal destruction of
an enemy often triggers traumatic experiences in later life. (Beshai, J. A.

and Tushup, R. J., 20006).

Conclusion

The brutal reality of the Russian invasion and Ukrainian war
reveals the acute need for the 21st century to return to the ethics of war.
The ethical discourse of war has been rationally deployed in academic
research. However, more than research, the dilemmas and paradoxes of
war ethics are revealed by the nation’s traditional culture, literature, art,
both with the eerie chaos of Pablo Picasso’s Guernica (1937), with Erich
Maria Remarque’s Al Quiet on the Western Front (1928) and countless
other masterpieces of literature, music, cinema. They evoke at once the
deepest condemnation of war, together with a righteous admiration for
the strength of the defence of one’s country, devotion, proud yearning
for freedom and the deepest compassion for the victims of war. The
heroic experience of Ukraine in defending its land testifies that war
can unite global humanity for solidary and help. The discourse of war
ethics consists of condemnation and protest of inhumanity, defence of
the fragility of life, and admiration for those “who know how to stand
up for their freedom and independence to the end.” (Virza, 2008, 370).

War ethics, like culture, plays the role of a guardian of humanity,
a stimulus to humanity, an inspiring enzyme of humanity. Unfortunately,
humanity has so far failed to prevent war altogether. But no war lasts
forever, and the impulse to destroy must be weakened in order to
continue to live in peace for as long as possible, perhaps bringing us
closer to a time when the scourge of war may not be an inevitable event
in human history. It is still a long way off, but ethics stimulates the

expansion of the field of peace and humanity.
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Kara etikas

paradoksalais diskurss

Skaidrite Lasmane, Dr. phil.

Kara étiku var uzskatit par oksimoronu, proti, divu nesavienojamu
jedzienu kopa salikumu. Oksimorons, ka zinams, noder retorika un
poétisku tekstu radiSana. Ka ar divu nesavienojamu jédzienu lietojumu
socialas realitates kopsakara? Vai ir iespéjams runat par morali skarbu,
ar nogalinasanu (killing), destrukciju un vardarbibu saistitu militaru
konfliktu gadijuma? Kapéc pievérst uzmanibu kara étikai, saprotot, ka
kars, vienalga- Afganistanas, Irakas kar§ vai Krievijas brutalais uzbrukums
Ukrainai nav izskaidrojams un apturams étiskiem lidzekliem?

Neraugoties uz kara un étikas jédzienu skietamo nesavienojamibu,

jaatzist, ka kara étikas diskurss pastav. Daudzie kara éetikas pétijumi

b

musdienu politikas zinatné, filozofija, teologija, Journal on Military
Ethics, neskaitami literaturas, kino un makslas darbi veido un uztur dzivu
diskursu par brutala speka un vardarbibas pielaujamibu vai nosodijumu,
atklajot militaras intervences postu, netaisnigumu, protestéjot pret to
un vienlaikus pamatojot célas un taisnigas moralas tiesibas pretoties
agresijai jebkadiem, ari militariem lidzekliem. Kara moralu veértéjumu
saasina joprojam, ari 21. gadsimta piedzivoto karu realitate, ari pédéjais no
tiem — 2022. gada 24. februara agresivais Krievijas militarais uzbrukums
Ukrainai. Juridisku, politisku un étisku vertéjumu pieprasa Krievijas
asinaina iebrukuma izprovocéta baisa realitate, kas nepieredzéti plasi
informativi pieejama pasaulei ar musdienu komunikacijas tehnologiju
starpniecibu, atklajot cilveku ciesanas, ievainojamibu (vulnerability), beglu
postu, iznicibu un navi. Vienlaikus kara realitaté atklajas arT nepieredzéta
drosme, varoniba, izturiba, lidzcietiba un solidaritate, kas atgadina par
cilvécibu un pavada pretosanos barbarisma stihijai taisniguma varda.
Etikas uzdevums un mérkis ir — launuma, agresijas, barbarisma,
brutala haosa apzinasanas, noskir§ana no sapratiga un augliga, ka arl

launuma mazinasana. Tas saturu veido divas dalas -- vizionara jeb idealu
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veidojosa un regulativa dala. Kops antikas kultaras ar Plato (429-347 BC)
filozofiju radits un vésturiski pilnveidots absoluta un idejas jédziens. Taja
blakus patiesajam un skaistajam ieklauta laba vértiba. Absolutais pilniba
nav sasniedzams, tacu cela uz to notiek butiska morala transformacija.
Etika konstrué un gadsimtiem ilgi uzruna ar idealas — pilnvértigas,
taisnigas, solidaras dzives projektu. Aristotela (384-322. BC.) étika
apliecinata tikuma loma sapratigas un laimigas dzives veidosana. Kanta
etika izstradats kategoriskais imperativs ar prasibu rikoties ta, lai darbibas
motivs vienlaikus varétu noderét par visparéju principu. Blakus idealam
prick$statam musdienas izstradati praktiski normativi noteikumi, kuri
savukart veic regulativu moralas pilnveides, uzraudzibas un kontroles
funkciju. Tie piedalas socialas kartibas uzturé$ana, saskanojot savas
(individu, valstu, kopienu) intereses ar citu velmém un vajadzibam.
Atbildot uz jautajumiem par étikas lomu kara veértéjuma,
brutalitates mazinajuma un miera laika pagarinajuma, nakas sastapties gan
ar skeptisku, gan apliecinosu atbildi. No vienas puses, joprojam dziva ir
antika vésturnieka Thucydides patiesiba parliela spéka bezierunu noteicoso
varu par mazak spécigo. Varas un speku sadursmi télaini atklaj Esop's (ap
620-564. BC) fabula par izsalkusa vilka un nevainiga jéra tiksanos pie upes,
kas beidzas ar vainas uzvel§anu bezspécigajam, neraugoties uz pamatotu

vina nevainiguma pieradijumu, un jérina notiesasanu brokastis. Skeptisku

izsenis pastav atseviSka militara konflikta taisniguma vértéjums, pieprasot
iesaistito pusu atbildibu kara saksanu, kara noziegumiem un laundaribam
taja. Musdienas militarais konflikts vértéts un reguléts atbilstosi
International Relations juridiskajam saisttbam un ANO dokumentiem. Ne
mazak nozimiga loma sabiedribas atticksmes un noskanojuma veidosana
pieder moriles standartiem. Etika uzskatama par savveida ligumu, kurs
pienemts vésturiskas kopdzives pieredzes rezultata valstu starpa un cilvéku
attiecibas, un tas diskurss — vizionarais un normativais — attiecinats uz
kara ideologiju un realitati.

Tualit péc Otra pasaules kara 1945.gada sakas emocionali kara
launuma un nodarita posta apjégumi ar prasibu un ceribu — nekad
vairs. Tika izvirzita un diskutéta jaunas civilizacijas nepiecieSamiba, kas

nepielautu totalas destrukcijas launumu nakotné. Nobela prémijas laureats
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dzejnieks un publicists Thomas Stearns Eliot (1888-1965), apSaubot ideju
par jaunas civilizacijas glabjoso efektu sakara ar tas Ipasbu neparedzamibu,
iedrosinajas piedavat kultaras jédziena definiciju “in period of unparalleled
destructiveness” (Eliot, 1948, 11), kur kultara pilditu emocional stimulant
lomu (ibid, 12).Var lietot arl morala katalizatora, fermenta metaforu
vai, sekojot latviesu intelektualajam dzejnickam Porukam, sociala rauga
jeédzienu, bez kura nebriest neviens notikums. Etika ka batiska kultaras
dala veic stimula — sociala fermenta, katalizatora funkciju. Péc Otra
pasaules kara nacas atjaunot cilvéka un vina dzivibas vértibas apzinu, ko
palidzéja atgut human dignity un cilvéktiesibu dokumenti — ANO Harta
(Charter of United Nations) (1945), Visparéja cilvéktiesibu deklaracija
(Universal Declaration of Human Rights) (1948) un citi starptautiski un
nacionala méroga cilvektiesibu dokumenti. Ceriba un prasiba péc cilveka
cienas (human dignity) tika nostiprinata normativi, savienojot morales
un tiestbu normas vienota, universala cilvéktiesibu deklaracija, pamatojot
cilvéka dzivibas tiesibu un pamatbrivibu neaizskaramibu turpmak.

Ievainojamibas, genocida baisa pieredze Otra pasaules kara apjegta
ari Lietuva dzimusa Francu filozofa Emanuela Levinas Otra étika (ethics
of Otherness). Izstradata étika, kurai jauzruna ikviens, prasot neievainot
otru un atbildét par savu ricibu, atturot no vardarbibas.

Kara étika uzlukojama par nozimigu stimulu vai fermentu, kas
saasina taisniguma izjutu, iesaista darbiba un vienlaicigi skaidri noskir
kara morality, imorality and amorality. Racionalas argumentacijas un
emocionala pardzivojuma lidzekliem kara étika piedalas militara konflikta
vértéjuma. Etikas transforméjosa klatbitne jeb most formative faktori
izpauzas trijos virzienos: pirmkart, kara izraisijuma nodomu un célogu
vértéjuma (jus ad bellum), otrkart, kara norises (warfare) morality
(jus in bello) prasiba un, treSkart, kara nosléguma (terminal) un
péckara seku sakartoSana (jus post bellum).

Jus ad bellum. Atzistot, ka étika ietekmé attieksmi pret karu un
taja lesaistitajam pusém, tas uzmaniba vispirms pievérsta kara izraisijuma
taisnigumam / netaisnigumam. Ko atzit par taisnigu un ko par netaisnigu
karu? Joprojam robezu noteiksana tiek izmantoti Augustine (354-430)
un Thomas of Aquinas uzskati, ka pielaujama un par taisnigu atzistama

vardarbiba pasaizstavésanas (self- preservation) noluka, ka ari, lai soditu
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agresoru par netaisnigu iebrukumu un atjaunotu mieru. Pacifiskais
noskanojums neatzist jebkada veida vardarbibu. Musdienas dazkart notiek
izvairiSanas no taisniga/netaisniga kara robezu noteik$anas: vai karu var
atzit par legitimu un étisku, ja “should we engage in practice that kills in
any given case”? (Zehmuss 2008, 21). Kar§ atzistams par gruti attaisnojamu
lietu abstrakti, tacu, katra atseviska gadijuma netaisnigs uzbrukums nav
gruti noskirams no taisnigas pretosanas, aizstavot savas valsts suverenitati
militariem lidzekliem. Uzbrucéju ideologija slepj un maské patiesos kara
nodomus (intentions) un celonus, kas savukart veido informativa kara
pamatus. Aréju iebrukumu militarais agresors paradoksali pamato tiesi
ar moraliem mérkiem — atbrivo$anu, cilvektiesibu parkapumu novérsanu,
aizstavibu vai maldinosi iedomatu pasaizstavibu? Kara nepielaujama
vardarbiba pret otru valsti tiek sagatavota ilgi pirms iebrukuma, ka to
liecina Hitlera fasisms un Krievijas kar§ Ukraina. Jau minétais T. S. Eliot
talredzigi bridinaja par Krievijas imperialismu 1948. gada, “so that we
might expect, so long as the Russian Empire holds together, to find the
increasing assertion of the dominant Muscovite culture, with subordinate
races surviving, not as peoples each with its own cultural pattern, but as
inferior castes.”(Eliot 1948, 95). Vina bridinajums piepildijas. Vienlaikus
vins izteica ceribu, kas izradijas iluzora, ka, iespéjams,’the russians have
been the first modern people to practice the political direction of culture
consciously, and to attack at every point the culture of any people whom
they wish to dominate..”( Eliot 1948, 95) .

Jusinbello. Kara étikas regulativa loma izpauzas tiesa kara norises
uzraudziba un prasiba, ka armed force padarit humanaku un mazinat ta
vardarbigo raksturu. Etika icklauj kategorisku, kaut arf griti fstenojamu
prasibu - civiliedzivotaju dzivibas aizsardzibu, véstures un kulturas
piemineklu, ka ar1 dabas saudzibu. Diskusijas musdienu kara étika izraisa
high-tech militara tehnologija ar tas mérku noteik$anas precizitati, kas it
ka lauj mazinat neitralu non-combatant boja eju. Kar$ Ukraina pierada,
ka kara étiskums nav atkarigs no advanced militaras tehnikas, bet no
karotaju ideologijas, no atbildibas par cilvécibas un kultaras saglabasanu
pat kara apstaklos. Tehnika pati par sevi neaizsarga slimnicas, skolas,
muzejus un cilvékus, bet tiesi otradi palidz precizi graut infrastrukturu,

ja dominé totala tiesisku normu un étikas totala ignorance. Digitalo
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tehnologiju klatbutne musdienas palielina informativa kara paralélo
nozimi. Informativs meligums, maldinasana, netaisniga un nepamatota
uzkudisana, kara noziegumu attaisnosana paklauta etiskam vertéjuma.
bistamai kara darbibai. Peer de Vrees saista militaras prakses étiku ar
tikumu étiku, nosaucot un virzot tadus tikumus ka drosme, patriotisms,
varoniba. Tomeér kara apstaklos slava, apbalvojumi un gandarijums par
nogalinato pretinieku skaitu daudziem karotajiem individuali saistas
ar vainas apzinu par otra cilvéka navi, kas izraisa smagas psihologiskas
sekas. Dazkart neizbégams ir divu lomu — karavira un cilveka lomas
neizlidzinamais pretstats daudzos gadijumos, kas saistiti arf ar ienaidnieka
iznicinasanu.

Kara etiku veido daudzas neatrisinamas pretrunas un paradoksi, ari
tas, ka blakus iznicibai, vardarbibai un cieSanam kar$ stimulé lidzcietibu,
gatavibu palidzét un glabt, uzupuréties un saliedéties kopigai pretdarbibai.
Latviesu folklora ir tautas dziesmu cetrrinde, kas aicina Zzelot kara zirgu,
jo boja gajuso karaviru apraud mate, bet “kas raud kara kumelina”. Ta
ir augstakas pakapes sensitivity, kuras klatbutne atgadina par cilvécibu,

veicot kara kategorisku distancésanu un nepielausanu.

Jus post bellum. Visbeidzot, kara etikas diskurss ieklauj attieksmi
pret kara nobeigumu (termination). Kara termination teorija pieversta
uzmaniba konflikta iesaistito pusu moralajam raksturojumam, pieméram,
trust vai distrust for each other, no kura atkarigs miera sarunu ilgums,
kompromisa un taisnigas vieno$anas iespéjas par kara izbeigSanu.
Blakus kara taisnigumam izvirzits taisniga miera jédziens, bez kura
noslégtais ligums var izradities islaicigs un nestabils. Taisnigs miers
neattiecas tikai uz vardarbibas partrauksanu, bet attista talak prasibu
vienoties par proportionality, zaudéjumu atlidzinasanu, vainas atziSanu
un sodiem, “through relationships and interactions (mutual cooperation,
delibaration, compromise, respect, truth”(Stahn, 2020, 20). Taisnigs un
godigs (fair) miers var paildzinat sarunas, tacu tas atvieglo samierinasanos
(reconciliation) un sekmé turpmako miera sustainability. AtvainoSanas,
piedosanas, vainas atzisanas un zaudéjumu atlidzinasanas diskurss ir
sarezgits un smags process, kas atzistams par moderno karu nosléguma
un stabila miera sastavdalu. Kara seku étika ieklauts ari karaviru post-

22



Kara étikas paradoksalais diskurss

traumatisms, kad daudzi bijusie karotaji nespéj psihologiski parvarét
kara Sausmu pardzivojumu un sadzivot ar jau minéto iek$€jo (internal)
konfliktu starp pienakumu nogalinat un otra cilveka dzivibas sanctity,
izraisot Post Traumatic Stress Disorder. Kaut gan ricibas morality radikali
atSkiras kara un miera laika, tomer legala ienaidnieka iznicinasana biezi
izraisa traumatiskus pardzivojumus turpmakaja dzive. (Beshai, J. A. and
Tushup, R. J., 2000).

Nobeigums. Ukrainas kara nezeliga realitate atklaj 21. gadsimtam
akutu vajadzibu atgriezties pie kara étikas. Kara etiskais diskurss racionali
izvérsts akadémiskaja pétnieciba. Tomeér vairak par pétfjumiem kara
etikas dilemmas un paradoksus atklaj tautas tradicionala kultura, literatura,
maksla gan ar Pablo Pikaso “Guernica” (1937) baiso haosu, gan ar Eriha
Marija Remarka “Rietumu fronté bez parmainam” (1928) un neskaitamiem
citiem literatGras, muzikas, kino Sedevriem. Aleksandra Grina romans
“Dveselu puteni” un péc ta veidota filma stasta par Latvijas zaudéjumiem,
postu un varonibu Pirmaja pasaules kara. Ta emocionali izraisa vienlaikus
visdzilako kara nosodijumu kopa ar taisnigu savas zemes aizstavibas spéka
apbrinu, ziedosanos, lepnam brivibas alkam un visdzilako lidzcietibu
kara upuriem. Kar§ vieno, ka to apliecina Latvijas valsts nodibinasana
Pirma pasaules kara strélnieku darbibas rezultata 1918. gada vai Ukrainas
varoniga pieredze, aizsargajot savu zemi. Kara étikas diskursu veido gan
necilvécibas nosodijums un protests, gan dzivibas trausluma aizstaviba, ka
arT apbrins par tiem “kas par savu brivibu un neatkaribu prot pastavét lidz
galam.” (Virza, 2008, 370).

Kara étikai tapat ka kultarai ir cilvécibas sarga, cilvécibas stimula,
cilvécigumu veicinosa fermenta iedvesmojosa loma. Diemzél cilvéce lidz
$im nav izdevies novérst karu vispar. Tacu neviens kar§ nav muzigs, un
trula iznicibas dziga vajinama, lai turpinatu péc iespé€jas ilgak dzivot
miera apstaklos, iespéjams, tuvinot laikam, kad kara posts, iespéjams,
nebus neizbégams cilvéces vestures notikums. Lidz tam vél talu, bet etika
stimulé miera un cilvécibas lauka paplasinajumu. Vieno un saliedé cilvékus
kopdzivosanai mazaja planéta, ko sauc par zemi..
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Virtual Reality Technology as a
Tool for Learning History: the
Conflict and Coexistence of
Virtual and Physical Reality

Liga Velina, Mg. art

Summary

A promising method to promote dialogue between memory
institutions and young audiences is the use of educational environments

created in virtual reality that facilitate learning about complex historical
topics through an interactive, empathetic experience, which combines
three-dimensional space, light, spatial sound, and narrative. Creating
such socially valuable and educational products touches upon the
problematics of both the paradoxical nature of bodily presence in virtual
reality (outlined by the media researcher Chris Salter) (Salter, 2019), and
the precise use of artistic means of expression that would help to create
an accurate and engaging narrative. It is only when these and other
preconditions are met that we can create a successful educational product
that would convey relevant information, promote interest in the given
subject, and provide a valuable aesthetic experience. It is important to

preserve and skilfully use the advantages of gamified environments,
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such as their ability to increase personal connection and provide an
empathetic experience through user involvement and interactivity.
Improperly used digital tools, artistic means of expression, or teaching
methods may lead to such undesirable outcomes as incomprehensibility
of content and transgression of ethical boundaries. We should be aware
of such pitfalls primarily when we use virtual reality to represent the
complexities of history.

The main case study examined in the article is the VR experience
VR Lipke Bunkur developed by the media artists Liga Veélipa, leva
Viksne, Kaspars Lévalds, and Lauris Taube in collaboration with the
Zanis Lipke memorial museum (ZLM) (from 2020 to 2024). Their
project is a notable and successful example of creating an educational
tool for a young audience to learn about a dark chapter in Latvian history
through cognitive, emotional, and affective user involvement. From
2020 to 2024, significant researches were carried out and their results
were published within the framework of the MemoTours project of the
University of Latvia, which tested and evaluated the VR Lipkes Bunkurs
experience as an educational tool. As an artist who participated in the
creation of this educational product, in the current article I describe my
experience of developing the VR educational product Lipke Bunkurs in
collaboration with the representatives of the ZLM. I describe the stages
of the project’s creation and transformation in chronological order,
comment on the target group testing, and examine the prerequisites
needed to prevent a conflict between virtual and physical realities but,
instead, to promote their coexistence and mutual reinforcement during
the virtually constructed experience of historical events. In the context
of the article, interdisciplinary cooperation is considered a prerequisite

for creating a successful educational product based on VR technology.

Keywords: virtual reality, art, culture, embodiment, technology,

presence effect
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Virtualas realitates tehnologija
ka riks veéstures apgusana:
virtualas un fiziskas realitates
konflikts un koeksistence

Liga Velina, Mg. Art

Kopsavilkums

Lai veicinatu dialogu starp atmigu institucijam un jauniesu
auditoriju, daudzsolo$s panemiens ir virtualaja realitaté (turpmak VR)
veidotas izglitojosas vides, kas sniedz iespéju caur trisdimensionalas
telpas, gaismas, telpiskas skanas un narativa kombinaciju apgut sarezgitas
vesturiskas témas caur interaktivu, empatisku pieredzi. Raksta aplukotais
centralais gadijuma pétijums ir Zana Lipkes memoriala (Turpmak ZLM)
un mediju makslinieku Ligas Vélinas, levas Viksnes, Kaspara Lévalda un
Laura Taubes (no 2020. gada lidz 2024. gadam) izstradata VR pieredze
VR Lipkes Bunkurs, kas ir véra nemams, veiksmigs paraugs Latvija ka
izglitibas riks jauniesu auditorijai véstures, tumsa mantojuma apgusana
caur kognitivu, emocionalu un afektivu lietotaja iesaisti. Minétaja
izstrades posma tapusi nozimigi pétijumi un publikacijas Latvijas
Universitates projekta MemoTours ietvaros, kas balstitas pieredzes VR
Lipkes Bunkurs ka izglitibas rika testésana un izveértésana. Autore ka
iesaistita maksliniece, aprakstot lidzsinéjo pétniecisko un empirisko
pieredzi VR izglitibas produkta Lipkes bunkurs izstradé, sadarbojoties
ar ZLM parstavijiem, hronologiski apraksta projekta veidosanas etapus
un transformaciju péc fokusa grupu testésanas, paraléli aplakojot kadi ir
prieksnoteikumi, lai novérstu virtualas un fiziskas realitates savstarpéjo
konfliktu un veicinatu dabisku koeksistenci virtuali konstruéta véstures
notikumu pieredzéjuma laika. Raksta konteksta tiek aktualizéta
starpnozaru sadarbiba ka prieksnoteikums veiksmiga VR tehnologija
veidota izglitibas produkta radisana.

Atslégasvardi: virtualarealitate, izglitiba, klatesamiba, muzejpedagogija,
tehnologijas, starpdisciplinaritate
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Ievads

Lidz ar tehnologisko attistibu muzeji caur inovativiem
panémieniem meklé jaunus veidus ka reprezentét kulturas mantojumu
un veidot dialogu ar apmeklétaju, taja skaita jauniesu auditoriju. Viena
no jaunam daudzsolo$am tehnologiskam metodém ir virtualas realitates
(Turpmak - VR) tehnologija veidotas vides, kuras sniedz iespé&ju caur
pirmas personas skatijumu (No ang. val POV), 360° video vai konstruétas
trisdimensionalas telpas, gaismas, telpiskas skanas, un stastfjuma
kombinaciju apgut sarezgitas vesturiskas témas caur interaktivu, empatisku
pieredzi. Asociétais profesors Jorkas Universitaté (Toronto, Kanada) Sins
Kerajs (Sean Kheraj) 2017. gada sava zinatniskaja raksta The Presence of
the Past: The Possibilities of Virtual Reality tor History apraksta virtualas
realitates tehnologiju ka potencialo pielietojumu vésturniekiem, uzdodot
jautajumu, vai, pielietojot tagadnes tehnologiju — VR, iesp&ams labak
izprast pagatnes notikumus. (Kheraj 2017). VR tehnologija plasakai
sabiedribai ir pieejami nesen, tadél sada veida izglitibas produktu izstrade
ne tikai Latvija, bet ar1 starptautiski ir salidzinosi jauna prakse'. Centralais
gadfjuma pétijums, kas tiks aplakots raksta konteksta ir Zana Lipkes
memoriala un mediju makslinieku Ligas Vélinas, Ievas Viksnes, Kaspara
Leévalda un Laura Taubes (no 2020. gada lidz 2024. gadam) izstradata
VR pieredze VR Lipkes Bunkurs, kas ir véra nemams paraugs Latvija ka
izglitibas riks jaunie$u auditorijai véstures, tums$a mantojuma’® apgusana
caur kognitivu, emocionalu un afektivu lietotaja’ iesaisti. Minétaja laika
posma tapusi nozimigi pétijumi un publikacijas projekta MemoTours*
ietvaros, kur pétnieki PhD Raivis Simansons, Mg. hum. Diana Popova un
Mg. hum. Elizabete Grinblate pieversas VR Lipkes Bunkuraizvertéjumam
un VR tehnologijas ka holistiski lietojama netiesas izglitibas rika izpétei
vesturiska mantojuma interpretacija. Pétnieku organizéto fokusa

'Paskaidrojot, virtualas realitates tehnologijas neseno pieejamibu, autore attiecina uz tehnologijas
pédéjo gadu straujo attistibu, savstarpéji sacensoties tadiem nozimigiem izplatitajiem ka Sony, Google,
Samsung, Htc Vive un Oculus. 2014. gads jamin ka zimigs pavérsiens, kad Oculus piedava dazadus
virtualas realitates ierices patérétajiem par pieejamam budzeta klases cenam. Sakot no st laika perioda
iezimgjas ar1 sakumposms gan spelu industrijas produktu piepladumam, gan interaktivu VR pieredzu
izstradei kultaras, makslas un atminu institacijas - starptautiska vide. Ka pieméram, virtualas realitates
pieredzes ka: The Dreams of Dali, 2016 Salvadora Dali muzeja (Florida, ASV), Slepena piebuve
(Secret Annex), 2019 Annes Frankas maja, Amsterdama, u.c.

*Tumsais jeb sareZgitais mantojums (no angval Dark Heritage) apzimé kultaras mantojums, kas
ietver vietas, kas saistas ar katastrofam, cilveku raditam zvéribam, navi, u.c. I]édziens visbiezak tiek
izmantots atheologija un kultaras mantojuma nozaru pétijumos. Ta pirmsakumi mekléjami tumsa
tarisma pétnieciba. (Thomas 2019)

*Apzimé&jumu “lictotajs”raksta autore attiecina uz VR tehnologija balstitas vides lictotaju.

*Projekts Sarezgitais vésturiskais mantojums Latvija: holokausta turisma vietas starp pieminas kultaru,

musdienu tarisma pieprasijumu un piedavajumu" (safsinajums — "MemoTours"). (2020-2023) Finanseé
Latvijas Zinatnes padome. Finanséjuma Nr.: 1zp-2019/1- 0241. (Latvijas Universitate 2019)
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grupu rezultati® apstiprina, ka VR spéj stimulét kermeniskos, afektivos,
emocionalos, kognitivos aspektus, veicinot lielaku saikni un ticamibu
atspogulotai vésturiski smagai tematikai, ka ari veicina jaunieSu interesi
sarezgita mantojuma apgusana caur musdienu tehnologijam. (Popova et
al. 2023, 314-315).

Autore sava pétnieciskaja darbiba pievérsas paplasinatas realitates
(turpmak XR®) tehnologiju pétniecibai Latvijas kulturas un makslas
konteksta, kas ietver arl stastnieciba balstitu VR pieredzu izpéti. Raksta
centralais gadijuma pétijums ka veiksmigs starpnozaru sadarbibas projekts,
paver iespéjas daudzpusigai izpétei. Autore ka iesaistita maksliniece VR
Lipkes Bunkurs izstradé, ar merki paplasinat lidzsinejos ar $o gadijuma
pétijumu saistitos pétfjumus, raksta konteksta caur empirisko un pétniecisko
pieredzi sniedz padzilinatu ieskatu vides uzbuves un dizaina veidosanas
metodologija un projekta izstrades hronologija, paraléli kritiski aplukojot
VR tehnologijas klatesamibas paradoksalo raksturu (Salter 2019, 11), kas
ietver virtualas un fiziskas realitates savstarpéjo konfliktu un koeksistenci
virtuali konstruéta’ véstures notikumu pieredz&juma laika. Raksta mérkis
ir radit papladinataku izpratni par $ada izglitibas produkta veidosanas
principiem no makslinieku un pétnicku perspektivas, ka arl sniegt
padzilinatu izpratni par VR vidém ietvertajiem elementiem, aspektiem un
makslinieciskajiem panémieniem, lai fiziska un virtuala realitate neatrastos
konflikta attiecibas, bet klatu par savstarpéju papildinosu kontinuumu.

Raksta struktura veidota sakot ar kritisku VR tehnologijas un tai
raksturiga klatesamibas efekta analizi, balsoties literaturas analizeé, kas
ietver digitalas kultaras teorétiku un mediju pétnieku Dzeisona Dzeralda
(Jason Jerald), L.eva Manovica (Lev Manovich), Krisa Saltera (Chris Salter)
un Melas Sleiteres (Mel Slater) atzinumos. Talak seko strukturizétu,
hronologisku VR Lipkes Bunkura projekta veidosanas posmu apraksts,
ietverot vides veidosana izmantotos gadijuma pétijumus. Talak tiek
aprakstita VR vides dizaina transformacija paraléli MemoTours pétnieku
veikto fokusa grupu testéSanas rezultatiem, paraléli izvértéjot VR Lipkes
Bunkurs pieredzes uzbuvi un satura atbilstibu pétijuma aprakstitajiem

°Péc pirmas VR Lipkes Bunkurs pieredzes izstrades 2021. gada rudeni pétnieki organizéja 4 dalgji
strukturizétas fokusa grupas (18 dalibnieki - vecuma no lg lidz 26 gadiem), lai testétu pieredzi uz
jauniesu auditoriju. (Popova et al. 2023, 307).

‘Paplasinata realitate ir jumta termins tehnologiju grupai, kas icklauj papildinato realitat, virtualo

realitati un jaukto realitati. TLatviesu valoda $im tehnologiju grupam tiek lietoti saisinajumi anglu

valoda, papildinato realitati apzimé&jot ar - AR (no ang val. Augmented Reality), virtualo realitati

apziméjot ar VR (no ang. val. Virtual Reality), jaukto realitati apzimejot ar MR’ (no ang.val. Mixed
eality), un kopgjo tehnologiju grupu apziméjot ar XR (no ang. val. Extended Reality).

"Autore apzim&jumu “virtuali konstruéts” attiecina uz VR tehnologjjas veidotam vidi, kas pieprasa galvai

pievienotu disﬂeju, nereti arf kontrolierus vides pieredzejumam. Virtuala realitate ir virtuala, trisdimensionala
vide, kas rada klatbutnes sajutu caur vizualiem, haptiskiem, audialiem u.c. stimuliem. (Chandler 2020: 499)
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priek$noteikumiem, kas veicina fiziskas realitates un virtualas realitates
veiksmigu koeksistenci.

Raksta izteiktie apgalvojumi balstas kvalitativajas pétijuma
metodeés ieklaujot literataras avotu deskriptivu analizi, tieSus novérojumus,
empirisko pieredzi, kvalitativo sekundaro datu analizi®.

Virtualas tehnologijas specifika. Fiziskas un virtualas realitates
konflikti un koesistence

Mediju pétnieks Levs Manovi¢s apraksta VR tehnologija veidoto
pieredzu cieso saistibu ar kino formu un valodu. Tapat ka kino tiek
izmantota taisnsturveida kamera, tacu atSkiriba vérojama taja, ka VR
lietotajs var ietekmét saturu, mainot galvas poziciju, tadejadi izstradatajiem
liekot pastiprinati domat par kopéjo telpu visas tas dimensijas no
dazadiem skatu punktiem. Manovics apraksta, ka virtualaja vidé veidotas
pasaules biezi tieck apspriestas ka kino péctecis un galvena 21. gadsimta
raksturojosa kultaras forma, salidzinot to ar tradicionalo kino ka 20. gs.
raksturojoso formu. (Manovich 2011: 89) Vizualas kulturas, tehnologiju
parsatinatibas un tehnologisko protézu (ikdieniski vienmeér lidzas esoso
viediericu) konteksta var piekrist I.. Manovica pienémumam par VR ka
21. gs. raksturojosu formu, tacu jabilst, ka $1 tehnologija sava izplatiba
joprojam nav parspéjusi tradicionalo kino. VR sava attistiba ir vidus
posma, un joprojam ir dazadi ierobezojosi faktori, kas padara tehnologiju
nepilnigu, tadéjadi ta netiek lietota sabiedriba ikdieniski: neértais, smagais
galvai pievienotais displejs (no ang. val. Head Mounted Display (HMD)),
1z8kirtspéjas limitacija un maksliniecisko izteiksmes lidzeklu ierobezojumi
pakartojoties iekartas veikspéjai, u.c. Jaukta vai papildinata realitate piedava
digitalu fiziskas pasaules paplasinajumu, pretéji — VR pieredze ir noslegta,
izoléta no fiziskas pasaules, un, tomér, vienlaikus, esot virtualaja realitate,
lietotajs nevar izslégt fiziskas pasaules esamibu sev apkart. Fiziskaja
pasaulé esosie skérsli un prieksmetiska vide, kam lietotajs tisi vai netisi
pieskaras, kalpo ka atgadinajums, ka virtuala vide ir tikai vizuala ilazija,
jeb iluzors manu paplasinajums. Un, lai arl iluzors, tomér, izmantojot
pareizos makslinieciskas izteiksmes lidzeklus un saturu, caur $o magu un
patibas paplasinajumu virtualaja vidé ir iespéjams veidot simulacijas, nodot
zinasanas, tai skaita, caur tehnologijai raksturigo kermenisko klatesamibas
sajutu, veicinat empatisku pieredzi.

VR un tai raksturigais kermeniska klatesamibas raksturs tiek
daudzpusigi aplakots un kritizéts pétnieku vida. Vairums pétnieki kritizé
VR tehnologijas koncentrésanos uz galvu un redzi, lielakoties ignorégjot

*Kvalitativie sekundarie dati apzimé projekta MemoTours pétnicku veiktos pieredzes VR Lipkes
Bunkurs testesanas rezultatus. g’opova et al. 2023, 307
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parejas manas un cilvéka kermena dalas’. Pieméram, mediju makslas
petnicks Kriss Salters to min atl sava raksta "The Presence Effect:
Real Virtuality and the Flux of the Self "(2019), vienlaikus aplukojot
VR klatbutnes kontekstu un ta paradoksalo raksturu, aprakstot VR ka
parak cilvécigu, uzsverot, ka tehnologijai raksturigie centieni simulét
fizisko realitati un kermenisku klatbutnes sajutu paradoksala karta var
tikt sasniegt tikai ar jaudigas tehnologijas palidzibu. (Salter 2019: 11)
Pienemot paradoksalo iedabu un prasmigi pielietojot makslinieciskos
izteiksmes lidzeklus un metodes, klatesamibas efekts un kermeniskums
var klat par prieksrocibu, kas nav raksturiga nevienai citai musdienu
digitalajai tehnologijai. Empatija (saprotama, ka lidzpardzivosana, spé&ja
iejusties kada cita loma) ir ciesa saistiba ar klatbutnes un iegremdésanas
jedzieniem, jo lietotajs var izjust empatiju, ja tas spéj identificéties,
but klatesoss liecinieks notikuma wvai stasta. Mediju makslas un
digitalo tehnologiju pétnieku vida veiksmigai klatesamibas sajutas
sasniegSanai VR tiek izskirti daudzveidigi, reizém atskirigi, pat pretéji
prieksnosactjumi. Klatbutne ir virtualas realitates galvenais meérkis,
iespéjams, noteico$ais faktors. Ta ir spéja caur pirmas personas skatfjumu
identificéties ar pieskirto virtualo kermeni un lomu. Tas ir objektivs un
subjektivs stavoklis attieciba pret virtualo vidi. Jo vairak "sizeta" linija
potenciali aizvada cilvéku no ikdienas realitates un piedava alternativu
noslégtu pasauli, jo lielaka iespéja sasniegt klatesamibas sajutu. (Slater,
Wilbur 1997: 604) Vairak ka desmit gadus vélak pétniece Mela Sleitere
(Mel Slater) klatbutnes sajutai izskir tris galvenos priek$nosacijumus:
reallaika atgriezeniskas saites cilpu starp lietotaja darbibam un manu
sistemam, vizuala atveidojuma un VR audio atbilstiba lietotaja gaidam,
un atbilstosu virtualo agentu un virtualas pasaules reakciju uz lietotaja
darbibam ka klatbutnes veicinosu faktoru (Slater, 2009). Tas nozimeé,
ka divi no Sleiteras izvirzitajiem pricksnosacijumiem pieprasa haptisku
vai savadaku atgriezenisko saiti un mijiedarbibu starp vidi un lietotaju,
kas ka svarigu prieksnoteikumu izvirza skatitajam but aktivi iesaistitam
VR vidé caur interakciju, izslédzot pasiva vérotajal lomu. Saja gadijuma
tiek izslegts 360° video ka klatesamibu veicinos$s medijs, jo tas paredz
pasivu novéroSanu. Atskiriba no Sleiteras, Dzeisons Dzeralds (Jason
Jerald) uzskata, ka uzsverot, ka klatesamiba ne vienmér nozimeé tiesas
realitates atdarinasanu, akcentéjot netiesas informacijas nozimi virtualaja
realitaté, izvirzot pienémumu, ka tai pastavot paraléli tiesai informacijai,
°Lai gan lielakoties ir japieksit Krisa Saltera apgalvojumam, jamin, ka licla nozime ir dzirdes ka manas
lietojumam VR vides pieredz&juma, ka arl ir pieméri (visbiezak makslas konteksta), kur VR tehnologija
tick savienota ar papildus iericém vai pielagota fiziskajai priekSmetiskajai videi, kas veicina ari citu
manu paplasinajumu. Ka pieméram, Marenas Dagnijas Juellas (Maren Dagny Juell) VR pieredze un

papildinosa fiziskas realitates instalacija Rigas Fotografijas biennales 2020. gada izstadé. Makslinieces
darbs primari bija vésts uz tausti, talak - redzi un dzirdi.
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ta var vel vairak uzlabot zinasanu apguvi, (Jerald 2015). Ta konteksta ir
nepieciesams domat par vidi ka kopumu, visu elementu kopveidi, pieversot
uzmanibu ne tikai pirma plana, bet ari citos planos esosajiem objektiem,
skanam, jebkada veida traucékliem vai papildus stimulantiem zinasanu
apguvé. Dzeralds apraksta ari citas formas priecksnoteikumus klatbutnes
sajutai: ilaziju but stabila telpa, iemiesotibu, iltziju par fizisku interakciju,
un socialo komunikaciju. (Jerald 2015: 47-50). Aprakstot centrala
gadijuma pétijuma, ka ari izrietoso gadijumu pétijumu dizainu, vide tiks
izverteta vadoties péc mediju un tehnologiju pétnieku Melas Sleiteras un
Dzeisona Dzeralda aprakstitajiem klatesamibas prieksnoteikumiem. Lai
saprastu veidoto variaciju uzbuvi un atskiribas, raksta piedavatas vides
struktaras (Skatit 1. att. un 2. att.), kuras atainota uzbuve un ainu seciba,
papildus noradot, kura brid1 lietotajs ir pasivs vérotajs (par interakciju
netieck uzskatitas galvas kustibas, tadejadi mainot kadréjumu), un kura
bridi notiek lietotaja interakcija ar vidi - parvieto$anas, mijiedarbiba ar
objektiem vide.

Projekta VR Lipkes Bunkurs aizsakums un transformacijas etapi
(2019 - 2024)

Pricksgajejs sarezgita mantojuma digitalizacija, izmantojot VR
tehnologiju ka macibu lidzekli, ir Zana Lipkes memorials (turpmak
- ZLM), kas uzsaka savu darbibu 2012. gada Riga. Memoriala darbiba
vérsta uz sabiedribas izglito$anu par Zana Lipkes un vina gimenes
ieguldijumu — ebreju glabsana Otra pasaules kara laika. Arhitektes Zaigas
Gailes projektéta memoriala €ka atrodas blakus Zana Lipkes majai un
pagalmam, kur tika bavéts bunkurs, tadéjadi memorialam pieskirot veél
papildus simbolisku nozimi ta lokacijas konteksta. “Memoriala centra
ka ekspozicijas dala apskatama bunkura reprezentacija, atvérta Sahta,
sniedzot iesp&ju no béniniem redzét pagrabu. [.| Padarot So bunkuru
apmeklétajiem nepieejamu, tikai apskatamu no attaluma, memorials
uzsver, ka ta mérkis nav meklét identificéSanos ar kadreizéjiem bunkura
iemitniekiem, bet censties stiprinat veésturisko apzinu”. (Zar}a Lipkes
memorials, 2024) 2018. gada Zana Lipkes pieminai péc Ineses Zanderes
romana Puika ar suni. Stasts par nosargatu noslépumu tika radita pirma
spelfilma latviesu kino — Tévs Nakts, kas veltita holokausta témai.

Meklgjot jaunas komunikacijas formas ar muzeja apmeklétaju caur
jaunakajam tehnologijam, memoriala parstaviji piedavaja savu tému 2019.
gada Rigas Starptautiska Filmu festivala RIGA IFF Goes VR sadalai,
kur pieaicinatie makslas un tehnologiju industrijas parstavii veidoja savus
risinajumus gan memoriala, gan citu instituciju piedavatajam témam.
Izvéloties ZLM uzdevumu un apvienojoties komandai: Ligas Vélinas,
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Ievas Viksnes, Kaspara Lévalda un Laura Taubes sastava, 24 stundas tika
izstradats prototips — makslinieciska interpretacija par sarezgita mantojuma
tému virtualaja realitaté — Dzivojama istaba, kur, izmantojot stastniecibu
caur vides parmainam (no ang. val. environmental storytelling)'’, tika
atspoguloti 1941. gada dramatiskie notikumi Otra pasaules kara laika,
Latvija. VR prototips ietvéra tris telpas veidolus - 3 ainas, kas reprezentéja
tris ménesus; juniju (isu bridi pirms nacistiskas Vacijas iebrukuma
Latvija), juliju (okupaciju) un oktobri (ebreju holokausts Latvijas teritorija
ir izveérsts pilna apjoma). Telpa ka narativa neséjs sevi ietvéra telpisku
skanu, gaismu, priek§metisku vidi un to parmaingas dramatisko notikumu
ietekmeé. Sakotnéji majiga dzivojama istaba partop kopmitneés, pasléptuve
ar aizklatiem logiem. Pieredzé lietotajs ir pasivs dalibnieks — vérotajs. Ir
svarigi minét $o prototipu, jo tobrid Latvija nav analogu VR tehnologija
veidotu produktu, kas ar stastniecibu caur vidi veicina vésturisku notikumu

apgusanu.
JUNIJS, 1941 JULIJS, 1941 OKTOBRIS, 1941
Pasivs || Pasivs || Pasivs
dalibnieks dalibnieks dalibnieks

linears narativs
1. att. VR pieredzes Dzivojama istaba shema

Izstradajot prototipu, makslinieki guva iedvesmu no taja laika
pieejamajiem gadijuma pétijumiem starptautiska vide, salidzinosi nesen
raditajam XR pieredzém: Ienac istaba (Enter the room), 2018 un
Slepena piebuve (Secret Annex) (Oculus VR, 2018), kuras piedava “bérna
skatfjumu uz karu”, no pirmas personas skatu punkta. Ir nepieciesams
paplasinati aplukot minétos gadijuma pétijumus, jo tie sava uzbuves forma
un koncepcija ir iedvesmas avoti ne tikai pirma prototipa radisana, bet ari
talakaja Lipkes Bunkura VR pieredzes izstrade. Gadijuma pétijumi tika

izveleti pec $Sim pazimeém: to izstrade lietota kada no XR tehnologijam, ka

"“Stastnieciba caur vidi %10 ang, val. environmental storytelling) ir spélu industrija, tai skaita interaktivu
VR pieredzu konteksta lietots termins, kas apzImé stastniecibu caur vidi un tas prickSmetiem, opetéjot
ar makslinieciskajiem lidzekliem, gaismu, skagu, vides atmosféru. (Therrien et al. 2019: 8)
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metode tiek pielietota stastnieciba caur vidi, to meérkis ir veicinat lietotaja
empatiju, to pamata ir kara traumu tému atspogulojums.

Red Cross veidota 2018. gada papildinatas realitates pieredze Ienac
istaba piedava lidzigu stasta veidosanas formu ka VR pieredze Dzivojama
istaba. Atainota bérnistaba stasta gaita partop gruvesos, aktualizéjot
jautajumu par traumu, ko bérns piedzivo kara apstaklos. Atskiriba no VR
papildinata realitate piedava pieredzi aplukot jebkura vieta, caur viedierici
ieladgjot aplikaciju. ST tehnologijas pieejamiba tomér nesniedz tada limena
klatesamibas efektu, ko sniedz VR tehnologija ar galvai pievienotu displeju
ka redzes un patibas paplasinajumu. Tomeér, sava uzbuves forma Sis ir
butisks piemérs stastniecibai caur vidi - ka caur vides, telpas parmainam,
operéjot ar gaismu, skanu, priekSmetiskas vides izmainam ir iesp&jams
nodot véstijumu.

2018. gada sabiedribai pieejama tapa Slepena piebuve (Secret
Annex) (Oculus VR, 2018) virtualaja realitate, kas sniedz iespéju apskatit
sleptuvi, kur Anne Franka slépas kopa ar citiem ebrejiem 2. pasaules
kara laika. Virtuala vide sakas ar iepazistinasanu ar vésturisko kontekstu,
kam scko nelineara stastnieciba'’, ko kontrolé un virza lietotaja izvéles un
interakcija. Ar kontrolieru palidzibu, pieskaroties prick§metiem, lietotajs var
dzirdét stastu sievietes balsi, kas reprezenté Anni. Naratora klatbutne vide
ir veiksmigs piemeérs ieprieckséja nodala aprakstitajai socialas komunikacijas
iluzijai. Personificeétas atminas, stastfjumi, kas saistas ar telpas izvietotajiem
priek$metiem, veido personisku, emocionalu pieredzi. Vide tiek kombinétas
lietotaja ka pasiva vérotaja un aktiva lidzdalibnieka lomas. VR raksturigais
"pirmas personas skatfjums (POV) ir svarigs elements ieskaujosas pieredzes
stasta kopveide. Skatitaja imersija jeb iegremdésana stasta padara vinu par
pilntiesigu spélétaju taja." (Breuleux et al. 2019: 3)

2020. gada pavasari, péc hakatona gatajiem panakumiem, ZLM
parstaviiem un projekta idejas autoram — ZLM VR kuratoram Raivim
Simansonam uzrunajot maksliniekus (Ligu Vélinu, Ievu Viksni, Kasparu
Lévaldu un Lauri Taubi), tika uzsakta pirmais VR pieredzes Lipkes
Bunkurs versijas izstrades process. Pirmaja VR pieredzes versija, balstoties
""Nelineara stastnieciba jeb neliniarais narativs apzimé stastijuma formu, kas nav pakartota
hr'onyol'o_g‘gis_kz'{i s¢c§bai. Sada stasta forma tiek pielietota liferatﬁré, kino (Eckel, 2013), spelu }p_dustr%ﬁ,
tai skaita ta ir biezi lietota stasta _forfna veidojot p1evredzes'paplars1_natas realitates tehnologl}as(_(X ),
ieHot aenorerm), var sirtes torp un SoAka] STt Ao no Savas ovCles. Pastin Tess ki
virtualas realitates vides, kur var ietekm@t ari stasta gaitu un saturu atkariba no lietotaja izvélem. Ka

viens no $adas vides piemériem ir Tribeca Film Festival ‘19 Zurijas balvu ieguvusi, ka arf Oculus
programmas VR For Good parstavéta VR pieredze Atslega (The Key) (The Key, 2019).
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Maijas Meieres-Osas veidotaja stastijuma, - bérna balss, kas reprezente
Zana Lipkes délu Zigi, lietotaju izved cauri lineara stastfjuma'® balstitai
pieredzei, 3 ainam: Zana Lipkes gimenes pagalmam ar skani, zem
kura atradas bunkurs (ka centrala pieredzei ar interakciju), noslédzoties
ar abstraktu vidi ar centralo objektu — Lipkes iestadito koku Izraéla.
Vidéja, interaktivaja scéna lietotajs var iepazities ar bunkura esosajiem
vesturiskajiem priek§metiem, pieskaroties tiem ar VR pulti (kontrolieri),
dzirdet personificétu stastu. Trisdimensionalais bunkurs tika veidots péc
Zana Lipkes déla - Ziga skices, kas ir vieniga memoriala esosa vésturiska,
vizuala lieciba par bunkura iekartojumu. Skices originals, ka ari, atseviski
vidé izvietotie priek§meti ir apskatami memoriala prick$metiskaja
ekspozicija — fiziskaja realitaté, kam ir papildinosa loma raditajai videi.
Jamin, ka VR pieredze tick eksponéta memoriala telpa, kurai izmeérs ir 3 x
3 m, tadejadi radot prieksstatu arT fiziskaja realitaté par bunkura izmeériem.
VR pieredze tika veidota kombingjot lietotaja ka pasiva vérotaja un aktiva
lidzdalibnieka lomas (2.att.), ieverojot lidzigu lietotaja pieredzes uzbuvi,
ka ieprieks minétaja pieméra Slepena piebuve (Secret Annex).

IEVADS LIPKES PAGALMS BUNKURS IZRAELA

Pasivs vérotajs Aktivs dalibnieks | | Aktivs dalibnieks | | Aktivs dalibnieks

- parvietoanas vide - parvieto3anas vide - pérvietoSanas vids

-interakcija,stastu aktivizésana, -Interakcija
pieskaroties priekSmetiem

linears narativs

2. att. Lipkes Bunkura VR pieredzes 1. versijas shema

Papildus ierunatajam narativam (balss - Ieva Viksne), vide tika
papildinata ar makslinieku veidotu otra plana telpisku skanas ainavu,
ieklaujot dabas skanas, solus, troksnus un citus elementus. Pirma VR
vides versija tika prezentéta 2020. gada oktobri Zana Lipkes memoriala.

2021. gada rudeni ZLM sadarbiba ar projekta MemoTours
pétniekiem veica VR pieredzes izstradatas versijas testéSanu uz jauniesu
auditoriju (vecuma grupa no 16—26 g,). Testésana tika veikta izmantojot
kvalitativas pétniecibas metodes (fokusu grupu atlasi, un uz lietotaju

“Linears stastijums jeb linears narativs apzimé stasta formu, kas atspogulo notikumus hronologiska

seciba. (Chandler 2020: 269)
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centrétu metodi - empatisko kartésanu). VR pieredze tika testéta 4
ménesu laika perioda uz 4 dalgji strukturétam fokusa grupam, kopa
ietverot 18 dalibniekus. Apkopojot rezultatus Memotours pétniece,
socialantropologe E. Grinblate norada uz lietotaja pieredzes (No ang. val.
User Experience (UX)) nepilnibam, kas attiecinama uz fiziskas realitates
traucékliem pieredzes laika. Ka vienu no tiem - lietotaju periodisku
izieSsanu no spéles paredzéta laukuma, ka rezultata, galvai pievienotais
displejs partrauc vides projicésanu un atklaj fizisko telpu caur displeja
iebuveto kameru, kas attiecigi partrauc lietotaja virtualo pieredzi, ietekmé
klatesamibas sajutu virtualaja vide, ka ariizjauc prieksstatu par atrasanos
stabila telpa. Ka neparedzétu traucekli jamin ari starpposmu starp 2. un 3.
ainu, kur atseviski lietotaji ne vienmeér saprata, ka fiziski ir japieliecas ejot
cauri tunelim, tadejadi noklust arpus paredzétas vides, radot apmulsumu
dalibniekos. Grinblate norada ari uz lietotaja sagatavotibas un instruktazas
nepieciesamibu pirms pieredzes. Paraleli nepilnibam tika sanemtas ari
komplementaras atsauksmes, ka VR pieredze atskiras no ierastas muzeja
apmeklésanas un izzinas procesu formas, ar interaktivas vides un audialo
stastfjumu, rada emocionalu pieredzi, palidzot labak, skaidrak uztvert un
saprast jaunas zinasanas un vésturisko, emocionalo kontekstu. Vienlaikus
VR pieredze darbojas ka paplasinajums, papildinot reallaika pieredzi
- ekspozicijas apmekléjumu fiziskaja realitaté. Iespéja redzét cemodanu
abas vidés pastiprinaja klatbitnes sajitu un ticamibu stastam. “Iss
telpiskais attalums starp abam cemodana versijam, ka pétijuma dalibnieki
piedzivoja VR un memoriala telpas — papildina pagatnes un tagadnes
savienojamibu.” (Grinblate, 2022: 65-75)

Balstoties uz testésanas rezultatiem un novérotajam nepilnibam,
izstradajot otro VR Lipkes bunkurs pieredzes versiju, tiek izveidota
lietotaja instrukcijas sadala, paraléli iekartojot speciali dizainétu, pielagotu
ekspoziciju. Lai veicinatu stabilitati un drosibu pieredzes laika, lietotaja
parvietosanas fiziskaja telpa tiek ierobezota ar specializétu dizainera Alda
Circena (Rigas Dizaina Fabrika) raditu un ZLM ekspozicijai davinatu
kréslu, kas roté ap savu asi. Parvietosanas tiek ierobezota, paraléli domajot,
lai tas neierobezo lietotajam nepieciesamas fiziskas kustibas interakcijai
VR pieredzé. Ar so praktisko ekspozicijas papildinajumu tika atrisinata
gan stabilitate fiziskaja telpa, gan iluzija par atrasanos stabila telpa
virtualaja realitaté. (Jerald 2015: 47-50). Sadarbiba ZLM parstavijiem tiek
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saturiski papildinats VR pieredzes ievads ar personificétu stastu no Ziga
perspektivas, vienlaikus, ietverot metaforisku portretéjumu animacijas
forma (ieklaujot vésturisku 7. Lipkes déla fotografiju). Personiskaka
iepazistinasana ar naratoru, tai sekojosais stastijums pastiprina ilaziju par
komunikaciju, veicinot ciesaku un emocionalaku saikni un klatesamibas
sajutu vidée. Ka nozimigs papildinajums jamin ari pédéja ainas detalizéta
izstrade, kas ir metaforiska reprezentacija Zana Lipkes iestaditajam
pieminas kokam Starp tautam taisnigo darza, Izraéla. VR Lipkes bunkura
2. versija publiski tika prezentéta 2022. gada 20. oktobri, Zana Lipkes
memoriala. Jamin, ka $obrid no Z1M puses tick izstradata specializéta
muzejpedagogijas programma, kas asisté un paplasina pieredzi un
zinasanu ieguvi pirms un péc VR pieredzes. Muzejpedagogijas programmu
paredzéts saskanot ar visparizglitijoso skolu macibu standartu véstures
apgusanai un piedavat vidusskolam Latvijas skolas somas programmas
ietvaros. VR pieredzes kurators Raivis Simansons apraksta ZL.M pieeju VR
pieredzes integrésanu fiziska memoriala apmekléjuma muzejpedagogijas
programma ka risinajumu Danas Dreimanes aprakstitajai VR macisanas
pétniecibas problematikai (Simansons 2023: 294) - "izpratnes trukumam
par visparéjiem principiem, kas regulé so procesu, un par to, ka sie principi
ir savstarpéji saistiti ar esoSajam zinasanam par maciSanos, macibu

stratégijam un macibu programmam” (Dreimane, 2020: 4)

INSTRUKCIJA

Pasivs vérotajs

STARP TAUTAM TAISNIGO
IEVADS LIPKES PAGALMS BUNKURS DARZS AlZ MAJAS DARZS, IZRAELA

Pasivs vérotajs | | Aktivs dalibnieks | | Aktivs dalibnieks | | = Aktivs dalibnieks [ | Aktivs dalibnieks

. parvietosanas vids  pérvistosanas vids - parvietosanas vidé - parvietosanas vide

-interakcija,stastu aktivizésana, -Interakeija
pieskaroties prieksmetiem

-interakcija

3. att. Lipkes Bunkura VR pieredzes 2. versijas shema. Vides parstrade péc fokusa grupu

testésanas
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Secinajumi

VR tehnologija caur pirmas personas skatijumu, ka svarigu elementu
sniedz iespéju lietotajam but lidzdalibniekam, lieciniekam, iegremdeties
stasta, tadéjadi paverot iespéjas pasniegt vésturi un citu jomu zinasanas caur
lidzdalibu un empatisku pieredzi. Latvija imetsivo tehnologiju lietojums
muzejpedagogija ir jauna prakse, un par aizsakumu sarez§ita mantojuma
apgusana ar VR tehnologijas palidzibu ka pirmo metu var uzskatit 2019.
gada RIGA GOES VR maratona makslinieku L. Velinas, I. Viksnes, K.
Lévalda un L. Taubes veidoto pieredzi Dzivojama istaba. Salidzinot to ar
Lipkes Bunkurs VR pieredzes 2. izstradato versiju 2022. gada — tas tematiski
runa par vienu laika periodu, un to pamatmeérkis ir izglitot lietotaju, veicinat
empatiju, saglabajas lineara stastijuma forma un stastnieciba caur vidi un tas
parmainam. VR pieredze Dzivojama istaba talak netika attistita un palika
ka konceptuals mets, balstoties uz maksliniecisku interpretaciju. Turpret,
no st meta talak izrietosa radita pieredze VR Lipkes Bunkurs, sadarbojoties
ar starpnozaru specialistiem, tai skaita paplasinoties caur vésturisku izpéti
un socialantropologu E. Grinblates, D. Popovas un Dr. Raivja Simansona
petijumiem, iegust pievienoto vértibu ka, funkciongjoss, testéts izglitibas
paligtiks sarezgita kultarvésturiska mantojuma apgusana, padarot ZIM ka
prieksgajéju Latvija sarezgita mantojuma digitalizacija ar VR tehnologijas
palidzibu. Testésamas rezultata tika novérsts virtualas realitates un
fiziskas realitates konflikts, izveidojot pardomatu fizisko ekspoziciju, kas
atrisinaja stabilitati gan fiziskaja gan virtualaja vidé. Pievienoto vértibu
pieredzei pieskir paraléli izstradatda muzejpedagogijas programma, fiziskas
ekspozicijas apmekléjums (iespéja aplukot prieksmetus fiziskaja realitaté un
virtualaja realitaté). Paraléli, apmeklétajam ir iespéja saskarties ar 3 bunkura
reprezentacijam: VR bunkura trisdimensionalo atveidi, fizisko bunkura
ekspoziciju ka atvértu Sahtu memoriala centra, un izpratni par faktisko
bunkura atra$anas vietu blakus Zana Lipkes majai un pagalmam, iepretim
arhitektes Zaigas Gailes projektétajai memoriala ¢kai, kuras arhitektara un
interjera dizaina caur dabisku materialu, tonu un materialitates kopainu, un
iekartojumu atbalsojas vésturiskas nozimes un simboli.

Personisks, konkrétai meérkauditorijai radits stasts ir viens no
svarigakajiem aspektiem empatiskas pieredzes radisana. VR Lipkes Bunkura

pieredzé icklauta ilazija par naratoru ka Zana un Johannas Lipkes délu - Zigi,
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un bérnu un jauniesu auditorijai paredzétais stastijums veicina personiskaku
saikni un ilaziju par socialu komunikaciju. Iespéja but autentiska telpa, kas
rupigi konstruéta péc vésturiskajam liectbam un dzirdét personigu stastu,
sniedz iespéju but par postliecinicku (Pospecou, Shult 2015) komplicetu
vesturisku notikumu pieredzéjuma.

Aprakstot hronologiski Lipkes VR Bunkura izstrades posmus un
VR vides dizaina un fiziskas ekspozicijas transformaciju péc fokusa grupu
testésanas, skaidri ieziméjas nozaru specialistu sadarbibas nozime. Virtualas
realitates pieredze VR Lipkes Bunkurs caur kognitivu, emocionalu un
afektivu dalibnicka iesaisti sava pedéja versija pietuvinas mediju pétnieka
Dzeisona Dzeralda aprakstitajiem cetriem klatesamibas sajutas veicinasanas
prieksnoteikumiem VR vide, ietverot iluziju but stabila telpa, iemiesotibas
ilaziju, ilaziju par fizisku interakciju, un socialas komunikacijas ilaziju. Ka,
ar1 tiek ievéroti Melas Sleiteras izvirzitie priek$noteikumi, kas pieprasa
haptisku vai savadaku atgriezenisko saiti un mijiedarbibu starp vidi un
lietotaju. Kombing¢jot pasiva vérotaja un aktiva lidzdalibieka lomas VR
Lipkes Bunkurs pietuvinas veiksmigam pieméram ka apgut vésturi caur
interaktivu, empatisku pieredzi.

Atainojot sarezgito mantojumu caur  digitalam tehnologijam,
buvéjot makslinieku un veésturnieku interpretétas vides, vienmeér bus
balansé$ana starp étikas robezam. Sis reprezentacijas metozu izvéles ir
lesaistito nozaru parstavju pienemtie savstarpejie kompromisi attieciba uz
saturu pieredzes dizainu un makslinieciskajiem izteiksmes lidzekliem. Etikas
robezas un efektivitati var parbaudit fokusa grupu testéSanas rezultata, vai
padarot radito VR vidi sabiedribai pieejamu, tadejadi sanemot atgriezenisko
saitl. Starpnozaru sadarbiba ir prieksnoteikums ne tikai veiksmiga, bet ari
saturiski étiska VR tehnologija veidota izglitibas produkta radisana, it pasi
ja tas tick attiecinats uz sarezgita kultarvésturiska mantojuma apguvi.

Lai gan, veidojot VR vides tiek izmantoti kino medijam raksturigie
elementi jeb kino valoda, ka ari tai ir potencials bagatinat audiovizualo
stastniecibu caur tehnologijai raksturigo klatesamibas sajutu, VR savu
limitaciju un ierobezojumu dé] tomeér joprojam nav parspéjusi tradicionalo
kino ikdieniskas lietosanas konteksta. Tadel, ir janem veéra, ka muzeja
apmeklétaji var but bez ieprieksejas pieredzes - nesagatavoti Sadai pieredzei,
attiecigi liela nozime ir gan sakotnéjai instruésanai, gan pasas VR pieredzes

garumam un uzbuves dizainam. Ciesa saistiba ar spélu industrija izmantotajiem
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panémieniem, lai nodrosinatu lietotaja iesaisti, paredz nepieciesamibu pieverst
uzmanibu lietotaja saskarnei un pieredzes uzbuves dizainam. Prieksrociba ir
mediétai asistencei pieredzes laika, ko piedava ZLM.

Sadu VR pieredzu starpdisciplinarais veidols un ciesa saistiba ar kino
valodu, kino formatu lauj vides eksponét ka makslinieciskus darbus, radosus
projektus festivalu, makslas un kultaras pasakumu ietvaros, sniedzot iespeju
gan maksliniekiem, gan iesaistitajiem pétniekiem, institucijai sasniegt plasaku

publicitati un redzamibu."”

BLatvija — Rigas Starptautiskais kino festivals RIGA TFF ikgadéja festivala ietvaros piedava virtualas
realitates darbu skati. Starptautiska konteksta jamin, ka, sakot ar 2016. gadu, Venécijas Starptautiskais
kinofestivals, kas piedava VR darbu skati Venice VR Expanded. Ka vél viens no nozimigiem
izplatisanas kanaliem ir 2016. gada VR tehnologiju izstradataja Oculus pasparné uzsakta iniacitiva

For Good, kuras pamatmér].%js ir veicinat diskusiju, informét sabiedribu par socialam problemam
sabiedriba ar empatiju veicinosu, maksliniecisku VR pieredzu palidzibu. Kops 2018. gada s iniacitiva
sniedz iespéju izstric{itéjiem un maksliniekiem iesniegt savus projektus, kas tematiski, sasniedzot plasu
auditoriju visa pasaul€, izmantojot arl plasi pazistamo Oculus parstavét VR For Good platformu arl

ka tiltu uz XR filmu festivaliem, izstadém.
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Intergenerational and
Transgenerational Postmemory
in the Art of Imants Tillers

Diana Anna Kreicberga, Mg. Art

Summary

Memories play a significant role in forming an individual’s sense of
identity, establishing collective belonging, and informing future actions. Even
though memories are normally associated with lived personal and shared
collective experiences, certain memories do not fall under such categorizations.
The concept of postmemory, introduced by the literary scholar Marianne
Hirsch, aims to describe the inheritance of memories and trauma that are not
experienced by the individuals themselves. Instead, acquired through stories
and images shared by the previous generations, these experiences are passed
on, thus eventually becoming part of people’s identities.

This research explores how the use of postmemory provides new
interpretative insights into the depiction of memories and trauma in the
works of the Australian-Latvian artist Imants Tillers (1950). It reveals the
role that postmemory plays in Tillers’ conceptual project The Book of Power
(1981-present) and some of the interpretative possibilities this concept can
offer as part of the visual analysis process. Tillers’ large-scale paintings
Monaro (1998), Tabula Rasa (For My Father) (2011), Farewell to Reason
(1996), and Terra Negata (2005), which are the focus of the current research,
provide fruitful grounds for the examination of intergenerational and
transgenerational postmemory in Tillers’ art.

Keywords: Imants Tillers, The Book of Power, postmemory,
intergenerational postmemory, transgenerational postmemory
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Starppaaudzu un parpaaudzu
pécatmina Imanta Tillera dailrade

Diana Anna Kreicberga, Mg. Art

Kopsavilkums

Atminam ir nozimiga loma personas identitates veidoSana,
kolektivas piederibas nostiprinasana un nakotnes ricibu noteiksana. Lai gan
atminas parasti tiek saistitas ar piedzivotam individualam un kolektivam
pieredzém, ir atminu veidi, kas neatbilst $im prasibam. Literaturzinatnieces
Mariannas Hirsas (Marianne Hirsch) ieviesta “pécatminas’ (postmemory)
jedziena merkis ir aprakstit atminu un traumu parmantos$anu, kuru pamata
nav individa pasa piedzivota pieredze. Ta vieta §is parmantotas atminas, kas
iegutas caur iepriek$ejo paaudzu stastu starpniecibu, tiek netiesi pienemtas,
klastot par dalu no personas atminam par sevi.

Saja pétijuma tiek aplakots, ka pécatminas lietojums sniedz jaunas
interpretativas atzigas par atminu un traumu attélojumu Australijas latviesu
maksliniecka Imanta Tillera (1950) dailrade. Peétfjuma tiek skatits, ka
pécatminas klatesamiba ir saskatama Tillera konceptualaja projekta “Spéeka
gramata” (The Book of Power) (1981-paslaik) un kadas interpretativas
iespejas Sis jeédziens piedava vizualas analizes procesa. Analizéjot tadus
lielformata darbus ka “Monaro” (1998), “Tabula Rasa (manam tévam)”
(Tabula Rasa (For My Father)) (2011), “Ardievas sapratam” (Farewell
to Reason) (1996) un “Terra Negata” (2005), Sie piemeéri lauj saskatit, ka
Tillera darbos atspogulojas starppaaudzu (intergenerational) un parpaaudzu
(transgenerational) pécatminu klatesamiba.

Atslegas vardi: Imants Tillers, Spéka gramata, pécatmina, starppaaudzu
pécatmina, parpaaudzu pécatmina

Introduction

Our experiences, ranging from joyful moments and surprises to
dire conflicts and painful events, catalyze and create our memories. All of
these memories play a role in informing and shaping our sense of identity
and defining possibilities for social inclusion within particular communities
(Assmann, J. 2008, 114). Since memories require acts of recollection and
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communication that influence their remembrance and longevity, both
positive and negative memories depend on these social actions.

The intricate interplay between memory and identity forms the basis
of this research, which examines the profound impact of inherited memories
on the formation of individual and collective identities. Building upon the
work of such scholars as Aleida Assmann, Jan Assmann, Ann Rigney, and E.
Ann Kaplan this article explores the construction of individual and collective
identities through the use of postmemory — a term coined in the 1990s
by the literary scholar Marianne Hirsch. Her examination of the vernacular
photography archives of Holocaust survivors illustrates how a previous
generation’s trauma can permeate the consciousness of the subsequent ones
(Hirsch 2008, 106-7). This inherited legacy often leaves individuals grappling
with a fragmented identity, haunted by a past they did not experience but
which profoundly influences their sense of self (Hirsch 1992, 8-9).

The work of the Australian-Latvian conceptual artist Imants
Tillers (1950) vividly registers the impact of postmemory on his artistic
and philosophical visual explorations. Shaped by the narratives of loss and
displacement acquired from his Latvian immigrant parents, Tillers” identity
formation has been deeply influenced by their memories (Coulter-Smith
2002, 123; Hart 200064, 9). Moreover, his assimilation into Australian culture,
with its gruesome history of colonialism and indigenous displacement,
has further complicated his sense of belonging to its collective identity
(McLean 2018, 157-9). In his ongoing conceptual project The Book of
Power (1981-present), Tillers employs a unique canvasboard system and a
particular style of appropriation that is multi-dimensional and involves the
recontextualization of imagery to form new, intricate narratives (McLean
2018, 163). His work incorporates references to various artists, poets, and
cultural symbols, intertwining elements from his Latvian heritage and the
chapters of Australia’s colonial history (Coulter-Smith 2018, 131).

Even though Tillers’ oeuvre has been analyzed by the art historians
Deborah Hart, Graham Coulter-Smith, Ian McLean, Elita Ansone, and
the anthropologist Howard Morphy, it has not been fully explored in
terms of intergenerational and transgenerational postmemory. Scholatly
discussions of Tillers’ use of imagery from Latvian children’s literature
and folklore mention the presence of intergenerational postmemory and
the intimate communication of memories across three generations in his
works, but they do not explicitly employ the concept of postmemory in
their analyses. Moreover, the role of transgenerational postmemory,
which involves the deliberate conveyance of collective memories through
symbols and historical narratives over distant generations, in Tillers’ works
remains unexplored. Drawing on the relevant academic resources and visual
analysis of Tillers’ artworks, this article aims to suggest ways in which the
concept of postmemory can offer new insights into the representation of
memories and trauma in Tillers’ works (my Master’s thesis “Remembering
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the Unknown: Intergenerational and Transgenerational Postmemory in the
Works of Imants Tillers” (2022) offers a much more detailed discussion
of this subject). By focusing on four of his large-scale paintings, Monaro
(1998), Tabula Rasa (For My Father) (2011), Farewell to Reason (1990),
and Terra Negata (2005), this study sheds light on the manifestations of
intergenerational and transgenerational postmemory in Tillers” work, thus
providing a more nuanced reading of his complex visual storytelling (Fig. 1-4).

Memories, Trauma, and Visual Storytelling

In recent decades, the intersection of memory and the visual arts
has attracted significant scholatly attention, particulatly in addressing how
personal and collective identities are both shaped by memory-inspired narratives
and depicted in such narratives. This section of the article explores some of
the recent developments in the field of memory studies that have shaped
the application of the concept of postmemory in the visual arts in order to
provide a theoretical framework for the visual analysis of intergenerational and
transgenerational postmemory in Tillers” works.

The significance of memory in forming individual and shared identities
cannot be underestimated. According to the archaeologist Jan Assmann (2008,
109), memory is instrumental in shaping individual and collective awareness.
Episodic memory, by its nature fragmentary, not only forms one’s self-
understanding but also fosters certain social group relationships (e.g, family,
community, generation, etc.) (Assmann, J. 2008, 114). Sociologist Barry Schwartz
(2016, 9-10) emphasizes that individual memory is rooted in past experiences and
emotions, which, over time, may become distorted due to cognitive processes
involved in memory recall. Literary scholar Aleida Assmann (2006, 211) further
highlights the role of forgetting and remembering in shaping memory, while
Ann Rigney (2016, 68) underscores that memory is a dynamic outcome of
remembrance acts. The formation of a person’s memory involves active
remembering that informs one’s sense of self and leads to collective inclusion
(Assmann, J. 2008, 109; Rigney 2016, 65; Schwartz 2016, 10). Aleida Assmann
(2010, 36) argues that memory formation is a social process, where engagement
with group identities involves learning and memorizing shared narratives, which
does not necessarily require physical experience or embodiment of these events.
Collective memory, often mediated through various symbolic means (images,
monuments, ceremonies) and institutions (museums, archives, governments),
forms a community’s sense of self and an individual’s belonging to it, which
plays an important part in the formation of an idea of a nation in the collective
consciousness (Assmann, A. 2006, 216-21).

The concept of “postmemory,” introduced by the literary scholar
Marianne Hirsch, is particularly relevant in this context. Postmemory aims to
describe the acquisition of memories, often traumatic ones, that are passed
from one generation to another through vivid recollections, emotionally
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charged narratives, and visual representations (Hirsch 1992, 8-9). By focusing
on the vernacular photography archives of the Holocaust survivors, Hirsch
(1992, 8) observes how the experienced trauma has the potential to become
deeply ingrained in the minds of the generation living after the experienced
events. Inherited intergenerational memories, often mediated through stories
and images, can sometimes overshadow an individual’s personal experiences,
affecting one’s identity formation (Hirsch 2008, 106-7). To overcome inherited
trauma, many children of the postmemory generation later in their adult lives turn
to creative means, such as fiction, memoir, and visual storytelling, to make sense
of their appropriated memories (Hirsch 2008, 107). Hirsch’s theory has evolved
over the last decades, acknowledging its past situatedness in Western trauma
studies and, in turn, recognizing the diverse impacts of collective experiences
such as political upheavals or revolutions and the interconnectedness of
individual and collective memories (Hirsch 2019, 172-3). The change in Hirsch’s
conceptualization of postmemory reflects a shift towards understanding how
traumatic memorties can shape a group’s identity across generations, as the
transmission of transgenerational memories can be facilitated through various
mediums, affecting how groups perceive their history and values.

Visual arts have played an important role in representing,
commemorating, and communicating traumatic individual and collective
histories. Ann Rigney (2016, 72) argues that visual artworks have the
potential to preserve memories and ensure the remembrance of traumatic
events in visually captivating ways. Traumatic events were particularly often
depicted in such nineteenth century art movements as history painting
and romantic nationalism, which emphasized the role of the visual arts in
preserving memories through the depiction of historical events. However,
these art movements often glorified the past and endorsed dominant
political narratives, overlooking personal and emotional experiences of
concrete individuals (Wintle 2013, 3-4). In the twentieth century, due to the
atrocities experienced by millions in both World Wars, a shift took place
in the approach towards representing the past. As the visual arts became
a medium for expressing emotions and commemorating experiences, they
provided a space for the exploration of trauma as a significant subject matter
through aesthetic means (Lamberti 2009, 9-10).

Exploring Postmemory in Tillers' Works

The presence of intergenerational and transgenerational
postmemory in Tillers’ large-scale paintings Monaro, Tabula Rasa (For My
Father), Farewell to Reason, and Terra Negata is the result of the artist’s
creative pursuits, his engagement with individual and collective memories,
and the philosophical explorations guiding his work.

When contextualizing Tillers” works, it is important to address his
unique use of appropriation, which helps to establish a complex visual
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narrative system in The Book of Power. Within this long-term project, the
artist has aimed to create an elaborate visual reference system by imperfectly
copying and recontextualizing vatious appropriated sources (fine art imagery,
poetry, place names, philosophical texts, and visual symbols found in the
works of Western and Aboriginal authors) to establish new and complex visual
narratives that become a unified whole (Curnow 1998, 71; Coulter-Smith 2002,
163; Tillers 2018, 27-9). As the canvasboards do not normally reach beyond the
size of a traditional A3 canvas, their usage creates a grid-like structure in Tillers’
paintings, establishing a common thread in all of the artworks in The Book of
Power. The visual cohesiveness of the artworks is further strengthened through
the use of such media and tools as acrylic and gouache paints, oil sticks, a
scalpel, masking tape, a brush, and rags (Curnow 1998, 85).

In his artistic practice, Tillers focuses on such themes as displacement,
oppression, loss, diaspora, and identity, which have been inspired by his
inheritance of traumatic memories from the previous generations (Hart
20006a, 9; Coulter-Smith 2018, 123). As the artist grew up in a family of
Latvian immigrants whose lives had been shaped by their forced departure
from their native Latvia during World War I, his childhood was dominated by
stories of pain and loss shared by his mother and father (Ansone 2018, 209-
11). His formative years were influenced by their trauma, and the inheritance
of postmemory shaped his identity as a displaced person, which has played
an important role in his art ever since (Ansone 2018, 213). While Tillers’
identity was formed by his parents’ traumatic memories and the need to
preserve his Latvian roots, this past made it difficult for him to develop a sense
of belonging to the Australian nation. Tillers’ assimilation into Australian
culture meant the inheritance of the complex and painful historical legacy
of Australian settlers’ brutality towards the Aboriginal population and its
forced displacement (Kane 2012, 117-8; Stokes 2012, 158). The Australian
colonial past and indigenous trauma continue to play an important role in
the discussions of the country’s past and its collective identity, and Tillers
appears to have also acquired a shared traumatic collective memory passed
on from one generation of Australians to another.

The analysis of two large-scale paintings, Monaro and Tabula Rasa
(For My Father) reveals the influence of intergenerational postmemory on
the artist’s appropriation of elements of his Latvian heritage. The painting
Monaro, named after a region located in the southern part of New South
Wiales, to which the artist moved in the 1990s, juxtaposes symbols, texts, and
images that explore Tillers’ identity as an Australian-Latvian (Coulter-Smith
2018, 145). The central element in the artwork — the image of a window
depicting a small mountain and stairs reaching into the sky — is surrounded
by a sketch of Saint Peter’s Church in Riga and the Latvian ethnographic
ornaments symbolizing the stellar deity Auseklis (the morning star). These
subtle details showcase the artist’s familiarity with Latvian symbols acquired
during his childhood (Ansone 2018, 257). Furthermore, the artist stenciled
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a variety of textual references in his artwork. For example, the phrases “We
have decided not to die”” and “Reversible destiny” which are repeated on both
sides of the painting refer to the thousands of Latvians who were forced
into exile due to the war. Through these symbols and texts, Tillers aims to
reflect on the idea of destiny and the will of the exiled Latvians to survive
and maintain their integrity (Hart 2006b, 64; Tillers 2018, 55), addressing
not only his inherited intergenerational postmemory and his parents’ painful
past, but also his situatedness in between two vastly different lands.

The painting Tabula Rasa (For My Father) further addresses Tillers’
duality and underscores the importance of his father’s memories. Dedicated to
Tillers” father, the painting visualizes his father’s experience of starting a new
life in a new country from a clean slate, in Latin — tabula rasa (Ansone 2018,
211; OED Online 2022). Across the canvasboards, a mountainscape, desert-
invoking hues, ornamental elements appropriated from Aboriginal Australian
art, and Aboriginal place names position the artwork in the Australian landscape.
The painting portrays his father in Australia and the way his memories lingered
in his psyche despite the passing of time. His father’s memories and their
continual transformation is visualized through the repetition of the words
“remember me” and the inclusion of three circles in the artwork. Within these
circles, texts in Latvian describing his father’s journeys on foot between cities
in Germany are so vaguely present as to appear almost invisible. The inclusion
of words and texts in the Latvian language in the visualized Australian
landscape can be seen as drawing parallels to the reappearance of memories
in the individual’s mind. In this case, memories continuously fade away over
time but, when recalled, remind the person of the past and shape their present
(Ansone 2018, 212-3). The painting aims to bring together the two worlds
in which Tillers’ father lived and to recognize the loss of homeland that left
Tillers’ father emotionally scarred for life. In the form of intergenerational
postmemory, his memories continued living in his son in Australia, affecting
his life and creative output (Coulter-Smith 2002, 194).

Thanks to their recourse to transgenerational postmemory, Tillers’
paintings Farewell to Reason and Terra Negata both tell collective memory
narratives and question national identity. At its core, Farewell to Reason
addresses the historical injustices experienced by Aboriginal Australians (Hart
20006b, 55). The artwork appears as a collage of separate photographs and
illustrations that together create a unified painting. There are certain elements
in it, however, that stand out: an image of an Aboriginal man, a large white
cross, a black-and-white image of an indigenous figure, and textual references
“There Is Only One” and “destiny.” The painting commemorates the forced
relocation and displacement of indigenous people by the British settlers and
critiques the colonial policies that devastated the lives and the culture of the
aborigines (Hart 2006c, 55; Stokes 2012, 165). Tillers’ critical inquiry into
the country’s colonial legacy stems from his inheritance of transgenerational
memories shared and exchanged on a collective level. Tillers uses visual and
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textual sources to question the legacy of the “Australian Legend” and its
mystique (Stokes 2012, 165). Instead of celebrating the British pioneers’
perseverance in the “new land,” which has been a common narrative
throughout the country’s history, Tillers investigates the consequences of
their presence and the harm that their conquest has done to the rightful
owners of the land — Aboriginal Australians and Torres Strait Islanders.

Australia’s collective memory is further challenged in the painting
Terra Negata, which addresses the absence of Aboriginal Australians from
the dominant public discourse regarding Australia’s past (Healy 2008, 11-
5). Tillers engages with multiple visual, textual, and historical sources in
order to create a complex visual narrative. For example, he includes in his
artwork such heterogeneous elements as a checkered black-and-white skull,
a copy of the Aboriginal artist Emily Kame Kngwarreye’s (1910-1996)
painting Big Yam Dreaming (1995) that fades in and out throughout his
painting, inscriptions of 460 indigenous tribal and language groups across
the entire canvasboard system, and short texts, such as “Tragedy of a lost
tribe” and “The land that did not exist.” Terra Negata depicts the collective
transgenerational postmemory by visualizing the British colonial ideology,
which saw the continent as terra nullius — free, ungoverned land (Kaplan
2005, 115; Healy 2008, 11). Tillers visualizes the destruction brought
to the continent by the colonizers through the image of the skull, which
symbolizes the arrival of the colonizers from the West, and the inclusion of
texts expressing the colonial point of view (for example, “null,” “The land
that did not exist,” “The unpromised land / without place / without time
/ without body”). Yet, despite the painful colonial legacy it embodies, the
artwork also celebrates and commemorates the perseverance of different
Aboriginal groups and cultures (National Gallery of Australia 2017). By
including the names of hundreds of tribal and language groups and artworks
of significant Aboriginal artists in his work, Tillers emphasizes the long-
standing existence of indigenous populations and the cultural diversity that
has always been present on the Australian continent.

Tillers’ paintings discussed above showcase the presence of
intergenerational and transgenerational postmemory by appropriating visual
and conceptual elements that both pay homage to his Latvian heritage
and challenge Australia’s colonial legacy. Tillers not only acknowledges
his lived past and acquired memories but also creates a dialogue between
his personal history and the broader themes of displacement and trauma
that are central to his visual inquiries. His artistic engagement with his
background is not a mere nostalgic gesture, but a critical exploration of the
intersection, representation, and remembrance of personal and collective
histories. Moreover, the influence of intergenerational and transgenerational
postmemory on Tillers’ work raises important questions about the role
of the artist in confronting and representing historical trauma. Through
his appropriation and recontextualization of a wide range of images and
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narratives, Tillers not just recreates the past but actively engages in a process
of historical interpretation and re-evaluation. Thus, his work becomes a
space where the past is critically interrogated through the exploration of
memory and identity.

Conclusion

Both positive and negative memories hinge on acts of recollection
and communication, influencing their remembrance and longevity (Assmann,
J. 2008, 114; Assmann, A. 2010, 42-4). Postmemory, the transmission of
traumatic memories across generations, extends the lifespan of memories
beyond the individual’s personal experiences and shapes a person’s individual
and collective belonging (Hirsch 2019, 172). This article has addressed the role
of intergenerational and transgenerational postmemory in visual storytelling,
highlighting the differences due to the rootedness in different social
relationships. On an intergenerational level, postmemory takes place within
family dynamics, profoundly influencing the formation of an individuals
identity. On a transgenerational level, traumatic memories are communicated
across distant generations through symbols, archives, and historical narratives,
significantly contributing to the creation of a collective identity.

The presence of intergenerational postmemory in Tillers’ work,
such as Monaro and Tabula Rasa (For My Father), showcases his exposure
to his parents’ traumatic memories, which played a significant role in his
understanding of his identity as a Latvian and a second-generation immigrant
while also fueling his exploration of Latvia’s history and emphasizing his
physical and emotional distance from it. Transgenerational postmemory in
Farewell to Reason and Terra Negata, which focus on Australia’s colonial
history, address the trauma experienced by Aboriginal Australians and
express the sense of guilt inherited through collective remembrance.
Despite their different historical and cultural contexts, these four artworks
contribute to The Book of Power’s overarching narrative, exploring themes
of displacement, trauma, oppression, and identity across cultures.

In conclusion, the examination of the influence of individual
and collective memories on Tillers’ art, has revealed the potential of
interdisciplinary art historical research to provide important insights into the
complex visual language employed by the artist and to suggest new, fruitful
ways of identifying and interpreting intergenerational and transgenerational
postmemory in art. By analyzing visual artworks through the lens of
postmemory, it is possible to see how this concept can inspire new art
historical explorations of artists and artworks that have been directly or
indirectly affected by the inheritance of traumatic memories to reach a fuller

and more nuanced understanding of the depicted visual narratives.
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Fig. 3. Tillers, 1. (1996) Farewell to Reason, oil, oil stick, and synthetic Collection of the National Gallery of Australia, Canberra, Australia
polymer paint on 292 canvasboards, 305 x 915 cm Available at: https://www.imantstillers.com/selected-works-1990s

Fig. 4. Tillers, 1. (2005) Terra Negata, synthetic polymer paint, Collection of the Latvian National Museum of Art, Riga, Latvia
gouache on 288 canvasboards, 304,8 x 853,4 cm Available at: https://www.imantstillers.com/selected-works-2010s



Development of the Riga
Worker’s Theater: Conflicts and
Confrontation

Sanita Duka, Mg. Art

Summary

A conflict between left-wing political groups led to the founding of
the Riga Workers” Theater (1926-1934). The concept, repertoire, and goals
of the workers’ theater were formulated in the course of heated discussions.
It was abolished on May 15, 1934, when the prime minister Karlis Ulmanis
carried out a coup d’état and became a dictator. The liquidation of the theatre
was meant to deliver a blow to Ulmanis’ political rivals. This article outlines
the main stages of the creation of the Riga Workers’ Theater, paying special
attention to the conflicts and confrontations that accompanied it. In order
to analyze the role of conflict as a catalyst for creative solutions, the article
draws upon Nigel Howard’s (1935-2008) metagame, or drama, theory.
According to Howard, social, political, economic, and other problems are
solved in a strategic game, which explores a range of possible scenarios.
The article argues that the creation of the Riga Workers’ Theater was made
possible thanks to a compromise between the radical leftist aspirations and
the moderate centrist agenda. The place for the theater was agreed upon
in a confrontation with the Riga City Building Inspectorate. An ambitious
construction project envisioned the building of a People’s House with a
place for the theater in one of its wings. Thanks to the dissolution of the
theater, the project was aborted and instead, after the coup, the People’s
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House became the residence of the paramilitary organization Aizsargi
(Defenders), who had supported the coup. In the Soviet period, it became
the House of Trade Unions. The article concludes that in the case of the
Riga Workers’ Theater, conflict was a catalyst not only for political changes
but also for artistic developments.

Keywords: Riga Workers’ Theatet, leftwing modernism, political theatet,
drama theory

Rigas stradnieku teatra (un)
skatuves tapsana: virzosie
konfliktt un konfrontacijas

Sanita Duka, Mg. Art

Kopsavilkums

Rigas Stradnieku teatris (1926-1934) izveidojas kreisi orientéto
politisko grupu konflikta rezultata. Savukart, likvidéts tas tika Karla Ulmana
politiska apvérsuma nakti 1934. gada 15. maija. Ideja par stradnicku teatra
nepieciesamibu, mérkiem un maksliniecisko formu veidojas asas diskusijas,
bet likvidésana bija politisko konkurentu devuma nodzésana. Raksta isi
apkopoti galvenie Rigas Stradnicku teatra un skatuves izveides posmi,
pieversot uzmanibu konfliktiem un konfrontacijam tas gaita. Konfliktu
ka radosu risinajumu katalizatora loma teorétiski analizéta, izmantojot
Naidzela Hovarda (Nigel Howard, 1935-2008) metaspeles jeb dramas
teoriju, kur socialas, politiskas, biznesa vai citas problémsituacijas risinatas
ka stratégiska spele, izskatot iesp&jamos scenarijus. Raksta argumentéts,
ka Riga Stradnicku teatra izveides pricksnoteikums bija politisko spéku
lidzsvara kompromiss, pretstatot radikalajam kreisajam izpausmém centrisko
poziciju. Cina par piemérotu telpu un skatuves izveidi notika konfrontacija
ar Rigas pilseéta Buvinspekciju. Iedvesma talakiem planiem bija ietverta
projekta verieniga Tautas nama buvei, kas paredzéja modernu teatri viena
no korpusiem. Jaunajam Tautas namam uzcelta tika pirma karta, teatra
cka uzcelta netika. Péc Karla Ulmana apvérsuma Tautas nams kluva par
Aizsargu namu, padomju laika — par Arodbiedribu namu. Raksta secinats,
ka konflikts, gan ka politisko procesu, gan skatuviskas darbibas virzitajs bija
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uzskatami klatesoss Rigas Stradnieku teatra gadijuma.

Atslégas vardi: Rigas Stradnieku teatris, kreisais modernisms, politiskais
teatris, dramas teorija

Teatris ka dramaturgiju ietvero$s makslas veids ir tiesa veida saistits
ar spéeju saprast konfliktus, savukart, politika viens no uzdevumiem ir vadit
konfliktu risinajumus. Drama uz skatuves konstrué konfliktu izvér§anos un
rod tiem skaidrojumus. Drama ir konfliktu saprasanas méginajums. Teatr]
iestudéjuma procesa darbibas analize versas pie konfliktsituacijam dzive, lai
rastu piemeérus un asociétu dramaturgijas darba notikumus ar iestudéjuma
dalibnieku dzives pieredzi. Rigas Stradniecku teatra (RST) gadijuma
repertuara tika icklautas lugas, kas atteloja un komentéja aktualos politiskos
notikumus. Iestudéjumos tika modelétas realu notikumu situacijas, jo daudzu
repertuara ieklauto lugu materials bija dokumentals. Teatra dibinataji,
socialdemokratiskas organizacijas, skatuvi izmantoja ka politisko tribini, lai
skaidrotu savus politiskos mérkus. Dramas uz RST skatuves atainoja realus
konfliktus sabiedriba un pasaules politika.

Konflikts dramas teorija skatits ka galvenais stastijuma vai dramatiskas
struktaras elements. Naidzels Hovards (Nigel Howard, 1935-2008) dramas
teoriju attistija metaspéles un politiskas uzvedibas teorijas ietvara (Howard
1971). “Dramas un iracionalas izvéles teorijas manifesta” isi apkopoti
praktiskie ieguvumi, ko sniedz §1 teorija: “Pielietojot dramas metaforu realajai
dzive, mes varam to ieraudzit ka vizualizéjamu epizozu sazarojumu. Praktiskais
meérkis ir palidzét (biezi vien palidzét kadam no varoniem) interpretét lidz sim
notikuso un redzét, kada iespéjama turpmaka attistiba, kas ir vélams un ka to
var panakt.” (Howard et al. 1993, 101) Termins “drama’ lietots varda “spele”
vieta, jo méginajums atrisinat konfliktus notika ka dramaturgiska analize.
Spéles uzdevums — mainit savu un/vai citu aktoru uzskatus un vértibas.
Vispirms jaapsver katras puses uzskati un meérki, tad jaizspele katras puses
argumenti un vélamais risinajums. Kulminacija ieziméjas uzskatu sadursme.
Pienemot lémumus, puses var nonakt pie pozitiva risinajuma, kompromisa
vai konflikta jauna statusa.

Raksta apskatiti kreisas ievirzes partiju konflikti, kas kalpoja
ka katalizators idejas par Stradnieku teatri izkristalizésanai savstarpéjas
diskusijas. RST 1sa laika no dramatiskas studijas entuziastu kopas izveidojas
par profesionalu teatri, kura idejiska programma paredzéja veidot savu
suverénu maksliniecisko stilu. Teatra un skatuves izveide, ka afl nakotnes
vizijas iemiesojums moderna teatra ¢kas projekta bija konfrontaciju virkne.
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Teatra maksliniecisko sniegumu organizejoss faktors bija sabiedriski aktiva
pozicija un kreisi-centriska politiska nostaja. Repertuars tika veidots no
laikabiedru darbiem, kas skara aktualas t€mas un izspéléja zinu virsrakstos
lasamus notikumus. Laikmetigs izrazu saturs prasija inovativus skatuviskos
risinajumus, ko piedavaja teatra dekoratori Niklavs Strunke (1894-1966),
Herberts Likums (1902-1980), Mihails Jo (istaja varda Meijers Joffe, 1895-
1960), Arnolds Vilkins (1904-1979) u.c. lestudéjumu vizuala snieguma
izvertéSanai izmantota formalas analizes metode un sociala makslas véstures
pieeja, kas formalos risinajumus skata nevis ka paspietickamus, bet ka
meérktiecigi veidotus zinojumus. Raksta izsekots RST izveidosanas diskusijam
un skatuves iekartojuma gaitai, balstoties uz iepriekséjiem teatra véstures
pétijumiem (Dzene 2010, Kundzins 1953, 1957, 1972, Rozlapa 1968, Sniedze
20006, Tisheizere 2021, Vanaga 2016, Zeltina 2010), raksta témas izpéte
papildinata ar salidzinajumu, ka atskiras prieksstati par veidojamo stradnieku
teatra stilistiku radikali kreisas un kreis-centriskas politiskas nostajas ietekme.
Turpinot diskusiju par Tautas nama ieceri un atsaucoties uz specialistu
viedokliem (Kalnins, Stranga 1990, Lasmane 1989, Lejnieks 1995, Lejnieks
2023), analizeti neuzcelta teatra korpusa projekti. Metodologiskaja pieeja
izmantots starpdisciplinars skatfjumu par politiski motivétajiem makslas
modernisma procesiem starpkaru Latvijas demokratijas perioda.

Kreisas kultiuras frontes konflikti

Latvijas neatkarigas valsts demokratijas perioda politiska spektra
iekrasojuma domingja lielako elektorata grupu — stradnieku un zemnieku —
parstavosas partijas, kuru Iideri bija Latvijas Socialdemokratiska Stradnieku
partija (LSDSP) un Latvijas Zemnieku Savieniba (LLZS). Stradniecibas
intereses parstavéja kreisi orientéto partiju grupa, kas sava starpa konkuréja
un centas ari sadarboties. 1920. gada tika noslégta ta saukta “kreiso kultaras
koalicija” jeb “vienota kultaras fronte”, kuru kopéjie mérki bija izglitibas un
kultaras biedribu veidosana (Gavars 2014, 85-99). Kreiso politiku idejiskas
pretrunas pamazam akumuléja iek$€jas nesaskanas starp centriskajiem
socialdemokratiem un galéji kreisajiem socialistiem. Ideologisko cinu
rezultata “fronte” pavérsas uz koalicijas ieksieni.

Par ietekmi organizacijas notika sancensiba, ta saukta “Sturmésana”,
lai parnemtu vadibu pastavosas vai jaundibinatas kultiras un izglitibas
biedribas. Ka pieméram, Rigas Tautas augstskolu (RTA) 1920. gada
dibinaja kreisa koalicija, bet varu parnéma radikalais sparns. 1924. gada 3.
septembra sapulcé socialdemokrati “Sturméja” un ieguva visas vietas RTA
vadiba, radikalais sparns atstaja sapulces zali. Koalicija notika SkelSanas un
pargrupésanas, bet konfrontacija stratégiski virsroku guva socialdemokrati
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(Cielens 1963, 434). Centriski noskanotas organizacijas, mekléja veidus, ka
izvérst darbibu, lai uzskatami paraditu norobezo$anos un artikulétu sava cela
strategiju. Konflikts nokaitéjas un atspogulojas teatrali — teatra izrazu veida.

Viens no darbibas virzieniem Tautas augstskola bija makslas studija,
no kuras atdalfjas atseviska dramas studija, kas saka darbu 1921. gada. RTA
teatra studijas iniciatoru kodols bija Andrejs Kursinskis (pseidonims Kurcijs,
1884-1959), Karlis Dzelzitis (pseidonims Dzelzs, 1892-1982), Linards
Laicens (1883-1938). RTA dramatisko klasi 1921.-1923. gada vadifja Anna
Lace (dzimusi Liepina, 1891-1979). Programmatiska raksta Lace formuléja
savu pieteikumu jauna iestudésanas stila veidosanai, kur vislielaka nozime
ieradita kolektivai improvizacijai un katra izrades dalibnieka atraisisanai
uz pasdarbibu. Teatris vinas ieskata bija ka “eksperimentu kabinets”, kura
uzdevums — “iziet uz ielas” un veidot formas, kas ieklaujamas gajienos un
tautas svétkos (Lace 1921, 4). Vinas iestudéjuma RTA organizétajos 1921.
gada Kulturas svétkos tika izradita Leona Paegles luga “Gadsimtu sejas”,
kam zanrs ir noradits “kolektivainas véstures perspektiva” (Paegle 1921).
Izrade sakas svétku dalibnieku gajiena laika cauri visai Rigai, no centra
uz Mezaparku, kur Saules darza estradé notika izrade. Aktieri gaja gérbti
kostimos, kas attéloja marksistisko interpretaciju par skiru cigas vésturi,
gdjiena dalibnieki izkliedza sauklus, izrades rekviziti tika vesti ratos. Sis
iestudéjums, kas izmantoja gajienu izrades panémienu, bija jaunums Rigas
teatru dzive.

Kreiso organizaciju pasparné darbojas arl citas teatra grupas, tai
skaita Rigas Arodbiedribu centralbiroja (RACB) kluba dramatiska sekcija,
ko dévéja par “kreiso arodnieku dramstudiju”. 1924. gada radikali kreisa
virziena piekritéji no RTA pargrupéjas uz arodnieku klubu. Laika no 1924.
lidz 1928. gadam iestudétas tika Leona Paegles “Par un pret” (1924), “Zemes
sals” (1925), Linarda Laicena konstruktivas spéles “Alfa un auto” (1924),
“Kompromiss” (1926), “Kinas dzilumi” (1927), “Kar$ karam” (1928) u.c.
Laicens $o savu darbibas periodu poetizéja ka “vajato teatri”, dodot sadu
nosaukumu iestudéto lugu izlasei (Laicens 1933). Rezisore Anna Lace savas
atminas lietoja So apziméjumu, attiecinot to gan uz RTA, gan RACB dramas
studijam (Lace 1960, 1962, 1967, 1973). Rezisore par sava darba stilistiku
saka: “Vajata teatra izrades lidzinajas mitiniem, disputiem, lekcijam. Tas bija
publicistisks teatris.” (Lace 1967, 49). Darba svétkos izradito RACB kluba
studijas iestudéjumu foto un kino dokumentacijas liecina, ka tie bija stilistiski
veidoti ka agitéjoss teatris, kas ar minimaliem vizualiem lidzekliem noraidija
politisku zinojumu.

“Kreisie arodnieki” organizéja Darba svétkus, kas péc idejas bija tadi
pasika Kultaras svetki un konkuréja ar tiem. Ta pieméram, 1924. gada Kulturas
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svetki notika 1. julija, savukart, Darba svéetki — 20. julija. Situacija nokaitejas
savstarpejos apvainojumos. 1926. gada Kultaras svétkos koalicija savstarpéji
saskanoja pasakuma programmu (L. 1926, 57). RTA studija izradija kolektivu
deklamaciju (Senlaks 1925), bet RACB sckcija — Leona Paegles pretkara
“Saradi Nr. 7 (Pacgle 1956, 737-742). Paegles isas formas dramaturgijas
veids — “Sarade”, jeb vardu mikla uz skatuves — paredzéja skatitaju aktivu
iesaisti. Jauzmin bija vards vai teikums, ko attéloja vairakas ainas. Pats autors
ar pieméru, kur jauzmin vards “partija” paskaidrojis iestudéjuma principu:
“Vards — partija. Vina tris dalas: par-ti-ja. Katru no $im dalam un beidzot
visu vardu var uz skatuves nospélét gluzi ka mazu cetrcélienu ludzigu. Pirma
aina, pieméram, var attélot vélétaju sapulci, kur tiek runats un balsots, pie
kam vards “par” seviski izcelts. Otra aina saimnieces sauc kopa savas vanaga
izkliedétas vistas: “ti-ti-ti”. Saruna ar vinam var ielikt sabiedrisku vai politisku
satiru. Tresa aina vienas politiskas partijas lideri iet precibas pie otras partijas
liderém ar noluku dabut “ja” vardu un nodibinat kopdzivi koalicija.” (Paegle
1956, 809). “Kopdzive koalicija” izira RACB Zurnala publicéta raksta deél,
kas bija ka pédéja lase, lai saspiléjuma sluzas naktu vala. Tautas augstskolas
“dramatstudijnieki” tika izsmieti par Dailes teatra principu, plastikas un
kostimu aizlienésanu. Toties pozitivi atspogulots bija RACB prieksnesums ka
“Sai kankaru romantikai pilnigs pretstats ar savu noteiktibu un izrékinatibu
katra zesta, savu zilas bluzes apgérbu” (Stradnicku Vieniba 1926).
Socialdemokrati iesniedza pretenziju par savstarpéji nesaskanotam darbibam
koalicijas ietvaros un norobezojas no radikala sparna.

No 1924. gada rudens RTA dramas studija darbs butiski izmainijas.
Radikali jauno, revolucionaro ideju vieta naca profesionali izsvérta atticksme,
par pedagogiem pieaicinati tika profesionali rezisori, ka pieméram, reziju
macija Alfréds Amtmanis-Brieditis (1885-1960), Janis Plame (1889-1930),
Vilis Seglins (1882-1961), plastiku — Felicita Ertnere (1891-1975), skatuves
runu — Emils Macs (1892-1958), studiju vadija Janis Saberts (1892-1973), kurs
aktiermeistaribas apmacibu balstija uz psihologiska teatra pieeju (Jakobsona
1931, 449-454). Ka konsolidéjoss mérkis tika izvirzita ideja par pastaviga
stradnieku teatra izveidi.

Diskusijas kaldinata stradnieku teatra ideja

Diskusija par to, kadam jabut stradnieku teatrim, izvértas presé. Ka
pirmais ideju par stradnieku teatra nodibinasanu izteica Karlis Dzelzitis,
kur§ nebija pievienojies radikali kreisajam klubam, bet turpinaja darbu
socialdemokratu organizacijas (Dzelzitis 1971, 35). Raksta “Stradnieku
teatra vajadziba” vins iesaclja organizét teatri, ko stradnieku organizacijas
varétu uzturét péc abonementu principa. Vajadzibu péc stradnieku teatra,
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vinaprat, pieradijusi skatitaju interese par RTA studijas iestudéjumiem, ka ari
pieaicinato profesionalu vadiba izaudzinatie aktieri, kas varétu klat par teatra
maksliniecisko kodolu (Dzelzs 1924, 85). Iebildumus no “kreiso arodnieku”
nometnes izteica Laicens divos rakstos RACB nedélas zurnala “Vieniba”
(Laicens 1924a,1924b). Laicens pauda uzskatu, ka pieaicinati profesionali nevar
izveidot jauna veida teatri. Tads teatris butu ka “péc pilsoniskas $nites Sutas
frakas, kas jauzvelk stradniekam, kaut ari vin$ tajas izskatas jocigs”. Laicens
uzsvera, ka teatriir jarada pasam stradnieku masam, méginajumus jaorganizé ka
“kolektivas darbibas” péc “kolegiali-kolektivas metodes”, izrades jaiestude ka
“dinamiskas konstrukcijas”. Deklarétais manifests paredzéja vadit sis “masas”
ar autoritari stingru roku, ko veikt varétu “centralfigura, kas butu rezisors vai
rezisors-konstruktors-plastikis kopa”. Laicens par stilisiku norada, ka jauna
veida teatr skatuves iekartojums butu minimals: “ar vismazakajiem lidzekliem
sasniegt vislabakos rezultatus” (Laicens 1924a). Papildinot un idejisku sauklu
pareizuma nostiprinot savu teikto, Laicens sekojosa raksta piebilst: “Uz
stradnieciska stila [izcelums autora — S.D.] cela vigu vadis tikai tads centrs (cik
personu, nav no svara), kur§ bus teorétiski-idejiska skaidriba par stradniecibas
makslas uzdevumiem un butibu.” (Laicens 1924b, 448). Laicena piedavata
vizija péc butibas bija rezisora vai radosas grupas autorteatris, kas apvienots
ar aktieru apmacibas studiju. Tas bija taja laika izplatits teatra veids, tiesi Sadi
funkciongja, pieméram, Dailes teatris. Laicens, formuléjot stradnieku teatra
principus, atbalso Laces rezijas eksperimentus ar pasdarbibas atraisiSanu un
kolektivi veidotu improvizaciju.

Apkopojosu viedokli par stradnieku teatra jautajumu pauda Andrejs
Upits (1877-1970) plasa publikacija, kura apskatija ieprieks dibinatos
stradnieku teatrus Latvija, tai skaita, arl vina vadiba veidoto Latvijas
Stradnieku teatri Riga (1919-1920). Kopsavilkuma vins noradija: “Patlaban
atkal noveérojami dazi méginajumi nodibinat Stradnieku Teatri. Nu jau ir
Tautas Augstskolas, Arodbiedribu Centrala biroja dramatiskas studijas u.
c. kaut cik sagatavotu jaunu skatuves darbinieku, no kuriem ar laiku var
izveidoties spéjiga makslinieku trupa Stradnieku teatrim. Sajés studijas tiek
art mekléti jauni celi tikpat skatuves iekartas veidojuma, ka aktieru izteiksmes
makslas forma. Mégina iztikt bez parastajam naturalistiski gleznieciskajam,
bilzainajam dekoracijam, izpalidzoties ar vienkarsu stilizétu skatuves iekartu.
Aktieru spélée daudz vairak véribas piegriez dinamiskajam elementam,
dzivai plastikai, kustibu un runas ritmam, kolektivai spélei, masu skatiem,
cies$akam kontaktam starp izraditaju un skatitaju.” (A.U. 1924, 432). Upits
raksta nosléguma secina, ka “patstaviga un pastaviga Stradnicku teatra
nodibinasana” butu jauzskata par mérki un pie ta jastrada, lai ar1 lidz tam vél
daudz parvaramu $kérslu. Visu polemika iesaistito autoru domas galvenaja
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sakrita — stradnieku teatris ir vajadzigs, un tas ir reali sasniedzams mérkis,
tomér parsprieduma gaisotne bija konfliktu piesatinata.

Administrativas dramas par skatuvi

1926. gada vasara sakas aktivs darbs pie “patstaviga un pastaviga”
teatra izveides. Paraléli notika Tautas nama rekonstrukcija, kur bija iecerétas
telpas toposajam teatrim. Bijusas kazarmu é€kas Térbatas iela 64 parbuvei
tika izstradats projekts, kas paredzéja veca vienstavu koka nama centralas
telpas gala izveidot skatuvi, bet sanu jomas iekartot biroju, gramatu veikalu
un kafejnicu. Bavvalde akceptéja projektu “ar nosacijumu, lai zalé netiktu
iertkota skatuve” (LVVA 3320). Konfrontacija ar Buvvaldi tika panakts
kompromiss. Teatra pirmo pirmizradiar Niklava Strunkes dekoracijamizradija
uz “paaugstinajuma runu teiksanai”. Skatuve-paaugstinajums bija sekla un
neérta, bet tas $aja gadijuma neradija parliekas problémas, jo iesakuma iecere
bija veidot teatra stilistiku ar minimaliem lidzekliem un nelielu dekoraciju
apjomu. Pirmaja sezona Stradnieku teatris darbojas ka entuziastu kopa, kurai
bija viens apmaksats darbinieks — teatra administrators.

Gatavojoties nakamajai  sezonai, risinajums legalas skatuves
iertkoSanai bija piebuve pie esosas €kas. Stradnieku teatra otras sezonas
atklasana aizkavéjas buvdarbu del. 1927. gada 27. oktobti otras sezonas
atklasana notika uz jaunas skatuves. Péc Niklava Strunkes skicém dekoraciju
veidoja Herberts Likums. Sis iestudéjums pieradija Stradnieku teatra batisku
izaugsmi un tieksanos uz profesionalu statusu. Divstavu apjoma skatuves
piebuve deva iespéju veidot modernus iestudéjumus.

Jaunas skatuves tehniskai aprikosanai pavéras darbibas lauks
dekoratoriem. Katrs jauniestudéjums parspéja ieprieck§éjo izdomas un
tehnisko risinajumu zina. Komentaru par skatuves iekartu atstajusi Rigas
pilsétas Buvinspekcija veiktaja apsekosanas akta, kur starp aizradijumiem par
ugunsdrosibas uzlabojumiem, ir arf atzinums: “Skatuves grida ir paplasinata
(arpus ailas mura siena), t.i. iedodas zale. Gridas paplasinajums palielinats ar
koka kastém, resp. kapieniem zales puse (ka Dailes teattI - bet tikai mazaka
apmeéra).” (LVVA 3320). Bavinspektors bijis pietickosi vérigs, lai pamanitu,
ka teorétiskas idejas par skatuves iekartojuma inovacijam nakusas no
Dailes teatrT ieviestajam Jana Munca (1886-1955) iecerém. Aizgustot idejas
art no politiskajiem teatriem Firopa un revolucionarajiem mekléjumiem
Krievija, RST mekléja savu “suveréno stilu” (Gruzna 1931, 31). Tehniskajos
risinajumos paréjas Rigas skatuves tika pat apsteigtaa. Pieméram, RST
pirmie ieviesa griezamo skatuvi un izmantoja kino projekcijas. Ideja par
griezamo skatuvi piederéja Herbertam Likumam, kurs izradei “Lidojosais
erglis” (1929) izveidoja “originalas virpuldurvis” un “darbiba iepiti ati radio
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un kinematografs” (P. G. 1929, 393). Likums veicis vislielako ieguldfjumu
aprikojot “modernu skatuvi miniatara” (RTMM 358335). Pilna méra
uz griezamas platformas novietotas dekoracijas uzbuvétas “Amnestija”
(1931) iestudéjuma, kur skatuves iekartojuma ideju piedavaja rezisors
Jurijs Jurovskis, bet realizéja Arnolds Vilkins. “Griezoties skatuvei, rezisors
skatitaju vada pa visu cietumu. Rada biroju, baznicu, kameras, pagalmu un
dunosos koridorus. Tas ir jauns, vél nebijis eksperiments musu teatros.”
(RST 1931, 2). Griezama skatuve iestudéjumus padarija dinamiskakus, ainas
var€ja atri nomainit. Uz nelielas skatuves tika veidoti iespaidigi uzvedumi
ar masu skatos iesaistitiem lidz pat astondesmit cilvékiem. Lai to panaktu,
ar podesturas paaugstinajumiem skatuves gridas plakni “salauza”, kas deva
iespéju efektigi izvietot skulpturalas aktieru grupas. Vairaku Iimenu skatuves
platformas ipasi sekmigi izmantoja Mihails Jo, panakot simultano dekoraciju,
kur ainu parejas varéja veidot ar izgaismojumu, ka pieméram, iestudéjumos
“Pargrafs 2187 (1930), “Katlu ugunis” (1931), “Kataras matrozi” (1932).
Rigas Stradnieku teatri dekoratori skatuvi konstruéja ka aktivu darbibas vidi
un kolektivas radisanas procesa veidoja vizualizaciju izrades idejas atklasanai.
Dekoracija vairs nebija lugas notikumu vidi pasivi ilustréjosa, bet kluva par
dramatiskas spéles lidzdalibnieku, ka tas raksturigi modernisma teatrim 20.
gadsimta 20. un 30. gados.

Nakotnes vizijas teatris

Rigas Stradnieku teatra nakotnes viziju iemiesoja jauna Tautas
nama projekta vérieniga iecere, kura bija paredzéts moderns teatris viena
no korpusiem. Meta izstradasanu multifunkcionalam kultaras un sporta
centram uzticéja arhitektam Ernestam Stalbergam (1883-1958). Buave
bija paredzéta gandriz vesela kvartala platiba, ka piecstavu eku komplekss
Teérbatas un Bruninieku ielas sturl. Plass vestibils savienotu parades durvis
no abam ielam. Teatris bija paredzéts ka éku kompleksa centrs. Liela teatra
zale ar lokveidigam amfiteatra sédvietu rindam un vietam 1200 personam
skatuves dala butu 23 metrus augsta, kas veidotu €ékas dominantes torni
(L. A. B. komisija 1927, 349-352). Tomer skice netika apstiprinata, to ludza
labot, tomér noraidija ar1 otro versiju. Ari te bija konflikts.

Latvijas Tautas namu biedriba izsludinaja starptautisku Rigas
Tautas nama projektu konkursu, kas izzinots caur Latvijas sutniecibam
un konsulatiem (Tlustréts Zurnals 1928, 28). Sacensibai pavisam iesatiti
54 projekti, no kuriem 19 bijusi Latvijas un 35 arzemju (Ilustréts Zurnals
1929, 111). Péc konkursa projektu izstradat uzticéja 3. godalgas ieguvéjiem —
Rigas arhitektam Alfrédam Karram (Alfred Karr, 1886-1949) un inzenierim
Kurtam Betgem (Kurt Arthur Ernst Bitge, 1888-1963). Sis projekts paredz&ja
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tris korpusus — birojiem, teatrim un sporta zalei ar baseinu. Buves aptver
ick$pagalmu ar terasi un ara skatuvi sapulcu organizésanai. Teatra €ka bija
planota gar Térbatas ielu ar atsevisku parades ieeju, kas ar plasiem vestibiliem
un kapném pirma un otra stava limeni savienoja divas zales — mazaku zali ar
mobilam sédvietam un lielo zali ar parteri un balkonu, kur skatuvei paredzéts
cetru stavu apjoms un orkestra bedre. 1931. gada 13. septembri Tautas nama
pirmais korpuss tika svinigi atklats. Pamatakmeni tai ielika Rainis, vins bija ari
Stradnieku teatra goda priekssedétajs.

Metaforiski Stradnieku teatris Iidzinas jaunceltajam Rigas Tautas
namam. Modernisma €ka vizualizéja teatra makslinieciskas ambicijas
apliecinaja viziju par ilgtermina toposu taisnibas valsti. Uzcelta korpusa
laternas tornitis ieziméja Rigas ka debesskrapju pilsétas virzibas pieteikumu
tolaik buvnormativos pielauto éku augstuma ietvaros. Apalie torna pamata
logi veidoja asociaciju ar okeana laineri. Buve vérienigi planota, veidota
starptautiska arhitektu konkursa, bet tikai daléji uzcelta. Ari Stradnieku teatris
planots tika dedzigi, tas sekmigi lokalizéja ta laika starptautiskas politiska
teatra idejas, bet teatra darbiba tika partraukta politiska apvérsuma nakti.

Par anekdoti kluvis gadijums 1934. gada 15. maija Sacimas sédé, kur
uz socialdemokratu deputatu zobgalibu “Kad nu, Ulmana kungs, Jus to savu
apveérsumu taisisiet, tad gan ludzamiar mums ta saudzigak apejaties.” — Ulmanis
atjokojis: “Protams, protams, cik vien manos spekos staves!” (Bastjanis 1964,
31). Tomer jau péc nedaudzam stundam sakas socialdemokratu aresti un
tika ienemts Tautas nams. Ka to norada vésturnieks Aivars Stranga: “Riga
bija japaklauj simboliski — sagrabjot “sarkano” tautas namu.” (Stranga 1998,
158). Politiski LSDSP bija spilés, kur no vienas puses viniem lojalo elektoratu
parvilinaja radikalie socialisti, no otras — zemniecibas parstaviji, Latvijas
Zemnieku savieniba. LZS un LSDSP sadarbojas izcinot Latvijas neatkaribu,
tacu attiecibas sabojajas politiskajas cinas. Socialdemokrati izprata Ulmana
personibas ietekmigumu, tapéc Satversmes sapulcé (1920-1922) panaca
noraidfjumu tiesi véléta prezidenta ar plasam pilnvaram apstiprinasanai.
Tomeér abu konkuréjoso partiju starpa valdija savstarpéjs labveligums, ka tas
redzams no repliku apmainas apvérsuma prieksvakara. LSDSP nozimigakus
draudus juta no radikali kreiso partiju puses un vairak uzmanibu vérsa
pretstavesanai tam. Reize ta bija cina pret PSRS agentaras graujoso darbibu
(Niedre, Daugmalis 1999). Socialdemokrati uzturéja kreisi ievirzitu publisko
retoriku, bet realaja darbiba skaidri norobezojas no vietéjo komunistu
“revolucijas eksporta” idejam, un tas bija nozimigi Latvijas demokratijas
funkcionésanai. Autoritara apvérsuma tiesiskam attaisnojumam netika
veiktas nekadas demokratijas ilaziju saglabajosas darbibas. Tas tika attaisnots
péc principa “fakts rada tiesibas” un atspogulots ka “preventiva” iekséjiem
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un arpolitiskiem draudiem. Prettiesiska varas nomaina radija precedentu,
kas tika atkartots 1940. gada 17. junija, kam Ulmana valdiba nepretojas
(Stranga 2022). Péc apvérsuma Tautas nams kluva par Aizsargu namu. Visam
socialdemokratiskajam organizacijam, ari Rigas Stradnieku teatrim darbibu
turpinat aizliedza.

Raksta sakuma minétais Naidzels Hovards attistija klasisko spélu
teoriju, balstoties uz racionalitates paradoksu, kur spélétaji, izdarot iracionalas
vai naivas izvéles, biezi sasniedz labakus rezultatus. Rigas Stradnieku teatris
tika veidots iracionali — ar iedvesmu, entuziasmu, konfrontacijam. Dramas
teorija konfliktéjosas puses var nonakt pie pozitiva risinajuma, kompromisa
vai konflikta jauna statusa. Realitaté konkuréjoso viedoklu nodzésana bija
viena no efektivakajam konfliktu risinasanas stratégijam, ko izmantoja un
joprojam izmanto autoritarie un totalitarie rezimi.

Jasecina, ka Rigas Stradnieku teatris tika veidots un ari likvidéts
politisko konfliktu rezultata. Teatra sadarbiba ar Rigas Tautas augstskolu
un Latvijas Tautas namu biedribu deva iespéju izvérst ta darbibu ka
profesionalam teatrim. Vairaku organizaciju kopdarbiba veidojas ilgtspéjiga
nakotnes vizija, ko apliecinaja vérieniga Tautas nama buve ar projekta
ietvertu modernisma teatrim piemérotu skatuvi. Teatra studija deva iespéju
iesaistities makslinieciskaja darba plasam interesentu lokam. Iestudéjumi par
aktualam témam diskutéja par sabiedriski nozimigiem ta laika notikumiem,
kas Jauj So teatri skatit ka sava laika makslas aktivismu. Skatuves vizualas un
tehniskas inovacijas bija nevis pasmérkigas un formalas, bet gan veidotas ar
meérki uzrunat savus skatitajus un sludinat kreisi-centriskas politiskas idejas.
Minétie faktori veidoja Stradnieku teatra unikalitati Latvijas teatru vide.
Raksta sniegtais Rigas Stradnieku teatra tapsanas un skatuves iekartojuma
raksturojums papildina Latvijas teatra un makslas véstures stastu ar
starpdisciplinaru skatfjumu un paver jaunu ieskatu teatra saistiba ar politiku
starpkaru Latvijas demokratijas perioda.
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1. att. Rigas Tautas nama projekts. Korpuss kreisaja pusé bija planots ka teatra €ka.
Arhitekti Alfréds Karrs (Alfred Karr, 1886-1949) un Kurts Betge (Kurt Arthur Ernst
Bitge, 1888-1963). Latvijas nacinala bibliotéka R0339-33.

2. att. Rigas Tautas nama projekta skice. Teatra zale planota eku kompleksa centra,
skatuves dala no arpuses veido ékas dominantes torni. Arhitekts Ernests Stalbergs
(1883-1958). Ilustréts Zurnals 1928. Nr. 11, 352.Ipp.
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Bonds Across Differences:
Taring Padi’s Art of Propaganda

Muehl, Sebastian, PhD

Summary

This article analyses entanglements between transcultural,
transnational, and transversal aspects in the work of Taring Padi. I explore
the pictorial motifs and iconographies in the art collective’s paintings
and cardboard sculptures in order to highlight the role of conflict in the
formation of new cultural constructions in the context of conjunctures
between propaganda art and transcultural migrations of forms. Taring Padi
stood in the eye of the storm of an anti-Semitism scandal that shook the last
documenta in Kassel. On the one hand, this article critically examines the
group’s controversial role in one of the most hotly debated art shows in recent
years. On the other, it argues for the need to establish a broader analytical
framework for the cultural, political, and ideological contextualization of
Taring Padi’s work. In particular, the current article examines the group’s
“wayang kurdus”, or cardboard puppets, which are located at the intersection
of collaborative sculpture, political activism and a traditional vocabulary of
Southeast Asian popular art.

Keywords: propaganda art, political iconology, public art, documenta,
transversality, collaborative sculpture
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Introduction

At the very moment when Taring Padi’s gigantic banner painting
People’s Justice was unveiled at documenta fifteen, in June 2022, it became
clear that the Indonesian art collective would soon be in the eye of the storm
of the debate on anti-Semitism that shook the renowned art exhibition. Even
though Documenta is often considered to be not just an art show, but a
forum for the global art community, its fifteenth edition was mired in conflict.
Curated by the Jakarta based art collective ruangrupa, the exhibition turned
its host city of Kassel once again into a hotspot for global art and cultural
discourse. While its organizers did their best to build a transcultural platform
for collectiveness, sharing, and mutual exchange, the exhibition became
fractured by the political conflicts of the day. Although not a big name on
the global map of art, Taring Padi was one of the main points of controversy
and contention. The artists were invited by their compatriot fellow curators
not only to present popular historiographies and political visions typical
of Indonesia’s leftist counterculture, such as People’s Justice, but also to
stage a fully-fledged retrospective of their artistic oeuvre, showcasing works
from the past twenty-two years of the group’s existence. The exhibition
comprised the collective’s works in a variety of formats and media, including
banner paintings, woodcut posters, and cardboard sculptures, some of them
dating back to the late 1990s. The works on display were loosely grouped
around the collective’s core principles “educate, agitate, organize”, which
are an ideological foundation and a call to action of the political left. Taring
Padi’s works, deeply rooted both in the cultural traditions of Indonesia
and in a globally recognizable imaginary of international solidarity and
socialist liberation movements, were shown at different venues across the
city, such as Hallenbad Ost and Friedrichsplatz, and in exotic sites like the
C&A shopping centre fagade. Of all the works by Taring Padi represented
at the exhibition in Kassel, People’s Justice was the most controversial and
hotly debated one: after its belated instalment days after the official opening,
anti-Semitic images were discovered in the painting, including depictions of
Jewish Mossad agents as pigs. The images led to a public outcry against the
display of the artwork, and as a result, the painting was first covered and
then dismantled. Nonetheless, the controversy surrounding the exhibition
would outlast the hundred days of the show.!

! Allegations of anti-Semitism at documenta were not restricted to Taring Padi and began to circulate
months before the exhibition opened. A scientific advisory panel set up by documenta at a later date
concluded that in fact several works on display had anti-Semitic content and the problem was not
restricted to Taring Padi’s People’s Justice. Most notably, the advisory board criticised the inclusion
in the exhibition of the historical propaganda films by Subversive Films, titled Tokyo Reels, and
called upon the documenta organizers to remove them, which documenta refused to do. From the
countless media contributions to the controversies instigated by the fifteenth edition of documenta, 1
would like to single out only the following two: Andreas Fanizadeh, “GréBenwahn und Niedertracht,
Antisemitismus auf der documenta fifteen”, die tageszeitung, June 25, 2022, https://taz.de/
Antisemitismus-auf-der-documenta-fifteen/!5860742/ ﬁ%ll web pages below were last accessed on
February 15, 22024]; Hito Steyerl, “Context is Everything, Except When It Comes to Germany”, &&&,
June 4, 2022, https://tripleampersand.org/context-everything-except-comes-germany/.
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In the sections that follow, I am in fact not going to address the
charge of anti-Semitism at documenta fifteen, nor will I discuss the
controversial motifs depicted in People’s Justice since both issues have been
treated extensively in popular media and academic-oriented debates, which
have done as much to clarify the situation with Taring Padi’s painting as
to obfuscate it.> However, the story of Taring Padi can’t be told without
reference to the documenta controversy because cultural, institutional, and
audience-related positioning is of paramount importance in the context of
globalized image circulation and reception. Neglecting the charge of anti-
Semitism would diminish the value of any analysis of Taring Padi’s work.
Consequently, I will examine some of the collective’s works — mostly the
so-called “wayang kurdus”, or cardboard puppets — by situating them in the
historical and cultural context of post-1998 Indonesia, while at the same
time bringing some of Taring Padi’s pictorial narratives into conversation
with the politically controversial iconographic models the group has been
criticized for. The “wayang kurdus”, which were also shown at documenta
fifteen, tell, in fact, a rather ambiguous story. They are part of the group’s
socially and politically engaged practice, and their pictorial motifs merge a
transcultural imaginary with a transnational audience address in order to
build bonds across differences and to establish connections in multiplicity. In
this sense, the “wayang kurdus” offer an interesting gateway towards a better
understanding of the group’s overall work, and in particular of its political,
cultural, and ideological foundations. Far from neglecting a problematic
dimension of their work, the following aims to contribute to a better, and
hopefully more nuanced, understanding of the specificities and limits of
Taring Padi’s politico-aesthetic approach.

Spectres of history

Taring Padi is officially called the Institute of People Oriented
Culture Taring Padi (Supartono 2011, 5). A collective of art workers and
social activists, the group was founded in Yogyakarta, Indonesia, in the
wake of the political protests and riots that shook the country in the late
1990s (Ibid., 5). The name “Taring Padi” translates as Rice Teeth, or Rice
Fangs, and points to the labour of rice harvesting, It emphasises the group’s
solidarity with the Indonesian working class, poor urban communities, and
particularly with Indonesia’s large population of peasants, whose struggles
are symbolically evoked by the group’s name, as it points to the leaves of

2 TaringhPadi later apologized and explained the genesis of the anti-Semitic motifs on the banner,
stating that the pamtln§ was a collaborative wotk ci;atlng back to 2002, and involved “many members
of our collective”. “The imagery that we use is never intended as hatred directed at a particular
ethnic or religious group, but as a critique of militarism and state violence.” Cf. “Statement by
Taring Padi on Dismantling People’s Justice at documenta fifteen”, June 25, 2022, https://www.
taringpadi.com/updates/?lang=en.
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rice plants, which are sharp “as teeth” and would often cut the hands of rice
farmers. Since their early days, the group has positioned itself as a civil rights
and art workers’ collective, with most of its members being former students
of the renowned Indonesia Institute of the Arts in Yogyakarta. Around
twenty to thirty of the early members of the group initially came together
at an abandoned building of the Art Academy’s predecessor institution, the
Akademi Seni Rupa Indonesia in Yogyakarta, where they squatted a few years
before officially founding the group (Sinaga 2011, 19). Indonesia had been
a highly authoritarian and policed state until 1998, and unofficial gatherings
were often subject to state persecution and control. Not least in order to
avoid strong official ties and hierarchies, the group runs without a director,
spokesperson, or head committee. Instead of committing to institutionalized
structures, its members focus on radical collaborative practice, collective
authorship, and a continuous collaboration with local communities. As a
result of such community-based practices, Taring Padi’s actual composition
and the number of its members has, of course, often changed over the years
(Ibid., 2011, 20).

After its formation in 1998, the group became involved in the
work of the Indonesian political activists, protest groups, and civil rights
organizations. At that time, Indonesia was shaken by a large wave of protests
directed against the regime of General Suharto, who had ruled the country
for more than three decades (1967-1998), a historical period called “The
New Order”. Due to the violent events of 1998, Suharto eventually resigned
as president of Indonesia in May 1998. Indonesia, which is currently the
fourth most populous country in the world and one of the biggest global
economies, was also the first nation to throw off its colonial shackles and gain
independence after World War II, which gave impetus to the decolonisation
movement in the Global South (Reybrouck 2024, 8). After independence,
Indonesia established a liberal parliamentary democracy, which, unfortunately,
was rather short-lived. Already in 1959, its political system was transformed
into a so-called “Guided Democracy” in which political power was shared by
the country’s influential military and the Nationalist, Islamic, and Communist
parties, which represented the main ideological currents in the state. In the
mid-1960s, however, a period of political and economic deterioration and the
steadily rising support for the communist party tipped the precarious balance
of powers established by the “Guided Democracy”. After the military’s
takeover in 1965, which followed an alleged communist plot known as the
“30 September Movement” (Melvin 2018, 3), General Suharto seized power
and removed from office the long-term serving first president of Indonesia,
Sukarno, who officially resigned in 1967.
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A cardboard puppet activism

History is unredeemed in Taring Padi’s vision of the politics of the
day. The activist stance and the ideological agenda implicit in the practices
of this civil rights art workers’ group are fuelled by the attempt to reconsider
Indonesia’s troubled and violent history, the social and political struggles
that have riven it apart, and the spectres of injustice and inequality that keep
haunting its politics, giving “antimilitarism, anti-neoliberalism, and workers
and peasants’ movements to women’s liberation and environmental issues”
(Supartono 2011, 5) an expression in the here-and-now. In particular, in its
works the collective addresses the traumatic events that are at the root of
Indonesia’s deepest societal fractures and divides, and which the country has
never really come to terms with. The events of 1965 brought a right-wing
nationalist government to power, which instituted decades-long censorship
and committed countless human rights violations, including the persecution,
abduction, and physical extermination of its political enemies. Indeed, the
seizure of power by the military was immediately followed by one of the
most horrific atrocities of the 20™ century, the “Indonesian mass killings”
of 1965-66, in which approximately 500.000 to 1 million people were killed
in a nation-wide campaign (Melvin 2018, 1). The military-backed purge
initially targeted members of the communist party of Indonesia (KPI)
but later extended to alleged party sympathizers and leftists across the
country, whereby the killings were based on a logic of “associative guilt”
and “collective retribution” (Robinson 2018, 7). Para-military militias, death
squads, and armed civilians also attempted to exterminate entire ethnic
groups, most notably a Chinese minority.” Over the course of thirty years
of Suharto’s regime, the perpetrators were for the most part never brought
to court (Ibid., 5). Instead, public memory was politically erased, and it was
only when the so-called “reformasi” period began after the 1998 civil rights
protests and Suharto’s resignation that a number of human rights groups
and anti-corruption projects were formed to investigate the crimes of the
regime, and to seek truth and reconciliation. Eventually, when Taring Padi
was founded in 1998, it was only one of the many civil rights groups that
were formed around this time, and that called for democratic and social
reforms, accountability for state corruption and past crimes, and a process
of “transitional justice” that would do justice to the countless victims of
decades of state violence.

3 The Indonesian mass killings are widely considered a genocide and politicide. From the more

recent studies on the subject, I would like to single out Melvin (2018) and Robinson (2018).
Indirectly, the Indonesian mass killings were also part of a broader geopolitical campaign to fight
communism in Southeast Asia during the Cold Wat, hence the military initiating the killings was at
least partly supported in its actions by Western countries, most notably the US and its CIA. In 2012
and 2014, Joshua Oppenheimer released the documentaries The Act of Killing and The Look of
Silence, which are considered among the best investigative projects about the events.
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Taring Padi’s pictorial motifs and narratives must be seen within the
historical framework outlined above. Convinced that Indonesian history is a
continuous struggle against social injustice and state authoritarianism, Taring
Padi attempts to offer visual justice in their pictorial works. Taring Padi draws
on past artistic movements, which it views as resources to be permanently
re-appropriated and actualized through a process of transcultural migrations
of forms that build transversal political narratives. While the collective refers
to movements that traditionally align with the cause of the working class —
most often through representations of “the people” —it is of course socialist
realism, and muralism, which are at the core of their work. Interestingly,
however, their pictorial motifs and narratives also refer to avant-garde
traditions rooted in Dadaism, Surrealism, and Expressionism. One of the
group’s pivotal paintings exhibited at documenta fifteen was titled Sekarang
Mereka, Besok Kita, which translates as “First they came for them, then
they came for us”, which is a direct reference to the German pastor Martin
Niemoller’s anti-fascist poem “First they came...”, written shortly after his
release from a World War II concentration camp in 1946 (see fig. 1).

Taring Padi’s cardboard puppets primarily draw on a regional artisanal
tradition widespread across Indonesia. “Wayang”, or shadow puppet theatre,
can be traced back to the 1% millennium on Java Island and is considered
Intangible Heritage of Humanity (see fig. 2).* Most probably originating
from Java Island, “wayang” is practised especially widely in Indonesia,
but it is also popular in other parts of Southeast Asia, including Malaysia,
Thailand, and Cambodia. It is best understood as a form of popular theatre,
even though in Taring Padi’s interpretations the cardboard puppets appear in
the form of collaborative sculpture with political and performative elements
that generate “use value”. The group builds full-size cardboard puppets
depicting human figures, often in a strongly stereotyped manner, as well as
animal figures, thereby paying tribute to the recurring zoomorphic motifs
in Indonesia’s “wayang” culture. Clearly, these animal figures are deployed
to give expression to political stereotypes and they function as a form of
political satire, or grotesque, for they simplify in order to give form to more
complex or intangible forces. The “stinking pig” (see fig. 3) is a telling example
of such creative re-appropriations of traditional “wayang” iconography, as
it is widely used in ““wayang” culture, but also appears time and again in the
group’s artistic work. One of the members of the collective, Muhammad
“Ucup” Yusuf, claims: “The pig symbolizes greed. If we paint a dog, it is an
instrument of violence, brutality, etc. The rat, on the other hand, is a symbol
of corruption. This is a visual language that is very typical in Indonesia.””

* Cf. UNESCO Intanzgible Heritage, Wayang puppet theatre, https://ich.unesco.org/en/RL/wayang-
puppet-theatre-00063.

> “Dengan babi kita mcn%gambarkan tentang kerakusan. Jika kita menggambar anjing, itu alat
kekerasan, kekejaman, simbol-simbol seperti itu. Kalau tikus, itu simbol kotrupsi. Itu simbol-simbol
yang di Indonesia sendiri sangat wajar.” Ayu Purwaningsih, “Taring Padi: Kami Lihat Kisruh Ini
Sebagai Proses Belajat”, Deutsche Welle Tndoqesza,z]uly 1, 2022, https://www.dw.com/id/curhat-
taring-padi-soal-antisemitisme-dalam-karya-seni/a-62316970.
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Taring Padi’s cardboard figures have often originated in the workshops
that involve local communities in the Yogyakarta region, but since the group
has also become part of transnational networks over the course of the years,
workshops are also being held in local contexts worldwide, not least as part
of community programmes of art institutions and museums (see fig. 4).
Division of labour is the key to the understanding of these workshops as
it situates intersubjectivity at the core of the production of the collective’s
works. As practical tools, the cardboards are then presented in political
protests and street actions, whereby they blend “artistic form” with “social
form”,; giving expression to a specific form of “arte atil”. As the group
states, they are “a pragmatic and interactive medium to support activist
groups in their struggles [...] to voice protest and demands, ‘double up’ the
number of participants, add colour and animation, protect participants from
the weather, and act as a buffer against physical aggression. [...] They bring
wayang’s communicative and entertaining qualities to street and political
action” (see fig. 5).°

Bonds across differences, connections in multiplicity?

In his book Heritage and Debt, David Joselit analyses the ways in
which global contemporary art addresses and redresses modernity’s long-
lasting history of cultural dispossessions of the Global South, mostly by
powerfully framing modern art history through the lens of an opposition
of allegedly authentic and derivative artistic vocabularies and forms. In this
respect, global contemporary art designates a shift from the modern logic
of art’s formal inventiveness and intrinsic normativity: “Fundamental to
globalization |[...] is a highly consequential cultural recalibration: The West
‘regains’ its heritage as a particular rather than universal set of traditions,
while the global South reasserts its dynamic traditions as contemporary”
(Joselit 2020, xviii). Within this framework, redistribution of power and
subversion of traditional hierarchies are of great importance, as they help to
situate global contemporary art at the heart of cultural difference production
and meaning-making,

Taring Padi’s works can be reassessed if we situate them in the context
of the global redistribution of power and hierarchies and the transformation
of transcultural signification effected by global contemporary art. When
looking at their cardboards, woodprints, or banners, it is of course possible
to spot references there to the visual vocabularies of such modernist artists as

¢ Cf. the contextualizing statement “Contextualization of Taring Padi’s works (as of: August 25,
2022)”, issued by documenta, August 25, 2022, https://documenta-fifteen.de/en/lumbung-
members-artists/taring-padi/.
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George Grosz, Kithe Kollwitz, or Diego Riviera; however, these references
are not simply derivative copies of the iconographies used by the modernist
masters, but authentic inscriptions in their own visual language. Transcultural
mediation is likewise always already at the service of the political meaning-
making in Taring Padi’s works, as they carry various ethical and political
values and ideals, which become vessels for the construction of new
political articulations and actions. Taring Padi state that their work should
be seen as a “call for solidarity”, as the struggle for justice has to take place
“at the planetary level”,” where one can share and learn from each othet’s
experiences. We might thus frame Taring Padi’s practice by the concept of
transversal politics. Transversality refers to what is commonly understood as
the construction of political hegemonies based on “chains of equivalences”
(Laclau, Mouffe 1985, 144). It puts into equivalence common political goals,
aiming at a unification of heterogeneous political groups — not least on a
transnational level — to build collective identities functioning as vessels to
mediate, symbolize, and distribute social experience across borders. This is
how Taring Padi deploys their visual vocabularies: to construct transversal
bonds across differences and connections in multiplicity. Yet, it is also clear
that a rather binary scheme is at the ideological core of what the artists put
into practice. Their pictorial narratives must ultimately be seen as practical
implementations of a rather ahistorical social antagonism, for they are
“dividing characters into the oppressed and the oppressor.”® With an ongoing
failure of the global community to recognize the history of political violence
and social injustices in Indonesia, and with the events of 1965—66 “remain[ing]
virtually unknown internationally” (Robinson 2018, 4tf.), it is clear that the
visual vocabularies of Taring Padi offer powerful resources for collective
identity formation and the political subjectivations for the many. It should be
noted, however, that while grouping discursive and symbolic elements around
the binary opposition of antagonistic social forces, e.g, “us” versus “them”,
or the people versus a given elite, Taring Padi implies that those elements can
constantly be reversed in different local contexts, thus maintaining the fiction
of a general antagonistic political space. When such visual narratives meet
globally distributed publics, they are of course offering an effective form of
audience address. Nevertheless, Taring Padi’s visual propaganda produces
symbolic others — excluding those who are not part of the given “we”.

"Tbid.
8Tbid.
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Fig. 1. Taring Padi, “Sekarang Mereka, Besok Kita”, 2021.
Courtesy of Taring Padi.
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Fig. 2. “Wayang Kulit Purwa”, Shadow puppet representing Kumbakarna,
Tropenmuseum Amsterdam, before 1914. Wikimedia Commons, CC 3.0.
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Fig. 3. “Wayang kurdus” at documenta fifteen, 2022
Photo: Sebastian Muchl.
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The Road to
Free Artistic Expression:
Clash of Views in the Official

Fig. 4. Production of “wayang kardus” at Taring Padi’s studio. Courtesy of Taring Padi. S OVIet Art CflthlS I N ln the

1950s — 1960s

Iveta Feldmane, Mg. art

Summary

The aim of this paper is to show that in the mid-1950s a critique of the fine
arts in the style of socialist realism started to undermine the socialist realist
method in art criticism in Latvia. The late 1950s and early 1960s saw the
appearance of such unorthodox terms as "innovation", "associative imagery",
"individuality", and "synthesis" in some official reports on the state of the
arts, in speeches by art professionals, and in the press, which signaled a shift
towards a liberalization of the art scene in Soviet Latvia. The current paper
draws upon the relevant materials of the State Archives of Latvia, including
transcripts of the congresses of the Latvian Artists' Union, minutes of
meetings of the Latvian Artists' Union painters and art historians, as well as
the Union members’ personal files, and articles in periodicals. The study has
revealed that, despite the outbursts and clashes of unconventional opinions
in the Latvian professional art circles in the given period, a truly liberated
approach to art criticism was still a long way off, not least thanks to the
self-censorship of art critics and historians, and the public at large was still

Fig. 5. Carnival remembering four years of the Lapindo mud tragedy, East Java, 2010.

! . mostly loyal to the Soviet ideology.
Courtesy of Taring Padi.

Keywords: art criticism, socialist realism, Soviet period, Latvian art,
Hetberts Dubins
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Cela uz atbrivotu makslu.
Viedoklu sadursmes 20.gs. 50.
- 60. gadu oficialaja padomju
Latvijas makslas kritika

Iveta Feldmane, Mg. art

Kopsavilkums

Lidz ar politisko atkusni, kur§ Padomju Savieniba aizsakas péc
1956. gada, padomju Latvijas maksla socialistiska realisma modernizésanas
procesa ietvaros tika uzsakts cel§ uz makslas atbrivosanu no ideologiska
diktata, uz faktisku radoso brivibu. Raksta mérkis ir paradit, ka pakapeniska
socialistiska realisma metodes drupinasana iesakas jau pagajusa gadsimta
50. gadu vida, kas oficialaja retorika izpaudas ka socialistiska realisma
ietvaros tapusas télotajmakslas kritika. Neskatoties uz to, ka apskatamaja
laika perioda publikaciju makslas teorijas lauka aizvien bija maz, dazos
oficialajos zigojumos, makslas profesionalu runas un preses slejas varéja
novérot aizplivurotu metodes kritiku un tadu jédzienu aktualizésanu
ka novatorisms, asociativa télainiba, individualitate un sintéze. Témas
konteksta tika pievérsta uzmaniba vairakam ta laika makslas vidé redzamam
personibam: makslas vesturniekiem Janim Pujatam (1925-1988), Mikelim
Ivanovam (1927-1991) un Herbertam Dubinam (1919-1993). Lai rastu
pietieckami objektivu skatfjumu, tika pétiti Latvijas Valsts arhiva materiali,
tostarp Latvijas Makslinieku savienibas (LMS) kongresu stenogrammas,
LMS gleznotaju sekcijas un makslas vesturnieku sekcijas sapulcu protokoli
un dalibnieku personigas lietas, ka ari publikacijas periodika. Var secinat,
ka, neskatoties uz to, ka viedoklu sadursmes makslas profesionalu aprindas
nereti uzplaiksnija, tomeér lidz atbrivotai makslai vél bija ejams gar§ cel§ un
publiski pausta nostaja lielakoties palika padomju ideologijai draudziga, ko
ietekmeéja ar1 makslas kritiku un vésturnieku vida valdosa pascenzura.

Atslégas vardi: padomju periods, makslas kritika, socialistiskais realisms,
Herberts Dubins
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Ievads

Makslinieciska jaunrade un radosa briviba skietami ir nedalamami
jédzieni, tomér vesture pierada, ka makslas brivibas pastavesana totalitaras
varas apstaklos ir apdraudéta vai pat neiespéjama. Ja sabiedribas loceklu
spéja domat un izteikties kritiski ir demokratiskas sabiedribas pazime, vai
padomju Latvija maz cksistéja véra nemama makslas kritika, vai par tadu
var uzlukot ,obligato tekstu® savirknéjumus padomju periodika? Cits,
iespejams, nenogludinataks vésturiskas informacijas avots, kas dokumenté
makslas procesus un to izvértéjumu, ir Latvijas Makslinieku savienibas
(LMS) kongresu runu stanogrammas un sanaksmju protokoli, tacu autoru
veiktajos personiskajos pierakstos vai véstulés var atklaties cenzuras neskarts
notikums vai viedoklis. Sada ,petnieka veiksme® bija Latvijas makslas
akadeémijas (LMA) Informacijas centra (IC) materialu vidu atrastais 1969.
gada publicetais rakstu krajums ,,Darbs un estétiska audzinasana“. Taja
uzmanibu piesasitija ar roku rakstita piezime kada raksta ievada: ,,LLaimigajai*
Silvijai* no ,,nelaimiga makslas zinatnieka, kuru nepublicé un citadi vaja®.
Paraksts - Herberts Dubins. Talak sekoja makslas zinatnieka, kas tolaik jau
nopietni pieversas tadai modernai disciplinai ka dizains, raksts ,,Rupniecisko
izstradajumu un makslas darbu estétiskas ipatnibas®! (Aybmu 1969, 59)
Par ko un kapéc makslas zinatnieks varéja tikt ,vajats“? Kadas idejas un
spriedumi par makslu pagajusa gadsimta 50. un 60. gados sniedzas talak
par oficialo, valdosas ideologijas tirazéto retorikur Raksta tiks atspogulotas
dazas socialistiska realisma dailrades metodes ieksejas pretrunas, kas
jau §is metodes ieviesanas fazé radija augsni metodes kritikai un vélak
ari brivakai interpretacijai. Raksta meérkis ir palakoties tuvak, kada bija
makslas kritika Hruscova atkusna perioda, pievérsoties daziem piemériem:
makslas vésturnieku Jana Pujata (1925-1988), Mikela Ivanova (1927-1991)
publikacijam un runam, ka ari Herberta Dubina (1919-1993) kritiskas domas
izpausméem, sperot soli arpus ierastas retorikas. Pielietojot salidzinoso un
intrerpretativo metodi, tika pétiti Latvijas Valsts arhiva (LVA) materiali,
tostarp Latvijas Makslinieku savienibas (LMS) kongresu stenogrammas,
LMS gleznotaju sekcijas un makslas vésturnieku sekcijas sapulcu protokoli
un dalibnieku personigas lietas, publikacijas padomju periodika, ka arf guta
ierosme vairaku musdienu pétnieku zinatniskajas publikacijas par padomju
perioda socialistiska realisma problematiku.

1A¥6HH, I" (1969) Dcrermaecke cBOHCTBA IPOMBIIIIACHHBIX H3ACAHH H IIPOU3BCACHIH HCKyCCTBA
PyA T acTeTIUecKkoe BocrmuTanue. Pura: 3uanue 59. cTp.

* Pagaidam autorei nav izdevies identificét So personu
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Maikslas zinatnieku neatliekamie uzdevumi*

Padomju perioda galvenais makslas kritika uzdevums bija sekot tam,
vai makslinieku jaunrade, izstazu saturs un kvalitate, plasaki procesi maksla
atbilst Padomju socialistisko republiku savienibas (PSRS) komunistiskas
partijas ideologiskajam kursam. Makslas kritika varéja balstities tikai un
vienigi socialistiska realisma teorétiskaja paradigma, kas ietvéra gan stila
estetiku, gan formuléja makslinieciskas jaurades metodi. Vienlaikus tika
uzsverta makslas kritikas audzinosa loma, gan vérsoties pie maksliniekiem,
gan skatitajiem. Kritika nodarbojas ar makslinieku profesionala snieguma
kvalitates jautajumiem un sniedza norades ne vien attieciba uz témuizvéli, bet
ar1 reguléja ,,radoso disciplinu®.” Taja pasa laika oficialaja padomju retorika,
sekojot sauklim ,,maksla pieder tautai®, tika uzsvérts, ka ,;socialisma tiesi
padomiju cilvéks ir galvenais makslas sogis un tiesnesis*® (Reid 2016, 273).
Divu jedzienu — ,,socialistisks® un ,,realisms* — apvienojums, neizbégami,
ir pretrunigs, jo pirmais attiecas uz valsts politiskas iekartas veidu, tatad ir
ideologijas iekrasots, turpretim ,,realisms® makslas un literatiras konteksta
nozimeé stila virzienu, tatad saistams ar estétisko pasaules uztveri. Lai gan
socialistiska realisma ideologi $o ,,specifisko® realismu télotajmaksla balstija
krievu realisma glezniecibas, konkrétak — peredvizniku tradicija —, Rietumu
maksla realisma virziens aizsakas ka modernitates un laikmetiguma auglis 19.
gs. vida, tiecoties maksla atveidot dzives istenibu bez jebkadas idealizacijas
un nereti pieskirot makslas darbam socialu vai politisku zemtekstu** Ta
ka marksisma ideologijas centra ir ideja, ka materialo veértibu radisana ir
primara citu cilvéka socialo aktivitasu vida un tas izce] stradnieku $kiras
domingjoso lomu sabiedribas attistiba, §is gruti tveramais un idelogiski
konstruétais jédziens ,,Skiriskums® (lidzas tautiskumam un partejiskumam)
ir viena no socialistiska realisma galvenajam pazimém. Tapéc prasiba ,but
skiriskam® padomju perioda attiecas ari uz humanitara darba veicgjiem visas
makslas nozarés, tostarp makslas kritikiem.

Makslas kritikas procesa attistibu padomju Latvija kops 20. gs.
40. gadu vidus lidz pat 80. gadu vidum raksta ,,Makslas kritika padomju
Latvija: dveselu inzenierijas metamorfozes® atspogulojusi makslas
zinatniece Stella Pelse (Pelse 2009)*. Viens no pirmajiem piemeriem, kur

"Nosaukums aizguts no laikraksta ,, Literatara un Maksla“ publicéta Mikela Ivanova raksta. Ivanovs,
M. Makslas zinatnieku neatlickamie uzdevumi. Literattra un Maksla.

“Par redlisma manifestu gleznieciba tiek uzskatits Gistava Kurbé darbs ,, Akmenkali (1849)
%b/a (1956) Paslaik galvenais — rado$a disciplina // Literatira un Maksla, Nr.36.

3Reid, S.E. (2016)15$ocialist).Rezz]jsng Unbound: The Effects of International Encounters on Soviet
Art Practice and Discourse in the Khrushchev Thaw // Art beyond Borders. Artistic Exchange in
Communist Europe (1945-1989). Ed. Jérome Bazin, Pascal Dubourg Glatigny, Piotr Piotrowski. P.
273. pieejams: https: /WWW.]StOf.OI‘g/StablC/l0.7829’/].Ctt19Z397k.2§ Skatits: 04.01.2024.

“Pelse, S. (2009) Makslas Ii/t['itikz padomju Latvija: dvése)liz inzenierijas metamorfozes//Padomjzemes

mitologija. — Riga: LNMM. Muzeja raksti 1, 117. — 131. Ipp.
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izskangjis meginajums formulét padomju makslas kritikas uzdevumus, uz
ko atsaucas ar1 Stella Pelse, ir makslas zinatnieka Mikela Ivanova izteikums
laikraksta ,,Literatara un maksla®: ,,Makslas vésturnieks un kritikis ir radosa
makslinieka labakais draugs, kas ne tikai saredz vértigako makslas darba, bet
atsedz ari kladas un parada, ka tas noverst.”“ (Ivanovs 1953)°. Tatad ,,idealais
makslas kritikis“ ne vien saskata, vai makslas darbs atbilst aréji definétam
prasibam, bet arT pamato §is prasibas teorétiski. Teorétiska pieeja noziméja
katra makslas darba saskatit un izvertet ta atbilstibu socialistiska realisma
estétikai. Tomeér realitaté §1 sadarbiba nenoritéja tik gludi. Pieméram,
kaismigais orators, Latvijas PSR Makslinieku savienibas (LMS) Jauno
makslinieku sekcijas vaditajs gleznotajs Leo Kokle (1924-1964) sava runa no
LMS 3. kongtresa tribines 1956. gada marta noradija uz profesionalas makslas
kritikas trakumu, uz to, ka kritiskajiem rakstiem par makslu tiek atveléta
nepietickama vieta un uzmaniba drukatajos medijos, ka makslas kritikiem
trukst ,,elementaru zinasanu makslas vésture, ir vaja izpratne par jaunakajam
tendencém makslas teorija un estétiskas domas novitatés.“ (LV_LVA_F230)°
Lielu dalu atbildibas par nepietickamu ieguldijumu makslas propagandas
joma Mikelis Ivanovs uzve] laikrakstiem un zurnaliem: ,,Ja netiks panakts
luzums preses pasreizéja vienaldziba pret télotaju makslu, zudis svarigs
faktors musu cilvéku estetiskas audzinasans darba.” (Ivanovs 1956)” Atklata
argumentétu viedoklu sadursme oficialaja makslas kritika faktiski nenotika.
Padomju perioda makslas kritikas problematisms slépas galvenokart globala
visas makslas nozares angazétiba, kur patiesi kritiks viedoklis palika vai nu
splépts, vai izteikts stipri aizplivuroti. Padomju sistéma makslas un citas
humanitarajas jomas stradajosie neizbégami apkalpoja ideologiju, tadéjadi
apzinati vai piespiedu karta piedaloties melu producésana un izplatisana,
kur ,,organizéti meli (.) ir adekvats ierocis cina pret patiesibu® (Arendt
1961)*. Gadijumos, kad kritika iestajas pret Stampiem, vienveidibu vai $auri
izprastu realismu, So maksliniecisko problému risinajumi faktiski atduras
pret socialistska realisma metodes iekséjam pretrunam.
Socialistiskais realisms ka ,neiespéjama misija“ ™"

Termins ,,socialistiskais realisms® staliniskaja Krievija paradas 1932.
gada laikaraksta ,,Literaturnaja gazeta™ lappusés un ka literatarkritikas

*Ivanovs, M. Makslas zinatnieku neatlickamie uzdevumi // Literatira un Maksla, 1953, Nr. 17.
SLatvijas Valsts arhivs. 230. fonds, 1. apraksts, 5. licta 43. — 44.1pp.

"Tvanovs, M. (1956) Makslu — visiem! // Literatura un Maksla, Nr. 25.

8Arendt, H. (1961) Between Past and Future, p. 232.

Fokok. —- - - . - - . . v . ,o. . — -
Nosaukuma parfrazets literatiiras petnieces Ridzainas Robinas (Régine Robin) apzimejums —
»neiespejama estétika®, ar ko vina raksturo socialistisko realismu.
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metode Pirmaja Vissavienibas Rakstnieku kongresa 1934. gada augusta tika
formuléta socialistiska realisma pamatbutiba, kas pamatos palika nemainiga
lidz par 80. gadu nogalei. Socialistiska realima apologéts Maksims Gorkijs
raksturoja metodi ka dzili humanu, individa esamibai labvéligu un uz
progresu vérstu. (Gatmane 2019)° ST literataras un literatarkritikas metode
tika pasludinata par universalu un obligatu visas makslas nozarés, tadéjadi
literatara ka ,zinatne par cilvéku® apliecinaja savas vadosas pozicijas
visu makslas jomu hierarhija. Socialistiska realisma ka vieniga pareiza
makslinieciska izpausmes veida ieviesana bija dala no padomju varas
istenotas kultaras revolacijas ari okupétaja Latvija. Ta ietvaros konstruéta
metode — socialistiskais realisms — balstijas marksistiskaja estétika, kur
ipasi nozimigs ir ietekmes aspekts, citiem vardiem, ka un cik efektivi
maksla spéj iedarboties uz masam. Sekosana nospraustajam partijas kursam
maksla nozimeéja paklauties institucionalai uzraudzibai un cenzurai, ka ari,
neizbégami, pascenzurai.

Socialistiska realisma ietvaros bija jatop ideologiski uzladétam
saturam, kas precizi (burtiski) reprezenté realitati, tacu patiesiba tas
funkciongja ka ,yviltus zinu™ generators, jo pastaveja acimredzama plaisa
starp gaiSas nakotnes viziju un tagadnes realitati. Tiesi satura burtiskums
raksturo visas makslas formas socialistiska realisma paradigma. Literaturas
pétniece Ridzaina Robina (Régine Robin) saskata $aja apstakli fundamentalu
pretrunu un socialistisko realismu déve par neiespéjamo estétiku. Analizéjot
pagajusa gadsimta 30. gadu romanus padomju Krievija, vina konstaté, ka
,»tas it iesprostots monologisma, kur jega tiek nemitigi cenzéta, iesaldéta,
fikséta ieprieks eksistéjosas, konstruétas un uzspiestas nozimeés. Valodu nevar
pilniba normalizét un neitralizét, jo polifonisms slépjas pasa valoda. Sapnis
par vispar€ju monologismu ir utopija. Nozime nevar but viengabalaina
doktrina.“" (Robin 282. - 283) Ja makslu uzlako ka valodu, kas ietver
formu, zimju un simbolu daudzbalsibu, tad ar1 socialistiska realisma ietvaros
tapusas vizualas makslas monologisms ir utopija.

Socialistiska pakapeniska dekanonizacija jeb kanona paplasinasanas
gadi aizsakas Hruscova atkuspa perioda (1953-1962), bet ap 1963. gadu
padomju makslas praksé un kritika ieziméjas divas nometnes: konservativie
socialistiska realisma aizstavji un liberalakas pieejas piekritéji jeb tie, kas

’Gutmane, Z. (2019) Totalitarisma traumu izpausmes baltijas proza. Riga: LU Literaturas,
folkloras un makslas institats, 207. - 208.1pp.

11;11208132111,2}%3(1992) Socialist Realism: An Impossible Aesthetic. Stanford: Stanford University Press,

"Reid, S.E. Reid (2016) (Socialist) Realism Unbound: The Effects of International Encounters
on Soviet Art Practice and Discourse in the Khrushchev Thaw // Art beyond Borders. Artistic
Exchange in Communist Europe (1945-1989). Ed. Jérome Bazin, Pascal Dubourg Glatigny.
gzl;o(tﬁ I;B)Ztiowskl. P. 268. pieejams: https://www.jstor.org/stable/10.7829/j.ctt192397k.25, Skatits:
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atbalstija laikmetigaku realisma stilu. (Reid 2016, 273)"" Latvijas konteksta
$is noskirums gan ir visal nosacits, jo butiba liberalaka pieeja noziméja
ta pasa socialistiska realisma metodes robezu paplasinasanu, saglabajot
satura obligato idejiskumu. Lai gan liberalaka pieeja atbalstija jaunu formu
mekléjumus maksla, no ,ortodoksalu puses ta tika kritizéta, izvérsot
formalisma apkarosanas kampanas.

Atkusna perioda teksti un notikumi

Tuvojoties kartéjai Republikaniskai vai Vissavienibas makslas
izstadei, prese regulari tika publicéti raksti, kuros oficialo makslas instituciju
parstavji sniedza atskaiti sabiedribai, ka notiek sagatavosanas darbi, kada
ir makslinieku gataviba izstadei, kada ,,radosa disciplina“ jaievero. Sadu
kontroles un vadibas funkciju realizéja Makslinieku savieniba (MS). Ménesi
pirms kartéjas republikaniskas izstades 1954. gada laikraksta ,,Literatara un
Maksla“ 25. numura makslas zinatnieks Mikelis Ivanovs norada uz ,,daziem
trukumiem, kladam un nepilnibam latviesu padomju gleznieciba.“ (Ivanovs
1954)!* Vigaprat
punkts, tapéc jatop makslai, kura tiktu risinati cetri konfliktu tipi: sadzives,

, »»bezkonfliktu teorijai” padomju litertra un maksla ir pielikts
morales, datrba un audzinasanas konflikti. Krieviem esot, bet latviesu maksla
nav. Ivanovs raksta: ,,Muasu makslinieki véro padomju istenibu caur rozainam
brillem. Viniem piemit bailes no asu konfliktu risinajumiem (.) (Ivanovs
1954) Konflikta attainojums makslas darba pieprasitu no makslinicka
attieciga narativa konstruésanu, no ka talaika makslinieki lielakoties izvairijas.
Autors kritizé arl ,,ainavu pladus®, jo §is zanrs ir nostabilizejies ka vadosais
latviesu padomju makslinieku darbu izstades. Vins atgadina, ka ,,par sadu
stavokli makslinieki ir rati un kauninati gan presé, gan izstazu iztirzajumos,
gan konferencés.” (Ivanovs 1954)" Ainavu meistaram Konradam Ubanam
(1893-1981) Ivanovs parmet grutsirdibu un noslégtibu, Sauru darbu
tematiku, nespéju ,,parvaret” savu individualitati. Ivanovs, aizslépjoties aiz
individualisma un subjektivisma kritikas, butiba noliedz individuala rokraksta
vértibu maksla ka tadu, jo ,,padomju maksliniekam, kas strada ar socialistiska
realisma metodi, par $o jautajumu vispar nav jalauza galva, jo dzives istenibas
patiesa attaino$ana ir stimuls, kas paklauj $im uzdevumam ari maksliniecisko
individualitati.“"® (Ivanovs 1954)

Ivanovs, M. (1954) Dazi trakumi masu gleznieciba.//Literatira un maksla. Nr. 25.
PTurpat — Nr.25.
YTurpat — Nr.25.
Turpat — Nr.25.
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Visaptverosa kampana padomju Latvijas makslinieku profesionala
snieguma kvalitates uzlabosana, kas noziméja ari atbildigo personu vizites
makslinieku darbnicas, izvértas pirms 1957. gada Maskava gaidamas Lielas
Oktobrasocialistiskas revolucijas 40. gadadienaiveltitas Vissavienibas makslas
izstades. Péc makslas vésturnieka Jana Pujata sniegta parskata Makslinieku
savienibas biedriem par padomju Latvijas télotajmakslas attistibu 15 gados
un tam sekojosas diskusijas, laikraksta ,,Literatara un Maksla® tika publicéts
raksts ,,Novatorisms maksla“'; kura Pujats runa par nepieciesamibu pacelt
socialistisko realismu jauna kvalitaté. Pujats pauz parmetumu, ka realisms,
tostarp socrealisms, tiek izprasts parak Sauri, ka ta ir ,,no vistas apvarsniem
skatita realisma izpratne“.” Ists novatorisms, vinaprat, nevar attiekties tikai
uz makslas darba saturu, bet tam ir jaizsauc ,,radikalas izmainas ari forma
— zIm&juma, krasu un gaisménas valoda, telpas koncepcija, ritma uztvere,
faktara, pat formata un tehnika“'® Lidz $im par nozimigako formveides
elementu socialistiska realisma gleznieciba tika izcelts skaidrs, neparprotams
ziméjums, tacu Sie Pujata pieminétie formalie panémieni visnotal attiecas
un pielauj ievérojami plasaku izteiksmes brivibu makslas darba. Pauzot
marksistisku poziciju, Janis Pujats atzimé tris legitimus ,,vésturiskos avotus®,
uz kuriem, vinaprat, balstas Padomju Latvijas maksla. Tai vistuvakas esot
19.gs. beigu un 20.gs. sakuma latvieSu profesionalas makslas realistiskas
tradicijas, tautas lietiSkas makslas zelta fonds un pasaules makslinieciskas
kultaras dizais mantojums (Pujats 1956)."

Padomju perioda kultaras un makslas pétniece Sjuzena Reida (Susan
E. Reid) uzskata, ka Hruscova atkusna laika padomju socialistiska realisma
koncepcija tika ,apstridéta, saskelta un paplasinata, daléji
saskarel ar citu socialistisko valstu makslu un maksliniekiem.” (Reid 2016,

pateicoties

268)* Padomju varas noluki kultaras apmainas veicinasana pamata bija
sasititi ar Hruscova sakto mierigas koeksistences nodrosinasanu atiecibas
ar Rietumu pasauli, $o sakaru rezultata visa Padomju Savieniba piecauga
Rietumu kultaras ietekme. (Gatmane 2019, 232) PSRS galvaspilséta Maskava
notika pirmas lielformata izstades ar arzemju makslas klatbutni padomju
savieniba. Vairaki Hruscova atkusna laika makslas dzives notikumi izraisija
plasu rezonansi sabiedriba un ievérojami sastpoja padomju makslas kugi.

Pujats, J. (1956) Novatorisms maksla // Literatura un Maksla. Nr.23.

"Turpat — Nr.23.

Turpat — Nr.23.

Y“Turpat — Nr.23.

2Reid, S.E.(2016) (Socialist) Realism Unbound: The Effects of International Encounters on Soviet
Art Practice and Discourse in the Khrushchev Thaw // Art beyond Borders. Artistic Exchange in

Communist Europc}l945—1989). Ed. Jéréme Bazin, Pascal Dubourg Glatigny, Piotr Piotrowski. P.
268. piecjams: https://www.jstor.org/stable/10.7829/j.ctt192397k.25, Skatits: 20.01.2024.
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Par tadiem kluva Pablo Pikaso (1881-1973) retrospektive Maskava 1956.
gada, Sestais Vispasaules jaunatnes un studentu festivals 1957. gada, ka ari
bezprecedenta izstade — ,,Socialistisko valstu maksla® Maskava 1958. gada
nogalé. Sie notikumi bija valstiski un institucionali atbalstiti, tacu vienlaikus
modri uzraudziti, jo kultdras apmaina noziméja limitétu (ierobezotu)
piekluvi arzemju idejam, dzivesveidam un makslai. (Reid 2016, 272) Tomér
padomju publikai radas iespéja pirmo reizi iepazit arvalstu laikmetigo
makslu, bet makslas profesionaliem — savstarpéji komunicét un palukoties
arpus socialistika realisma dogmas.

1956. gada Pablo Pikaso makslas retrospekcija izaicinaja padomju
publikas izpratni par labi nolasamu figurativu glezniecibu. Pateicoties tam,
ka Pikaso bija PSRS atzits Rietumu komunists, $ada izstade kluva iespéjama.
Tas iniciators rakstnieks Ilja Erenburgs™ jau vairakas desmitgades bija
saskarsmé ar Parizes avangarda maksliniekiem un uzturéja ciesu draudzibu
ar Pablo Pikaso. Padomju makslas kritika kubismam raksturigo formu
geometrizaciju Pikaso darbos publikai trakteja nevis ka kubisma panémienu,
bet gan ka cita veida realismu, kura ,,formu asas konturas veido optisku ilaziju
un pauz portretéjama ieksejas pasaules dziles.“*' Lai gan to nevar uzskatit par
visparéju tendenci, tomeér kubisms, kas 1idz sim padomju ideologu izpratné
bija apkarojams ,,imperialistiska modernisma® virziens, paradoksala karta
ieguva tiesibas pastavét ka paplasinata realisma forma socialistiska realisma
ietvaros. T.s. skarba stila uznaciens piecdesmito gadu nogalé to apliecina.

1957. gada izstadei ,,Socialistisko valstu maksla® bija jaatspéko
Venécijas bienale, kur ,nodibinajusies neierobezota abstraktas makslas
diktatara® (.) un izstades virsuzdevums bija demonstrét socialistiskas
makslas parakumu. Ta bija pirma $ada méroga starptautiska makslas skate
socialisma zemeés, kura tika parstavétas divpadsmit socialistiska bloka valstis
no Austrumeiropas un Azijas. Katra nacionala delegacija veidoja savu, brivi
izvelétu makslas darbu atlasi. PSRS ekspozicas dalu $aja izstadé parstavéja
ari Latvijas PSR ar Edgara Iltnera skarba stila paraugu ,,Viri nak™ (1957).
Izstades norisi laikraksta ,,Padomju Jaunatne® atspoguloja Herberts Dubins,
rakstot, ka ,,Apmeklétaju daudzums un aktivitate apstiprina socialistiskas
makslas emocionalo parakumu par Vénécija izstaditajiem darbiem.
Herberts Dubins ka makslas un vélak ari dizaina pétnieks padzilinati
intereséjas par makslas procesiem arpus PSRS robezam. Lidz $im vél
nesistematizétie Herberta Dubina dokumenti, rokraksti, pasrocigi vakta

“lja Erenburgs (1891-1967), rakstnicks, no 1910. - 1920. gadam uzturéja ciesu saikni ar
Parizes avangarda maksliniekiem. Noveles ,Atkusnls“‘(195g4) autors. Tas nosaukums kluva par
apziméjumu Hrugcova liberalizacijas periodam Padomiju savieniba péc Stalina naves 1953. gada.
“'Golomstock, I., Sinyavski, A. (1960) Picasso, Moscow: Iskusstvo, P.24-28. 22

ZDubins, H. (1957) Starptautiska makslas izstade Maskava // Padomju jaunatne, 15.03.
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periodika par makslas, estétikas un dizaina jautajumiem patlaban atrodas
Latvijas Valsts athiva® | kur tie nonaca 2002. gada péc tam, kad Latvijas
Makslas akadémijas Informacijas centra kluva par sauru.

Herberta Dubina lieta

Makslas zinétl:lieka Herberta Dubina personiba noteikti ir pelnijusi
plasaku uzmanibu. SI raksta ietvaros meéginats ieskicét vina devuma
meérogu, kas visticamak vél nav novertéts. LMS Makslas vésturnieku sekcija
Herbertu Dubinu uznéma 1962. gada 4. novembri, pamatojoties uz izvérstu
lektora darbu, rakstiem presé un gramatas ,Eiropas socialistiko valstu
maksla® manuskripta izstradi. (LVA_230)** Neilgi pirms tam laikraksta
,Literatura un maksla®“ tika publicéts Dubina raksts ,,Par realistiska téla
plasumu stajgleznieciba“®
vidé ar1 arpus Latvijas PSR robezam, kas rezultéjas ar pretrakstu zurnala
,»Isskustvo™ 1962. gada pirmaja numura. Herberta Dubina briva teorétiska
refleksija par socialistiska realisma télveides principiem, ko autors plasi

, kur paustas idejas izraisija vilnosanos makslas

ilustréja ar piemériem no padomju makslas, radija asaku domu apmainu ari
L.MS Makslas vésturnieku un kritiku sekcijas sanaksmeés. Saja raksta Herbertu
Dubinu galvenokart interesé visparéji makslas estétikas jautajumi, lai gan
formali, protams, notiek socialistiska realisma metodes analize. Dubins
soli pa solim iztirza dazadas padomju cilvéka tela veidosanas stratégijas un
parada, ka katrs no $s stratégijas aspektiem, tos parspiléjot, var mazinat vai
pilniba atnemt makslas darbam ta estétisko vértibu. Pieméram, parlieku liela
aizrausanas ar téla prickSmetisko detatizaciju un psihologisko raksturojumu
var novest pie naturalisma, sirsniga vienkarsiba draud ar seklumu, tuksu
anekdotismu vai uzmacosu didaktismu, priecigie, mozie un aizrautigie téli
parspiléjuma riské but vienpusigi. Romantiskie sapnotaji un ,,péc jaunam
talem alkstosie® var klut salkani un sentimentali. Raksta Herberts Dubins
pozitiva gaisma izcel Aleksandra Deinekas (1899-1969) veidotos padomju
cilveka telus, kas, vinaprat, iemieso modernas sabiedribas tehnologisko un
intelektualo progresu, kur ,energiskais, lietiskais, nosacitais, koloristiski
vienveidigais raksturo téla to dinamisko, neaptveramo, straujo, trauksmaino,
kas ir tik zZimigs musu dienam.“* (Dubins 1961) Versanas pret vienveidibu
un seklu plakatiskumu padomju maksla, ko Herberts Dubins saskatija
visnotal plasi akceptéta socialistiska realisma gleznieciba, vina analitiska

BLatvijas Valsts arhivs. 230. fonds, 3. apraksts, 497. licta.

*Latvijas Valsts arhivs. 230. fonds, 1. apraksts, 209. licta.

Dubins H. (1961) Par realistiska téla plasumu stajgleznieciba // Literatara un Maksla, Nr.28.
*Dubins H.(1961) Par realistiska téla plasumu stéjgleznieciba // Literatara un maksla, Nr. 28. 3.- 4. Ipp.
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brivdomiba izraisija Dubina daléju izstumsanu no oficialas makslas kritikas
vides. Herberts Dubins lasija svesvalodas, lieliski parvaldija vacu valodu.
Tas neapsaubami Java vinam operativak iepazit jaunakas idejas ar1 arvalstu
makslas un kultaras periodika. Viga arhiva atrodami socialistisko valstu
preses izdevumi, tostarp Austrumvacijas makslas zurnals ,,Bildende Kunst*.
Dubina pausta doma, ka modernizéts socialistiskais realisms ir laikmeta
nepiecieSamiba un liecina par sabiedribas progresu, sasaucas ar minéta
zurnala lappusés publicéto makslas zinatnieka Volfganga Huta (Wolfgang
Hitt) polemiku ,,Realisms un modernitate, kura vins izsaka domu, ka
»moderna industriala sabiedriba ir transforméjusi cilvéka apzinu, un tas
pieprasa jaunas makslinieciskas izteiksmes formas.” (Reid 2016, 291)*" Arl
Dubins uzsvéra intelektualitates pieaugumu sabiedriskaja dzivé un zinatné,
ka rezultata butiski izmainas ar istenibas uztvere. Intelektualitates iespaidu
telotajmaksla vins saskatija ka jaunu makslas formu saplasanu (ar to saprotot
stajmakslas un monumentalas makslas savstarpéju sintézi) un jaunu
materialu izmanosanu télotajmaksla: ,,par materialiem izteiksmes lidzekliem
klast nitrolaka, plastmasa un citas sintétiskas vielas (..), tas saista makslu
un tehniku un rada pamatus pilnigi jaunam, vél konkréti nenosakamam
telotajasmakslas un zinatnes robezparadibam.“ (Dubins 1961)*® AfT padomju
cilvéka téla radisana Dubinaizpratné pielava asociativas domasanas klatbutni,
kur ,,grafiskais, lakoniskais un nosacitais (.., nav ne aizrausanas, pavirsibas
val vienpusibas, bet gan §1 ,,intelektuala“ téla struktiras elementi® (Dubins
1961)” Nevar noliegt, ka aicinajums uz tada veida glezniecibu, kas izsauc
asociacijas, kas liek ne vien skatities, lai ieraudzitu jau gatavu véstijumu, bet
arf domat, neieklavas tradicionalaja makslas kritikas retorika, kada dominéja
pagajusa gadsimta seSdesmitajos gados.

Nobeigums

Padomju perioda makslas zurnalistikas, kritikas un teorijas pétnieciba
ir nozimiga gan ka makslas notikumu un izstazu arhivs, gan ka publiskas
retorikas spogulis, — cik talu to ir iespéjams nolasit un interpretét kritiski.
Dubulta koda nolasijuma stratégija Sodien ir speka ari atieciba uz padomju
perioda izstazu recenzijam un publikacijam, kuras tiek risinati makslas
teorijas jautajumi, socialistiska realisma robezas vai télveides principi. Lai

*"Reid, S,E.(2016)15$ocialist)ARealism Unbound: The Effects of International Encounters on Soviet
Art Practice and Discourse in the Khrushchev Thaw // Art beyond Borders. Artistic Exchange in
Communist Europe (1945-1989). Ed. Jérodme Bazin, Pascal Duboursg Glatigny, Piotr Piotrowski.
P.291. pieejams: https://www.jstor.org/stable/10.7829/].ctt192397k.25, Skatits: 20.01.2024.
“Dubins H.(1961) Par realistiska téla plasumu stéjgleznieciba // Literatara un maksla, Nr. 28. 3.- 4. Ipp.

#Turpat — 4. Ipp.
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gan t.s. Hruscova atkusni radas apstakli salidzinosi lielakai varda un radosai
brivibai, tomér oficiala prese aizvien uzturéja audzinosu, didaktisku toni,
kur nebija vieta brivai polemikai. Socialistiska realisma metodologiskas
pretrunas rodamas apstakli, ka realisms (kurs nevar but nedz socialistisks,
nedz kapitalistisks) nav realisms, jas tas, kas tiek atveidots, nav patiess, bet ta
vieta tiek producéts ideologiski vélams realisms.

Socialistiska realisma metodes dekanonizacija tika realizéta ieklaujot

tadus makslinieciskos panémienus, kas bija raksturigi Rietumu modernisma
stiliem, $o jauno formveidi dévéjot par paplasinatu socialistiko realismu,
tadéjadi var pienemt, ka Hruscova atkusna laika modernizétais socrealisms,
ka to argumenté ar1 britu pétniece Sjuzena Reida, ir pasa modernisma forma
Padomju Savieniba. Jaatzimé, ka $is termins nebut nav jauns — makslas
zinatnieks Eduards Klavins socialistiska realisma mutacijas nodala gan
socmodenismu, gan socpostmodernismu. (Klavins 2009, 103)
Parlapojot arhiva materialus, LMS sapul¢u protokolus var secinat, ka
Padomju perioda makslas kritika vienmeér ir atradusies sarezgita situacija,
sanemot parmetumus gan no makslinieku vidus, gan vadosus noradijumus
un iejauk$anos no padomju funkcionaru puses. Daudziem bija jasamierinas
ar puspatiesibas pausanu, tacu, ka viena no LMS Makslas vésturnicku
sekcijas sanaksmém izteicas Herberts Dubins: ,,Més esam maciti runat
dogmatiski. Tik asi nevar apgalvot vienu vai citu patiesibu, jabut plasakam
un dialektiskakam skatfjumam.” (LVA_F230)

Socialistiska realisma ietvaros tapusi maksla aizvien ir problematiska,
gan no uztveres, gan pétniecibas viedokla, jo lidzas metodologiskajiem un
teorétiskajiem izaicinajumiem, ar kadiem saskaras pétnieks raugoties uz
padomju makslas mantojumu un padomju okupacijas periodu kopuma,
aizvien ir klatesoSas ari subjektivas konotacijas ar laiku, ar atminam un
faktiski piedzivoto padomju realitati, kuras éna, diemzél, atrodamies
joprojam.

Pétijumu finansé Latvijas Republikas Kulturas ministrija, projekts “Latvijas kulturas ekosistema
ka resurss valsts izturétspé&jai un ilgtspé&jai”
CERS, projekta numurs: VPP-MM-LKRVA-2023/1-0001.
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Visual Resistance to The
Everyday: Mapping Conflict in
Punk Aesthetics

Karolina Rimkuté, Mg. art

Summary

Punk is commonly recognized by its provocative and confrontational
aesthetics used as a form of emancipation — it signifies and precipitates a
conflict with dominant hegemonies by refusing representation and disrupting
its systemisation. Thus, instead of researching punk with a fixed-object
approach, an approach that is opposed to its fluidity, this study examines both
the countercultural aesthetics of punk subculture and its disruptive, conflictual
relations with changing hegemonic power structures. In this approach, conflict
theory views punk aesthetics as a form of resistance interconnected with the
dominant culture. To unfold the complexity of conflictual punk aesthetics,
the study examines punk heterotopias, which create infrastructures for this
oppositional culture. Aesthetics here is crucial as it expresses the resistance
to the everyday. However, the ongoing co-optation of punk aesthetics by
the dominant cultural discourses dilutes its message and converts the visual
tools of resistance used by punk artists into non-threatening commodities.
Thus, anti-representational tactics are pivotal to challenging the threat of co-
optation. Conflict also arises between punk aesthetics and mainstream art due
to punk's resistance to hierarchical systems and its support for amateurism
and propagandistic objectives. This study of punk’s conflictual relations with
different power structures contributes to the search for new methodologies
for researching conflictual aesthetics and mapping their dimensions.

Keywords: Punk, anti-representation, heterotopia, disruption, conflictual aesthetics
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The current study uses the umbrella term autonomous heterotopia
for various public and private spaces associated with punk, including parks,
music venues, (sub)cultural community centres and squats', all of which can
operate both as pop-up and as long-term spaces. As Michel Foucault writes
in his essay “Of Other Spaces: Utopias and Heterotopias”, a heterotopia
is a real place, but somewhat other; which exists, but doesn’t quite fit in
the dominant culture (Foucault, 1986, 24). According to Foucault, what
distinguishes heterotopias from other spaces is their relational, rather
than monolithic, character (Foucault, 1986, 26), which is perfectly true
about punk spaces, too, as punk itself is ever-changing in relation to its
sociocultural context. Moreover, Foucault’s concept of heterotopia is echoed
by the poet, musicologist and philosopher Peter Lamborn Wilson, who
discusses anarchist heterotopias in his 1985 work “T.A.Z.: The Temporary
Autonomous Zone” (written under the pseudonym of Hakim Bey). The
concept of temporary autonomous zones has inspired many protest actions,
such as “Reclaim the Streets”, “Carnival Against Capitalism”, “The Occupy
Movement”, etc. (Grindon, 2004, 147-148) As a writer who most often
published texts in DIY underground zines (Rabinowitz, 2019, 163-165),
Wilson was known to punks, who, having a strong anarchist streak, embraced
his historical anarchist heterotopias, creating autonomous community spaces
for themselves and like-minded individuals*°. Therefore, it could be argued
that these spaces have provided support structures for the infrastructures
of resistance. According to the critical theorist and artist Jefferey Shantz, by
creating autonomous zones, punks have significantly broadened the DIY
ethos, which provides alternative cultural and economic infrastructures in
music, art, publishing, food and education (Shantz, 2012, 125).

Although the general purpose of punk heterotopias is to disrupt
the dominant socio-political or cultural norms, the aesthetics underpinning
punk projects may vary greatly in relation to the environment. For example,
during the second half of the Cold War in Europe, where punk emerged in the
mid-1970s — early 1980s, the aesthetics was shaped not only by the different
capabilities of punk practitioners but also by the targets of their critique.
While Western punk emerged in reaction to the perceived cultural and

'Squats are spaces of alternative living, usually described as spaces used without the ownet’s consent.
As a tactic, squatting can be used to achievé better living conditions for individuals outside social
movements, or as a structure for acts of resistance by various social movements. It is often viewed
as an_example of counter-cultural activity or a manifestation of the DIY culture. However, some
individuals squat onlﬁ(for cconomic reasons. This study narrows the terms ,,squat” and ,,squatting®* to
practices having a political or cultural dimension, which covers most, but not all, models of squatting.

*This is not to say that Wilson’s works inspired E_unks to undertake these actions, rather, punks
had already been’ creating autonomous zones which Wilson desctibes.
Y g

*This is not to be confused with isolating communities — autonomous punk heterotopias are
usually located in urban neighbourhoods and are semi-open to community involvement because
the purpose is to disrupt the controlled urban order.
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political stagnation of the post-war world, Eastern European punk was often
linked to anti-totalitarian resistance movements. In Eastern Europe, punks
relied on underground DIY networks and a supportive local community
to create their forms of cultural expression. Despite certain differences in
emphasis, the punk movements in both Eastern and Western Europe shared
a similar anti-establishment ideology, which opposed conformism and state
oppression. While Western punks highlighted the precariousness of life
and unstable socioeconomic conditions, Eastern punks drew attention to
the failing socialist project and harsh restrictions of everyday life. In short,
while in the West a popular slogan among punks was “No Future™, Eastern
punks had “Too Much Future. Creating and sustaining punk heterotopias
in the East was a challenging undertaking. As in the West, punks gathered
in specific public squares or street alleys, where they were very vulnerable to
policing. Safer spaces were usually communal flats or artists’ studios (Ucar,
2014, 5). Punks were often welcomed and supported by other oppositional
groups, e.g., in East Germany, most punk concerts took place in churches®.
However, the state security institutions in the East viewed punks as
the most dangerous oppositional group due to their disregard for societal
norms. Thanks to East punks’ indifference to ordinary human comforts,
short of sentencing them to prison, confining them to a psychiatric institution
or forcing them to serve in the army, there was little the government could
do to force such individuals to conform’ [Fig. 1]. Interestingly, according
to the cultural anthropologist Mark Yoffe and the historian of music Dave
Laing, the Baltic states and the Caucasus became the “breeding” places
of punk in the Soviet Union (Yoffe, Laing, 2005, 8), which is also echoed
by the philosopher Can Batukan, who notes that some Lithuanian and
Estonian punk bands used to come to play in Leningrad and were “more
developed” (Batucan, 2017, 9). All of the researchers mentioned above argue
that this happened because the Baltic and Caucasian regions were situated
at a remove from the centre of power, i.e. Moscow or Leningrad. Moreover,
punks in these regions could have smuggled music records and instruments
from abroad more easily (Yoffe, Laing, 2005, 8; Batucan, 2017, 10). Punk
subculture also greatly contributed to these regions’ cultural identity and
their peoples’ struggle for independence by actively disrupting state control
with their conflictual, anti-establishment and non-conformist aesthetic.

*The slogan popularised by the band’s “Sex Pistols” 1977 song called “No Future”, criticizing the
economic stagnation in Britain in the 1970s.

The slogan became popular when describing the differences between the Eastern and Western
unks during the Cold War. This slogan was first seen at the exhibition called “OSTPUNK! —
OO MUCH FUTURE: Punk in GDR 1979 — 1989 in 2005 at the cultural centre ,,Kinstlerhaus

Bethanien®, Berlin.

‘During 1983 — 1986 Stasi had a list of 16 churches where punk concerts were usually held (Ucar, 2014, 3)
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After the breakdown of the Soviet Union, which has also been
characterised as a state capitalist regime, Eastern Europe was full of empty
abandoned buildings due to the mass privatization of formally state-owned
buildings. It was in this time that punks introduced the practice of political
or cultural squatting to most of Eastern Europe, because for punks squats
are a fundamental aspect of their autonomous ways of living and a form of
visible resistance to dominant urban politics. However, in recent decades
urban authorities have co-opted cultural production in squats as part of the
gentrification process and used it to revamp the city image as inclusive of
authentic subcultural spaces that are supposed to attract city dwellers and
visitors. Sociologist Lyyn Owens traces the beginning of squat co-optation
specifically to Germany, where many cities used the so-called “breeding
lands” politics to redesign those urban spaces where squats used to be by
making them perform new cultural functions (Owens, 2013, 194) [Fig.
2]. The existence of alternative communities and squats also became very
attractive to businesses investing in gentrification.

However, not all Eastern European countries have developed strong
squatting traditions. In the Baltic states, for example, squatting is not as
widespread as in some other European countries. In Lithuania, the golden
age for squatting was in the early 1990s. It was a transitional period from the
state-run to the free-market economy characterised by massive privatization
and severe housing shortage, yet at the same time, due to financial instability
and unclear rules regarding municipal property, many buildings were left
vacant. According to the sociologist Jolanta Aidukaité, most squats lasted
between two to twelve years. Some held concerts and art exhibitions, while
others participated in the restoration of architectural heritage. The media
covered some of the squats as quirky art spaces, but never recognized them
as squats (Aidukaité, 2016, 68). Arguably, most squats remained invisible to
the mainstream society precisely because they sought to remain invisible.
The Uzupis squat in Vilnius, active between 1993-2002 and mostly occupied
by art students, was a rare well-known squat, which held various musical
performances and art exhibitions [Fig. 3], which were covered by the
local media (but not the squat itself). Aidukaité argues that the squatters
did not want publicity as they wanted to avoid eviction (Aidukaité, 2016,
"The state secutity view on punks is described similarly in Tim Moht’s book Burning Down the
House: Punk Rock, Revolution, and the Fall of Berlin Wall (2019) and in Gabrielle . Hibbert’s
honours thesis, “Alternative Notions of Dissent: Punk Rock’s Significance in the Soviet Union
and East Germany” (2017). Also, it is worth noting that the term “punk” was introduced to the
KGB only a year after it was introduced to the Stasi in the GDR, and the German and Soviet
security agencies’ attitudes towards the subculture were very similar. More about the KGB views
on punks and other subcultures during the 1980s can be found in Boris von Faust’s Mastet’s

thesis, “Banned in the USSR: Counterculture, State Media, and Public Opinion During The
Soviet Union‘s Final Decade” (2014).
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68). She also argues that the relative public visibility of the squat brought
gentrification to the surrounding neighbourhood (Aidukaité, 2016, 68),
which at the time was one of the poorest neighbourhoods in Vilnius, but
since then has become the most expensive one, promoted as an “artists’
republic, sometimes compared to Montmartre in Paris or Christiania in
Copenhagen.”® In 2002, the squatitself was institutionalised as an art gallery,
and the squatters were evicted (Aidukaite, 2016, 76). Although currently some
punk squats and other heterotopias still exist, they tend to be secretive and
receive little public attention. Co-opting squat aesthetics sometimes leads
to punk heterotopias being appropriated by commercial venues and punk
iconography being used for commercial purposes. One notable example is
the bar “Keulé ruke” situated in a gentrified railway station neighbourhood
in Vilnius [Fig. 3]. The bar, which playes an active role in the gentrification
process, appropriates the precarious DIY aesthetic and uses the imagery of
political or cultural criticism, yet in its rendition the imagery appears cliched
and thus devoid of its original critical force. Clearly, the bar employs these
seemingly countercultural strategies for business purposes rather than for
any authentic political agenda.

As punks tend to resist their aesthetic being reduced to a
comfortable simulacrum, they tend to remain secretive, and sometimes
they destroy the decor of their heterotopias right before evictions. Such
an antirepresentational tactic is used to protect not only their heterotopias
but also their entire movement. Punks tend to resist any self-identification,
because, as the cultural anthropologist Tomasz Sikora contends,
representation is inseparable from a politics of recognition (Sikora, 2016,
64). Paradoxically, it requires the recognition of difference while at the same
time erasing said difference. Canonization of a countercultural movement
usually also means its commodification in popular culture. Because the
punk movement refuses assimilation in mainstream culture, it tends to work
outside the representational regimes. Their disruption of signifying chains
could also be understood as a Deleuzian becoming-minority to disrupt the
given representational regimes’. Rejection of categorisation and resistance to
representation as a system of power could be seen as a form of iconoclasm.
Punks’ transgressions and the flux of aesthetic renewal punk brings could
8 ,Uzupio Respublika®, in: The official development agency of the City of Vilnius “Go Vilnius”,
l[lnzlltl;ri%c_trlevsegu[ﬁﬁclf;sed 2024.02.04] https://www.govilnius lt/aplankykKite/lankytinos-vietos/
°Gilles Deleuze and Felix Guattari’s concept of becoming-minority tefets to the politics of minority
Detoming & minoriy Tt deciion i Mentiy S o rRmority s pOICA] ack STt ceronaly not by
using a minor language as a dialect, by regionalizing or ghéttoizing, that one becomes revolutionary;

rather, by using a humber of minority elements, by connecting, cpn]ué;ltné% them, one invents a
speclﬁc, unforeseen, autonomous becoming.” (Deleuze, Guattari, 1987, 127)
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also be viewed as deterritorialization and then — reterritorialization. Thus,
the act of constant aesthetic reterritorialization is central to punk’s capacity
for political or cultural disruption. In other words, punk heterotopias remain
a pivotal requirement for the movement’s existence, which, even if only
aesthetic, is still viewed as resistance to whatever cultural or socio-political
forces may currently dominate in a particular place.

Conflict also characterises the relations between punk aesthetics and
mainstream art. Many researchers claim that punks had strong connections
with their local art scenes both in Western and Eastern Europe during
the Cold War by either studying in art schools and academies or working
under the auspices of artists, galleries and art institutions'’. There are
several reasons for the somewhat paradoxical interconnections between the
punk subculture and mainstream art. Most importantly, as punk is innately
performative and has a strong visual presence, encouraging artistic creativity,
it may have allowed Eastern Europeans in the time of the Cold War to gain
easier access to certain media and to create a more politically expressive
artistic community. Yet the relationship between the punk subculture and
the world of mainstream art was not without friction. The Lithuanian artist
Gintaras Sodeika remembers the worried organisers of the 1988 festival “AN
88” which was attended by punks. (Michelkevi¢ius, Sapoka, 2014, 161) while
the art historian Kestutis Sapoka describes the 1980s punk events as more
radical “than later artistic happenings in galleries” (Dirzys, Sapoka, 2014,
22) . After the collapse of the Soviet Union, punks continued to engage in
experimental art events. The artist Gediminas Urbonas shares his memories
of punks’ guarding the art space “Jutempus” during performances and
inviting visiting artists to their own spaces in the 1990s (Michelkevicius,
Sapoka, 2014, 168, 197). Later, punks started hosting various art projects
in their own newly created punk heterotopias' and performing at local
art biennales, particularly if the projects embraced DIY and collaboration
between artists, which is a practice typical of relational art'?. Yet, punk art
did not become part of established art history. Although punk’s immersion
in the local art scene is undeniable, punk rebels against any establishment

""Tn Eastern Europe, these claims are supported by the Latvian sociologist Janis Daugavietis in his
conference presentation “Soviet time born Latvian punk’(2017); the Hungarian cultatral academic
Anna Szemere in her book Up from the Underground: The Culture of Rock Music in Postsocialist
Hungary (2001); the Polish culture critic Agata Pyzik in her publication “On The One Hand The
State Is )Fundl'ng You and Enabling Your Existence, On The Other Hand, Your Whole Shtick Is
To Rebel Against It” (2016). In the West, this topic is more widely researched, and a great number
of researchers and punks ffom the UK, the USA and Sweden have mentioned punks”ties with
local art schools in the book Post-Punk: Then and Now (2016), edited by Gavin Butt.

""Art Historian Lina Michelkevi¢é mentions art projects aking place in a punk space at an
abandoned factory “Elnias” in Siauliai (Michelkevicius, Sapoka, 2014, 4415]

Artist Redas DirZzys mentions the first art biennial in Alytus in 2005 as establishing a very

significant contact between alternative and mainstream aft and music as a punk music festival
took place as part of the art biennial (Michelkevicius, Sapoka, 2014, 472)
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and considers its art as anti-art.

According to the art historian Marie Arleth Skov, there are two main
approaches to punk: seeing it either as a closed autarky or as a movement
that disrupts institutional spaces (Skov, 2018, 5). The latter approach
appears justified because punk is inherently anti-institutional, similar to
the situationist movement, which also chooses not to participate in the
institutions its members question and critique. Yet the situationist movement
is a legitimate art movement established by the same institutions it has
rebelled against. This raises questions about how art institutions perceive
punks and how the conflict between punk and the art establishment differs
from that between the situationist movement and institutional art. The punk
action which occurred in 2008 in the ex-squat Uzupis gallery in Vilnius may
serve as a good example of the disruption of institutional art. “LUNI”, an
independent leftist academic collective, organized a lecture on radical art by
the Lithuanian artist Redas Dirzys. Just after Dirzys read Filippo Tommaso
Marinetti’s “Manifesto of Futurism”, inviting “the destructive gesture of
the anarchists” (Marinetti, 1909, 3), two punks intruded with two buckets
of excrement and splashed it on the lecturer, audience and surroundings
[Fig. 5]. The punks saw their intervention as radical art, inspired by the
performance artist Aleksandr Brener (Dirzys, 2008), who called upon artists
“not to sit and talk about radical art, but to do it” (Dirzys, Sapoka, 2014, 25).
However, the academic audience called the police (Butkuté, 2008). Shortly
after the event, “LUNI” members questioned the purpose of this disruption
and concluded that this was a case of incitement of hate towards leftists, and
the punks’ act was compared to neo-Nazis’ incitement of hatred towards
other ethnicities (En Arche, 2008).

A few years later, some academics reconsidered this event. In 2010,
the art historian Zilviné Gaizutyté-Filipaviciené started questioning whether
the punks’ action was just an act of tactical vandalism or a case of aesthetic
iconoclasm. According to Gaizutyté-Filipaviciené, the main reason it cannot
count as a legitimate artistic act or an instance of institutional criticism is that
it was not conceptual enough and the collective which the punks had decided
to disrupt was not a serious hegemonic institution (Gaizulyté-Filipaviciené,
2010, 187). However, from the punks' perspective, it was precisely “LUNI”
they wanted to disrupt due to its alleged support of elitism in radical
activities and lack of interest in collaborating with non-academic artivist
circles (Niekas Niekada, 2008). It is worth noting that the space where the
intervention occurred had a potent symbolic meaning as an institutionalised
ex-squat. In 2014, Sapoka briefly mentioned the action, describing it as a latter
strain of the dehierchization of creative activities in Lithuania between the
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late 1980s and early 1990s (Dirzys, Sapoka, 2014, 22, 25). Despite there not
being a consensus on how to view this action, it keeps being mentioned in
contemporary Lithuanian art history texts. Interestingly, while the art world
is concerned with the categorisation of the event, a possible legitimisation of
this action would turn it into another co-opted piece of aesthetic iconoclasm
and thus render it harmless, rather than disruptive.

In summary, due to the relational character of punk aesthetics, its
visual expression depends greatly on the dominant cultural and/or socio-
political surroundings. Even punk heterotopias, apart from acting as
spaces for an alternative culture, also act as aesthetic instruments to disrupt
various structures of power — from governmental politics and gentrification
processes to hierarchies in the local art scene. Despite the continuing co-
optation of rebellious aesthetics by the existing power structures which
seek to neutralize its original radical meaning, punk aesthetics tends to
be fluid and to use anti-representational strategies which hinder attempts
to systemize and canonize it. Furthermore, punk’s tactic acts as a form
of iconoclasm which attempts to disrupt representational regimes. Punks’
active participation in local art scenes also tends to be playfully disruptive
because it rejects established and institutionalised rules and hierarchies.
While creative expression in punk heterotopias is usually practised in the
form of closed autarky, in art institutions it manifests itself as a series of
whimsical collisions with the established artistic norms which question
various power structures within a given culture. Mapping conflicts between
anarchic artistic expression and institutionalised art forms and practices in
punk aesthetics reveals the complexity of its development and, thus, paves
the way for a more adequate understanding of the relational nature of punk’s
conflictual aesthetics and its usage both in various resistance actions and in
the co-optive dominant culture.
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Berlin's squats are at your service

® 1. Arehur White - news

Fig. 2. Associative screenshot.

Fig. 1. Mugshot of a punk, Vilnius city
department of the KGB atchives,
1984-1986.

Fig. 3. Punk band “WC News” performing at the UZupis squat backyard, 1994-1995, from
Domininkas Kuncéinas’ personal archives.
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Fig. 4. Exterior of the bar “Keulé Raké”, screenshot from a video commercial “Walkable

Vilnius” made by the official development agency of the City of Vilnius “Go Vilnius”, 2019.

Fig. 5. Participants in the lecture washing themselves, author unknown.
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Conflict in the Art of
Biruta Delle

Guntars Gritans

Summary

Since the 1960s, Biruta Delle’s paintings have come to occupy a very
important place in the canon of Latvian art. The artist’s extraordinary life
path, whose trajectory reminds one of the plots of Shakespeare’s plays,
has been extensively researched. We learn about Delle’s life both from her
autobiography My Way and from her interviews and documentaries about
her. Even though these sources do not mention the role of conflict in her
art directly, my research, including an interview with Delle, allows me to
conclude that conflict has been an abiding presence in her work since the
beginning of her creative activity. The current study, which highlights the
role of conflict in Delle’s art, provides new important insights into the
artist’s work.

Keywords: Delle, conflict, painting, Soviet art, LNNM (Latvian National
Art Museum)
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Konflikta klatbutne gleznotajas
Birutas Delles maksla

Guntars Gritans

Kopsavilkums

Birutas Delles gleznieciba Latvijas makslas vidé ienem savu stabilu, unikalu
vietu jau no pagajusa gadsimta 60. gadiem. Makslinieces neordinarais dzives
cel§, parkuruvinaruna gan savaautobiografija “Mans cel§”, vairakas intervijas
un dokumentalajas filmas par sevi, profesionaliem makslas pétniekiem, ka
arl Delles dailrades cienitajiem nereti liek runat par makslinieces dzivi ka
tadu, kas lidzinas anglu dramaturga Viljama gekspira dramam. Konflikts
un ta pazimes Delles personigaja vértéjuma nekad nav minéts tiesi. Tomer,
iepazistoties ar avotiem un autoram intervéjot makslinieci, iegutie rezultati,
atzinas tomeér liek runat un apgalvot, ka konflikta fenomens Delles dailradé
faktiski ir bijis klateso$s jau radosas darbibas sakuma. Nepieslienoties ne
vienai makslinieku grupai vai virzienam, ejot savu savrupu celu, Delles
personiba tomér ik pa laikam lika un liek vinas personibu un makslu
interpretét konflikta fenomena konteksta. Konkrétaja pétfjuma autora
izvirzitas hipotézes jebkura gadijuma vairak uzlikojamas ka subjektivs
pienémums, tacu taja pasa laika, iepazistoties ar makslinieci un analizéjot
vinas radoSo darbibu, iegttas atzinas lauj paskatities un Delles makslu no
jauna skatpunkta.

Atslégas vardi: Delle, konflikts, gleznieciba, padomju maksla, LNMM
(Latvijas Nacionalais makslas muzejs)
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Neskatoties uz to, ka Birutas Delles (1944) makslinieciskas aktivitates
un to analize publiskaja telpa gandriz vienmer ir guvusas plasu rezonansi,
tomer tada plasa, izsmelosa monografija par makslinieci lidz §im vél nav
uzrakstita. No esosas literataras, pirmkart, ir jamin makslas zinatnieces
un galerijas “Daugava” vaditajas Andas Treijas sastaditais albums “Biruta
Delle” 2013. gada, kur lidzas gleznu reprodukcijam ir ari sniegts saméra
plass parskats par makslinieces galvenajiem dailrades vadmotiviem.
Dokumentalaja kino Zzanra savu interpretaciju par Delles makslu ir sniegusi
rezisore Ilona Bravere 20006. gada filma “Dominante”. Savukart viena no
pedejam ir 2021. gada uznemta Andreja Verhoustinska filma, kas balansé
starp dokumentala un makslas filmas robezam. Tapat Delles makslas norisu
analizétajiem ka viens no avotiem ir kalpojusi pasas makslinieces 2007. gada
sarakstita autobiografija “Mans cels”. Plass izzinas materials ir publicistika:
intervijas ar Delli, izstazu apskati un kritikas presé, ka ari socialajos tiklos.
Intervijas pétijumaautoram, kuras savas pardomas par makslu un makslinieka
dzives principiem Delle ir pastastijusi savu redzéjumu, — iegtta informacija
ir bijusi ar1 viens no pamatavotiem par konflikta jédziena esibas klatbutni
makslinieces dzivé un dailradé. Tapat konkrétaja petijuma Delles dailrades
norises vairak ir skatitas tiesi padomju perioda konteksta, jo tiesi pagajusa
gadsimta pédéjais ceturksnis ir tas periods, kad izveidojas gan makslinieces
rokraksts, gan tému un sizetu kopums. Delles glezniecibas attistibas
interpretacija padomju perioda 2. puses konteksta ir loti butisks arguments,
jo tiesi $aja laika, kuru vésturnieki klasificé ka stagnacijas (Bleiere 2015), un
kur padomju rezimam biezi vien bija ari paklauti makslinieki. Raugoties
no $ada skatpunkta, tad Delles gadijums nav iznémums, jo pieslieties
socrealisma virzienam gleznieciba maksliniecei nebija pienemami. Lidz sim
padomju makslas un kultaras aktivitatem pétnieki ir veltijusi jau vairakas
monogtafijas, ka arf ir veidojusi izstades. Seit noteikti minama arf 2023. gada
veidota LNMM “Mura nojauksana. Latvijas maksla 1985 — 19917, kur ari
bija eksponéta Delles glezna “Mana Latvija”.

Nereti makslinieki, kurus rados$as darbibas sakums attiecinams tiesi
uz padomju periodu un ta izvirzitajiem noteikumiem, ir centusie pasi atrast
sev vistuvako terminu jeb apziméjumu savas esibai un aktivitatém attiecigaja
laika. Ta, pieméram, gleznotaja Anita Kreituse (1954) loti biezi lieto frazi
“paraléla pasaule”, tadejadi censoties paskaidrot, ka ir vélejusies radit savu
individualo, nedaudz nerealo dzives telpu padomju realitates apstaklos.
Savukart gleznotajs un ilgadéjais Rundales pils direktors Imants Lancmanis
(1941) savu makslu ir nodévéjis par “konceptualo romantismu”. 2023. gada
LNMM izstadé “Imanta Lancmana maksla” so faktoru uzsvera ari kuratore,
makslas zinatniece Helena Demakova (Demakova 2022).
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1. att. Biruta Delle “Mana Latvija” (1982) Foto: Guntars Gritans.

Atgriezoties pie Birutas Delles personibas un vigas makslas darbu
interpretacijas, vel ir jauzsver tas, ka nav iespejams aplukot makslinieces
darbosanos tikai padomju perioda konteksta. Delle pieder pie tiem
maksliniekiem, kuriem aktivaja darbiba nemédz but pauzes vai ta partrukst
no viniem neatkarigu apstaklu del, jo faktiski visa dzive tiek pakartota tikai
un vienigi makslai, radosajai darbibai. Par to vestt art 2024. gada 27. janvari
atklata LNMM izstade, kas veltita makslinieces 80. gadu Jubilejai — “Gleznot
katru dienu” (Vejs, 2024). Tapéc gleznotajas dailrades interpretacija un
konflikta esamiba taja ka viena no tas katalizatoriem tiks skatita gan padomju
perioda konteksta, gan laika, kuru dévéjam ka postpadomju Latvijas periodu
pec 1990. gada 4. maija Neatkaribas deklaracijas pasludinasanas. Konkréta
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raksta meérkis ir paradit, apskatit Birutas Delles makslas izpausmes un
ipatnibas, kas norisinajas un turpina attistities konflikta jédziena konteksta.
Un, lai arl makslas pétnieciba ir jau nostiprinajusas visparpienemtas atzinas
par Delles dailradi (francu postimpresionista Pola Sezana (1839 — 1900)
ietekme, dabas studiju nozime u.c.), iespé&jams, $ada jauna, konflikta teorijas
konteksta Delles glezniecibas interpretacija, var radit ari inovativas atzinas un
pienémumus. Autors sava pétijuma ir izmantojis ikonografisko un vésturiskas
metodes, rakstveida avotus, ka ari personigas intervijas ar makslinieci.
Konflikta jédziena definicija piedava ne tikai pretéjo interesu un
uzskatu sadursmi, stridus, bet ar1 cilvéka dzives pretrunu makslinieciskas
atklasmes formas literatara un maksla (Baldunciks, Pokrotniece 2005).
Respektivi, apgalvojums par makslinieka pasaules uztveri, kas var bat
pretruna ar vispar pienemtajam sabiedribas normam, var izraisit So konflikta
esamibu. Kas attiecas uz Delli ka makslinieci, tad tada isti publiski zinama
konflikta (arT padomju rezima apstaklos) Isti nekad nav bijis. Taja pasa laika
makslinieces dzive, par ko vina rakstija pati sava autobiografija un stastija
intervijas, nereti liek domat par tadu cilvéku, kuru nodévée par “autsaideru”
(outsider — ang., arpusnieks — lat). Jo Ipasi tas attiecinams uz Delles
darbosanos pagajusa gadsimta 70. un 80. gados. Publiski zinama informacija
ir par notikumu, kad bija jaatstaj studijas Makslas akadémija. Fakts, kuru
tad loti precizi var nodévét par konfliktsituaciju, jo jaunas makslinieces
redzeéjums par makslu tobrid nesakrit ar kadu no akadémijas profesoriem
(Delle, 2007). Viss pargjais, 1pasi jau atseviski fakti no privatas dzives
(Delles gadijuma ta nav noskirta no profesionalas), top zinami publiskaja
telpa jau péc 1990. gada. Neraugoties uz nestandarta situaciju padomju
maksliniekam — nav augstakas izglitibas — , makslas kritika tomér jauno
makslinieci pamana sameéra atri un, raksturojot vinas makslu, visbiezak tiek
pielikts tik loti aprobétais termins “sava cela gajéja” (Treija, 2013). Tapéc
vél jo svarigak ir izprast tos aspektus, kas liek runat par konfliktsituacijam
makslinieces dailradé, ka to vérté vina pati un, pats galvenais, vai visas
§is pazimes, kad ir nolasamas konflikta situacijas, ir Delles maksliniecisko
darbibu veicinosas, ir visu So procesu katalizators. Tapat svariga ir ne tikai
fakta konstatacija, kad konflikts ir bijis impulss makslas attistiba, bet vai ir
konkréti makslas darbi un kadas ir to formalas pazimes, kas liek runat pat
konflikta situaciju tajos. Iedzilinoties Delles pardomas un, jo seviski, tajas
intervijas, kuras maksliniece ir sniegusi pétijuma autoram, nereti atseviskus
Delles izteikumus var interpretét ari ka zinamas pretrunas (Gritans 2018).
Nesaskanas starp to, ko maksliniece vélas, pasakot to publiski, bet isteniba
nav nojausama parlieciba, ka ta butu vinas vélama realitate. Nenoliedzami,
ka uz $o problemu var ari lukoties no psihologijas zinatnes viedokla, tacu
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konkrétaja gadijuma uzdevums palick tikai konstatét radoso procesu virzibu,
kuru veicina konflikta esamiba. Piedavajot konflikta teoriju ka loti butisku
lielumu Delles radosaja darbiba, tomér vairak ir jasliecas domat par tadam
situacijam, kad $is konflikts maksliniekam ir pasam ar sevi, nespéju realizét to,
ko vins jut sava iztélé. Par to gleznotaja diezgan precizi pasaka Braveres filma:
“es jau nesaku, ka man patik gleznot, bet negleznot es art nevaru” (Bravere
2000), vai intervija 2018. gada “ka var patikt, ka nekas nesanak?” (Gritans
2018). Tapat interesanta ir Delles atzina par makslas zinatniekiem, kuri “redz
visu, tikai ne makslu”, kas vienas sarunas ietvaros attistas lidz frazei “vai tu
nevarétu meginat kaut ko uzrakstit”? (Gritans 2018).

Makslas norisu pétnieku redzesloka ir nonakusi a1 pagajusa gadsimta 60.
gadu jauniesu pulcésanas kulta vieta, kafejnica Riga, Valnu iela — “Sputnik”, tauta
saukta par “Kazu”. Péc savas aizieSanas no makslas akadémijas Delle to velak
savas atminas nodévéja par “otro augstskolu”. Rakstitie avoti, individuala un
kolektiva atmina par $o vietu ir legendam apvita: nostasti par tur valdoso brivibas
garu, intelektualajam sarunam par tobrid aktualo maksla, muzika un literatara
gala rezultata tieSam ir radijusas zinamu mitu par So vietu. Tapéc ar1 Dellei nereti
tick piedevéts brivdomatajas gars. Un, pat ja zinama taisniba $aja apgalvojuma
ir, tomér par tadu izteiktu nonkonformisti Delli nodévét nevar, jo, vismaz vina
pati, par to nekad nav izteikusies sada konteksta. Vairaku autoru atminu gramata
“Nenocenzétie. Alternativa kultara Latvija. XX gadsimta 60. un 70. gadi”, ko
sastadijis Eizens Valpéteris savas atminas par tur pavadito laiku pastasta ari Delle
(Valpéteris 2010). Tomér nekur nepavid ideja par izieSanu uz atklatu konfliktu
ar pastavoso iekartu, drizak vairumam no visiem “Kazas” apmeklétajiem, Delli
ieskaitot, ta bija vélésanas kaut kada alternativa cela uzzinat to jauno, kas ir pasaulé
un dzivot savu izdomato, “idealo” dzivi. Tapat ticams ir dzejnieka Aivara Neibarta
(1939 — 2001) viedoklis, ka “més visi bijam ne jau kaut kadi makslas geniji, bet gan
musu jaunibas geniji”’(Valpéteris 2010). Var pienemt to, ka Delle gadijuma var
runat ari par zinamu naivumu, lai vina vispar aizdomatos par atklatu konfliktu ar
varu, jo galvenais bija un palika gleznosana un sevis realizésana. Tapat ari kopéja
“Kazas” vide tik viendabiga nebija, ko autoram intervija uzsvéra arl makslas
vesturnieks un gleznotajs Imants Lancmanis, nodévédams So vietu par “pat par
loti neromantisku” (Gritans 2023).

Ipass periods Dellei bija laika no 1977. lidz 1987. gadam, kad vina
vadija savu makslas studiju, sauktu par “Zemudeni”. Taja glezniecibu apguva
jauniesi, kuri to darfja arpus Makslas akadémijas. Un, lai arl bija atnakusi
speciala komisija apskatit, ka §i iestade darbojas, nekadas represijas vai
darbibas, kas ietekmétu studijas darbibu, nesekoja. Iespéjams, $im faktam
varétu arl nepievérst ipasu uzmanibu, tomér tagad, palukojoties uz So
fenomenu jau no attalakas gadu distances, var rasties jautajumi un Saubas.
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Ka tas lespéjams, ka $ada, faktiski privata darbiba, tika atlauta? Situacija,
ka studiju vada makslinieks bez augstakas izglitibas, padomju realitatei bija
gana netipiska. Sava autobiografija un intervijas par laulibu ar otro viru Péteri
Kamparu (1930 —1993), protams, vina runa par dzivesbiedra darbosanas Valsts
drosibas komiteja. Tapéc, loti iespéjams, ka tiesi ar vira gadibu un ietekmi
attiecigajas iestades $adas Delles pedagogiskas aktivitates var€ja turpinaties.
“Zemudenes” studija faktiski ir vienigais ar makslas profesiju saistitais darbs
Delles biografija, paréjie — izteikti gadijuma darbi: sétniece, apkopéja u.c.
Padomju izglitibas sistéma, kur liela loma bija visvisadiem pulciniem skolas un
pionieru namos, par profesionalajam makslas un muzikas skolam nerunajot,
Delles studijas darbiba ir bijis neierasts precedents padomju izglitibas sistéma.
Fakts, kas liek uzdot jautajumu, tacu paliekot bez konkrétam atbildém.

Atkartojot par Sezana makslas ietekmi Delles gleznas, saubu nav, ka
tas ta ir bijis, to nenoliedz arT pati maksliniece, taja pasa laika uzsverot, ka uz
$o faktu nevajag iecikléties, jo tam esot bijusi parejosa nozime. Ja ir jareflektée
par konflikta esibu tiesi Delles gleznieciba, tad jasaka, ka makslinieci
vienmér ir nodarbinajusi cita probléma: pastav varbutiba atkapties no
dabas ka galvena inspiracijas avota un tas studijam. Un ar to nav jasaprot
burtiski daba izpausme ainavas zanra, jo sevi ka izteiktu ainavisti Delle
ari nav pozicionéjusi (Bravere 2006). Maksliniece par So fenomenu vairak
runa tada filosofiska konteksta. Nevérsties pret dabu nozimé nemelot sava
maksla, jo ta to jaunajai maksliniecei macija un noradija vinas pirmais un
loti respektétais skolotajs Ansis Stunda (1892 — 1976). Maksla nav jasacer, bet
savai glezniecibas attistibai jamacas ir no dabas. Delle ir teikusi, ka “daba nav
kosa, ta ir harmoniska. Izdomata krasa ir meli” (Treija 2013). Pieméram, pret
sirrealisma virzienu gleznieciba vinas attiecksme ir noraidosa, lai ari vienu
bridi tadas tendences ir novérojamas, pieméram, viena no zinamakajiem
darbiem “Kurs$ olivu darza bij’ lieks?”, kur stasts par francu pretosanas
kustibu tiek pasniegts ka nedaudz apoliptisks un nereals.

Delle nenoliedzami apzinas to auru, ko gadu garuma ir radijusi ap
sevi. Arl “Neatkarigajai avizei” 2000. gada intervija atzinas, ka grib salauz
to imidzu par sevi ka skumjo briesmoni (Kaija 2000). Gleznotajas pardomas
visu laiku cikliski atkartojas téze par to, ka maksliniekam neko nevajag, vina
nostajas pret patérétajsabiedribu, bet taja pasa laika ir nolasama absoluta
bezspéciba kaut ko risinat, izdarit, lai $adu idealo dzives modeli sasniegtu.
Tik pat mulsinoss un reizé saistoss ir Delles komentars par savu gleznotajas
sutibu: “es jau nesaku, ka man patik gleznot! Bet bez gleznosanas es nevaru,
tad man ir jamirst” (Gritans 2018). Isteniba Delles personibu, makslinieces
esibu var zinama meéra pielidzinat Viduslaiku amatniekam, kur§ sevi par
makslinieku neuzskata, bet vienkarsi ar savu darbu kalpo Dievam.
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2. att. Biruta Delle “Kur$ oltvu darza bij lieks” (1977, a.,e.,143x178, LMS)
Foto: Guntars Gritans.

Ir absoluta kalposana un sava ego pazeminasana. Un tomer, ik pa laikam
nak kada atklasme par apstakliem, kas liedz sasniegt ieceréto. Rutas (uzruna,
kas maksliniecei ir vistuvaka) viedoklis ir tads, ka cilveki var skatities vinas
makslu, bet vértét — tikai vina pati. Lai arT sada konteksta nereti sastopamas
pretrunas: vairakkart izskanéjuse Delles komentari par intervijam, filmam
un kritikam ir par to, ka apkartéjie nav vigu sapratusi, no ka var secinat, ka
Dellei sabiedribas viedoklis tomeér ir svarigs un, ka jebkuram maksliniekam,
vinal ir vajadzigs savas makslas novértéjums. Jebkura gadijuma, nepamanits
nepaliek komentars, ko vina saka rezisores Bruveres filma par to, ka kristiga
fraze ““Tavs prats lai notiek” vinai ir palidzéjusi pienemt un akceptet daudzas
lietas un notikumus sava dzive (Bravere 2000).

Ka jau konkrétaja petijuma mineéts, tad par konflikta klatbutni un,
loti iespéjams, ta iespéju virzit Delles gleznotajas attistibu var vairak runat
ka cilveka dazbrid garigo diskomfortu, kuru izraisa makslinieka dzivesveids.
Jo ari par pedéjo Delle runa ka par vienu no grutakajiem, kas gleznotajam
jaiemacas. Tomet, ja péta Delles gleznas un to vestijumu, tad ir konkréeti darbi
un tajos redzamie sizeti, kas liek pavisam konkréti apgalvot par makslas
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3. att. Biruta Delle “Pie spogula” (2014, a..e., 114x100, PK)
Foto: Guntars Gritans.

darbu ka savdabigu makslinieka gréksudzi. Pie tadiem noteikti pieskaitama
2014. gada glezna “Pie spogula”. Tiri simboliski Delle Seit vésta par
makslinieka pretrunam un nesaskanam ar sevi. Ari Seit sirrealistiskais
elements ir klatesoss: uz gridas noliktie divi veselie citroni sava spogulattéla
jau ir saskelusies. Spogulis ka cita realitate, kas parada to, ko makslinieks
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nepasaka. Ir nesaskanas starp izjatam un realitati, nolasams ickséjais konflikts.
Reflektéjot par pétfjuma minétajiem aspektiem, citéjot makslinieces
pardomas un analiz&jot gleznu véstijumus, var secinat, ka minétas konflikta
pazimes, disharmonija un situacijas, kad Delle nonak pretrunas pati ar sevi,
lauj apgalvot faktu, ka, iespéjams, bez siiekséja konflikta vina nespétu realizét
savasieceres. Delles gleznieciba, nav $aubu, ir viena no augstakajam virsotném
Latvijas maksla un kultara. Jau padomju perioda ar savu nepiesliesanos
socrealisma metodei un virzienam vina it ka nostajas pret savu laiku un taja
pasa laika vinas maksla neko tadu, kas butu pretruna ar rezimu, nevaréja
atrast. Delle gleznoja nepartraukti, atskaitot tos gadijumus, kad dramatiski,
biezi pat tragiski, notikumi personigaja dzivé ieviesa korekcijas un garakas
pauzes. Un, lai ar1 cik apolitiska vai Skietami vaienaldziga pret apkartéjo
pasauli Delle nebutu, ta gluZi tas nav. Jau minétaja glezna “Lidojosa Latvija”
Delle it ka netiesi un neuzbazigi runa par to, ka sava zeme un cilveki vigai ir
svarigi. To, ka ir velésanas péc mijiedarbibas. Tapat ar1 zimiga izskan fraze:
“Kaut tas muzs nebutu tik Iss un vairak varétu pastradat!” (Bravere 2000).
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Happiness Relay

Angelos Floros, Vasilis Alexandrou

Abstract

Happiness Relay is an installation that allows participants to engage
in individual or group performances. The installation highlights the binary
mode of western philosophy based on Aristotle’s dualism in contrast to
Plato’s ideas of equality and dynamic balance (Liu, 2019). It underlines the
violence faced by people worldwide, which is a steadily growing trend that
affects people’s daily lives. The installation welcomes visitors to a room
where silence illuminates the space and noise plunges it into darkness.
Their behaviour is digitised, leading participants to an oscillation between
symmetrical environments. A microphone detects sound activity. Silence
turns on the lights, but when it is violated then the lights go out. The sound
footprint of the space is recorded. The threshold of the microphone’s
sensitivity is a dynamic parameter that determines when the disturbance
condition will be applied. The algorithm trains the controller to decode
the degree of order and disorder of space and adjust the threshold. This
work aims to explore the concepts of stillness, confusion, and happiness.
Happiness Relay uses silence to monitor human stress and set a threshold
for the utopian and/or dystopian environment of our time.

Keywords: Binary environments, threshold, stillness, confusion, happiness

The idea for the installation Happiness Relay came from Vasilis
Alexandrou, who wanted to do a project around the subject of happiness,
highlighting silence as a key factor in managing a model of happiness.
According to his conception, visitors were to get directly involved in a
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performance. The installation puts the audience in tune with one another
so that they can become immersed in a stable environment of light or
darkness. An environment of confusion and constant disorder is formed
by the audience's oscillation between movement and stillness, which is
automatically shaped by the stroboscopic function of light. Key concepts
highlighted in the work are Happiness, Silence, Duality, and Stability.

Introduction

Since the late 1990s, and especially after the global economic
recession of 2008 (Grusky et al, 2011), the pursuit of happiness at both
individual and collective levels has once again become a major subject in
public discourse The nature of happiness and the possibility, or impossibility,
of its attainment are of perennial human interest, but it is only recently that
these ideas have given impetus to the development of such new disciplines as
behavioural economics or even neuroeducation (Mora 2001). In this context,
it becomes clear why resilience and other personal qualities deemed essential
to happiness and individual life satisfaction are currently fostered in both
public and private sectors, which aim to improve individuals’ quality of life,
increase productivity, and contribute to personal achievement. A positive
psychological concept of happiness is considered vital for the upbringing
and education of individuals who are creative, happy to learn new things,
and socially responsible.'

Dealing with Happiness

For the philosopher Slavoj Zizek, the concept of happiness is
overrated. As he notes in a discussion initiated by The Guardian: Happiness
has never been important. The problem is that we don't know what we really
want. What makes us happy is not getting what we want. But to dream it.
Happiness is for the opportunists. So I believe that the only life of deep
contentment is a life of eternal struggle, especially struggle with ourselves.”
Indeed much ctriticism can be levelled at the way modern Western man has
structured the socio-economic model from which he attempts to derive what
is called in public discourse 'happiness’ An individual’s relentless search for
happiness may have profound adverse consequences contrary to the desired
outcome. In particular, as noted by many theorists, the pressure exerted
upon an individual to achieve ideal happiness may lead the individual to

"Naomi Hodgson, “The unbearable surplus of being human’ Happiness, virtues and the
delegitimisation of the negative”, Journal of Philosophy of Education, 21 October 2022, https://
doi.org/10.1111/1467-9752.12708

2Slavoj Zizek, Guardian Web Chat, 6 OxtwBgiov 2014.
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mental and physical exhaustion. In the contemporary neoliberal world,
Ideal Happiness is often associated with the accomplishment of grandiose
goals, the acquisition of material possessions, and the constant striving for
success in every sphere of life.” Thus, people today spend their lives seeking
'ideal happiness), a fruitless pursuit that distances them from themselves and
prevents them from forming their own opinions on what happiness means
to them.

These considerations are at the heart of the installation Happiness
Relay, a project that attempts to encourage critical reflection on the concept
of happiness in its viewers. Happiness Relay is an ongoing project that draws
heavily on experimentation, exploring the interconnections between sound,
light, human behaviour, and emotional experience.

Harvard psychologist Daniel Gilbert discusses the meaning of
happiness in his Stumbling on Happiness', and offers an interesting
perspective on it. He suggests that humans have a tendency to misjudge what
will make them happy and often make inaccurate predictions about their
future happiness. According to Gilbert, happiness is a subjective experience
that arises from the fulfilment of our desires and expectations. He explains
that people's happiness is influenced by a variety of factors, including their
circumstances, relationships, and internal psychological processes. Gilbert
argues that happiness is not a fixed state but rather a dynamic and evolving
emotional condition. He suggests that our capacity for happiness is often
influenced by our ability to adapt to new circumstances and recalibrate our
desires and expectations. In essence, Gilbert's view on happiness suggests
that it is a complex and multifaceted phenomenon that is influenced by our
perceptions, expectations, and the ever-changing nature of our experiences.
He encourages individuals to question their assumptions about what will
bring them happiness and highlights the importance of understanding the
limitations of our ability to accurately predict our future happiness.
Throughout human history, art has been a means of exploring and
expressing the concept of happiness in various ways. Artists have used
their creative practices to reflect on happiness, challenge its conventional
interpretations, or depict life moments and experiences associated with joy
and contentment.

The iconic Cloud Gate, also known as The Bean, a famous sculpture
created by the British-Indian artist Anish Kapoor, can be seen as fulfilling
a similar function to that of Happiness Relay. Located in Millennium Park

*Colin Wright , “Hap?iness Studies and Wellbeing: A Lacanian Critique of Contemporary
Conceptualisations of the Cure”, Journal Current Cultural Research, Culture Unbound, topog 6,
2014: 791-813.

*Daniel Gilbert , Stumbling on Happiness, Vintage, 2007
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in Chicago, Illinois, the sculpture is renowned for its reflective surface
and unique shape. While the concept of happiness may not be explicitly
referenced in Kapoor's description of Cloud Gate, the sculpture itself has
a profound emotional impact on those who interact with it. The artwork's
primary purpose is to engage viewers and create a sense of wonder and joy.
Happiness Relay creates a constantly changing, unstable environment that
forces the audience to act collectively to avoid confusion. The installation
uses symbols and metaphors to explore the complexities of happiness. The
project aims to explore the human condition and to encourage its viewers to
reflect on the nature of happiness and its broader implications. The project
provides a space for dialogue and explores happiness through silence, inviting
the audience to engage with, and reflect upon, their own understanding of
this fundamental human emotion.

The Silence as an Artistic Practice Medium

In his artistic project Muted Tchaikovsky's 5th, Samson Young
utilizes silence and noise as a central element of the artwork. By presenting
a performance of Tchaikovsky's Symphony No. 5 without any music, Young
creates an intentional absence of auditory stimulation. Through the absence
of sound, Young draws attention to the historical and cultural silencing of
marginalized voices. By muting his music, Young metaphorically represents
the muting of Tchaikovsky's personal narrative, highlighting the impact of
censorship and societal biases.

The silence in Muted Tchaikovsky's 5th also encourages the audience
to engage with their own thoughts and perceptions. Without the distraction
of the music, one is prompted to reflect on the significance of silence itself, the
implications of censorship, and the role of sound in shaping our experiences
of art. It allows for a more focused and introspective experience, amplifying
the audience's awareness of their surroundings and personal reflections.

In our project, the use of silence serves to explore the subject of
censorship and its consequences. It creates a space for contemplation,
introspection, and critical reflection

Why Not Leave Them in Peace?

Happiness Relay is an installation that allows participants to engage
in individual or group performances. The project highlights the binary mode
of western philosophy based on Aristotle’s dualism in contradistinction
to Plato’s ideas of equality (Liu, 2019). Our project draws attention to the
violence faced by people worldwide, a steadily growing trend that adversely
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affects people’s daily lives. Happiness Relay uses silence to monitor human
stress and set a threshold for the utopian and/or dystopian environment of
our time.

Violence rooted in nationalism, racism, gender discrimination,
totalitarian ideologies, and economic inequality and exploitation leads to
interminable suffering. In his first film Why Do Things Get in a Muddle?
(1984), Gary Hill prophetically explores the dualities and conflicts of
society in the Information Age, characterized by individualism, increased
polarization of views, and intensification of the struggle for the survival of
the fittest rather than by concern for the improvement of the quality of life.

The installation invites viewers on a journey where silence and
happiness collide and interact, capturing the nature of human happiness and
our constant search for it. As its starting point, the installation encourages
the viewers to keep quiet, challenging them to focus their attention on their
individual behaviour and the behaviour of others through observation of the
whole. Viewers play an active role in the work as the installation responds to
their sonic behaviour. When the room falls silent, the installation is activated
and the word "Happiness" flashes on and illuminates the room.

This installation welcomes visitors to a room where silence
illuminates the space and noise plunges it into darkness. A luminous square
formed on the floor by LED strips identifies the position of the microphone
providing the required security to the visitors in blackout conditions (Fig. 1).
The central position of the microphone encourages people to move around
it along a circular path. The microphone records the volume of sound in the
room. A relay turns the lights on and off according to audience behaviour.
Even a barely audible sound gives the signal to the relay to shift from light to
darkness. The dynamic shifting of the audience between order and disorder
shifts the boundary of the two states in real time. A machine learning
algorithm uses a logarithm to define the new threshold of the system’s
sensitivity to sound and shape the transition from state A to state B and vice
versa. The threshold is related to the acoustic signals of human activities.
The relay opens and closes the electrical circuit controlled by the degree of
uncertainty of the system. The room is lit by a bright sign (made of LED
strips) that spells ‘HAPPINESS’.

The central narrative that the installation attempts to tell is based
on the production or non-production of sound. Viewers enter a darkened
room with the exhortation “KEEP QUIET". Viewers attempt to be quiet,
and succeed in activating the installation for as long as the silence lasts.
(Fig. 2) This means that the room is illuminated and a series of LED strips
forming the word ‘HAPPINESS’ becomes discernible. (Fig. 3) At the same
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time, a square formed on the floor by LED strips identifies the location
of the microphone as well as the area of action of the installation and is
transformed from marginally illuminated to fully illuminated (Fig. 4). The
sensitivity of the microphone interaction system as a strict controller will
detect any small noise and thwart any attempt to circumvent it even if the
visitors intend to maintain silence (Fig. 5).

The work aims to liken the concept of silence to that of happiness,
which, we are convinced, we must frantically pursue and achieve. The
behaviour of the participants in the installation creates the dynamics of order
and disorder , which shift in real time the boundary between the two modes.
A machine learning algorithm uses the logarithmic relationship between
information and uncertainty to determine the transition from state A to
state B and vice versa through the audio signal produced by human activity.
Ultimately, the interaction between the viewers and the system leads to the
continuous switching from "Happiness" to "non-Happiness", suggesting
that the search for lasting happiness is futile and reminding us of the value
of short moments of happiness in our lives, which the relentless pursuit of
lasting happiness may actually prevent us from noticing and enjoying,

The microphone is the tool that connects the viewer's experience
with the work. The sensitivity of the microphone to sound enhances the
contrast between silence and noise. As the audience tries to maintain silence,
even small noises, such as the sound of a visitor’s slight movement, cause the
illuminated sign to flash annoyingly like a flashlight, which creates a sense
of discomfort and confusion for the audience. The annoyance of the bright
flash, the reactions of the audience, and the overall interaction of the people
in the room make it difficult to achieve the "desired goal" of keeping quiet
and stabilizing the illuminated sign. Thus, the work offers a challenging,
emotionally charged experience, stimulating critical thinking and debates
about how we perceive happiness in the contemporary world.

Both the individual and collective efforts to maintain silence
highlight the ambiguous nature of happiness: our efforts to reach it often
prove inadequate or even futile. In conclusion, the viewer of the installation
can reflect on the concept of happiness, which in the contemporary
capitalist system has been equated with consumerism and the unproblematic
substitution of fictitious, manufactured needs for meaningful relationships
and real, deep-seated needs. The viewers of Happiness Relay are encouraged
to reflect on the futility of the perpetual search for happiness as achieving
ideal, lasting happiness is a project that is impossible to realize and sustain.

Happiness Relay creates an environment which exposes the
unsuspecting audience to the conflicting nature of happiness/misery. The
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participants roam in embarrassment. Their behaviour is digitised, leading
participants to an oscillation between symmetrical environments. The
microphone detects audible activity. Silence turns on the lights, but when
it is violated then the lights go out. A relay determines the switch from
light to darkness. The audio footprint of the participants' behaviour in the
room is recorded and digitised, and an algorithm is used to control the
light in the room. The system forms an environment of oscillation between
two symmetrical states of light and darkness, which is regulated by silence
and its disturbance. Silence lights up the room, while disturbing it leads to
darkness. The threshold that determines when the disturbance condition
will be applied is a dynamic parameter of the system. The algorithm trains
the controller to decode the degree of order and disorder of the space and
adjust the threshold.

This work aims to explore the concepts of stillness, confusion, and
happiness. Ultimately, the process of interaction between the participants in
the installation and the digital algorithmically controlled system, in which
symmetrical environments constantly switch from “Happiness” to “non-
Happiness” is interpreted as futile since it does not create sustained pleasure
for the visitors.

HFR.

Hellenic Foundation for
Research & Innovation

The Happiness Relay project is a part of the research program HAL (Hub of Artistic
Laboratories) of the Department of Audio and Visual Arts of the Ionian University.
The project Happiness Relay was created within the framework of the doctoral research
conducted by Vasilis Alexandrou at the Department of Audio and Visual Arts of the
Ionian University under the supervision of Assistant Professor Angelos Floros. The title
of Alexandrou’s doctoral thesis is "Political Art in the Digital Age". The research was
supported by the Hellenic Foundation for Research and Innovation (HFRI) under the 3rd

Call for HFRI PhD Fellowships (Fellowship Number: 5369).
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Fig. 1: General view of the space.

Fig. 2: General view of the space in ‘Silence’ mode.
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Fig. 3: ‘Happiness’ light signal.

Fig. 4: Audience interaction.

Fig. 5: Audience performance.
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Conflicting Methods in Art

Research: The Case of Julijs
Feders’ Painting

Sanita Bitko, Be. sc. ing

Abstract

Descriptive empirical methods, which are widely used in the analysis
of artworks in Latvian art history, often lead to results that are greatly
affected by the subjective experience of each researcher. Such research
methods in no way contribute to the factual accuracy of art research. A
purely descriptive approach to artworks should be supplemented by a more
exact research methodology.

This paper discusses the application of alternative, more exact,
methods in the analysis of Jualijs Feders’ landscapes. Field research and
such advanced technologies available nowadays as computer graphics and
digital topography allow us to employ new, more sophisticated, methods
to analyse works of art and to understand the artist’s creative process. The
19th century was an auspicious time for landscape painting, but the cultural
landscape of that time has not survived in Latvia, as it has been transformed
by industrialisation, urbanisation, and environmental degradation. Thanks
to new research methods, it is possible to identify the topography of the place
where Feders painted his iconic landscapes 150 years ago. Even though his
paintings help to form our vision of the landscape of that time, what they
depict is in stark visual conflict with the contemporary cultural landscape.

Keywords: research methods, field research, Julijs Feders, landscape painting
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Introduction

Julijs Feders (1838-1909) is one of the few Latvian painters of the
late 19th and early 20th centuries who worked mainly in landscape painting.
Already in the 1920s and 1930s, the painter came to the attention of art
researchers, and his biography and work have been thoroughly researched
and the results of the researches collected in several publications, the most
recent and voluminous of which was published in 2013 (Klavigs et. al. 2013).

Previous studies analysing landscapes painted by Julijs Feders in the
early period of his career have pointed out that they were realistic studies of
nature rather than imaginary scenes in the genre of Romanticism (Eglitis,
Lapins 1956, 16). In contrast, contemporary art historians contend that the
painter composed his landscapes according to the Romantic paradigm. They
point to the artist’s choice of such Romantic motifs as mountains, castles,
and ruins, which allowed him to create dramatic landscapes, depicting
the primordial power and grandeur of nature. They also refer to Feders’
studies at the St Petersburg Academy of Arts, where students were taught to
compose stylised , ‘ideal’ landscapes (Klavins 2013,178-182).

The researchers agree that the turning point in Julijs Feders’
landscape painting style can be traced back to the mid-1870s, but their
reasons for this dating differ sharply. Earlier studies of his art suggest that
after a visit to his former classmate Eugen Ducker (1841-1916) in Disseldorf
in 1875 Julijs Feders abandoned realistic studies of nature in favour of
landscape paintings influenced by the Disseldorf School of Romanticism
(Eglitis, Lapins 1956, 18). Nowadays, however, it is argued that Julijs Feders’
landscape paintings were originally executed in the style characteristic of
the Romantic movement and that later they became more, not less, realistic,
faithfully reflecting the natural environment (Klavins 2013, 185).

Thus, currently there are two contradictory interpretations of Julijs
Feders' landscape paintings, both of which are based on the use of descriptive
research methods. The aim of the article is to shed light on the controversy
through the application of those research methods that ensure more accuracy.

To provide an insight into the painting techniques used by Jalijs
Feders, we will start with an in-depth study of the teaching methods at the
St Petersburg Academy of Arts

The influence of academic studies on Jilijs Feders’ paintings

Julijs Feders studied at the St Petersburg Academy of Arts from
1857 to 1862 in the landscape painting class of Sokrat Vorobyov (Cokpar
BopobGnés 1817-1888), learning the specifics of the Italian landscape'
(Klavins 1988, 24).
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Until the eatly 19" century, it had been taken for granted that a
landscape painting was to be carefully composed to approximate the natural
environment it depicted rather than painted directly from life. (Moaesa,
bearorumn 1963, 121). Maksim Vorobyov (Makcum Bopo0Onés, 1787-
1855), who became the head of the landscape class in 1823, changed the
methodology of teaching landscape painting by insisting that his students
paint from life rather than compose their landscapes in the studio (Moaesa,
Bearorur 1963, 122). Prior to the changes introduced by Vorobyov, the
Academy had developed precise rules for painting landscapes or cityscapes.
For example, a landscape had to present a panoramic view of the scenery
in order to convey a sense of grandeur (Moaesa, bearorun 1963, 131).
Landscape painters were expected to identify the most important features
of a particular place and to depict them in a painting so as to give a clear
impression of the season and time of day represented in the artwork. In the
early 19" century, drawing and painting from life became an independent
teaching method at the St Petersburg Academy of Arts (Moaesa, bearorun
1963, 133). The 1840s marked a period of great change at the St Petersburg
Academy of Art. Art was perceived as a way of creating certain values, so the
artists’ skills and abilities, rather than their veridical representations of real
life, were considered of paramount importance. This view was also endorsed
by the Russian Emperor Nicholas I of Russia, who stated that the main
goal of artists was to perform their tasks precisely, rather than to reflect
reality or to express their attitudes to what was happening around them
in art (Moaesa, bearorun 1967, 33-35). Thus, before the radical changes
introduced by Vorobyov, art was separated from nature, and the Academy's
leadership believed that the basic task of landscape painting was to lead the
viewer into a realm of abstract ideas and idealised images of nature, which
did not require the empirical study of natural environments. If a landscape’s
aim is to represent a human being, then its study in real life is not necessary
either, because it is necessary to return to the classical ideal and proportions
(Moaesa, bearorun 1967, 53-54). After Maksim Vorobyov's death in 1855,
his son Sokrat Vorobyov, who had studied at the Academy from 1833 to 1839
took over the landscape painting class (Moaesa, bearorun 1967, 55). Sokrat
Vorobyov disagreed with the teaching methods and rules of the Academy,
but he alone was unable to fight against the system (Moaepa, bearorun
1967, 54). At the same time as Julijs Feders, Ivan Shishkin (Msau [Hurmkun
1831-1898), who was convinced that the main task of a landscape painter was
to study nature, studied at the St Petersburg Academy (Lace 1986, 38). After
entering the Academy, Ivan Shishkin devoted his considerable talent to

'Painters who had never been to Italy learned how to compose a painpinlg to resemble the Italian
landscape. It is assumed that it was after this kind of training that Jalijs Feders created/painted his
Latvian landscapes.
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studying the surroundings of St Petersburg by actually visiting them rather
than learning about them from visual or literary sources. In 1860, both Julijs
Feders and Ivan Shishkin painted natural scenery on Valaam island (Eglitis,
Lapins 1956, 10).

A review of the changes in teaching methods at the St Petersburg
Academy of Arts over an extended period is useful, yet not sufficient to
allow us to make definitive conclusions about Feders’ approach to landscape
painting. At the time when Julijs Feders was studying at the St Petersburg
Academy, teaching methods did not formally include nature studies, which
supports the assumption that Jalijs Feders composed his landscapes in the
studio rather than painted them out of doors. Sokrat Vorobyov, as an artist,
grew up under the wing of his father's ideas and, as mentioned above, did
not agree with the new order. Contemporaries described Sokrat Vorobyov
as an incapable artist and teacher (Klavins 1988, 24). Even though formally
Sokrat Vorobyov worked according to the established teaching methods, in
actual practice he did not oppose his students' ambition to create landscapes
by studying nature, which may have given the impression of his being an
‘incapable’ teacher. Thus, it is not clear to what extent Julijs Feders’ painting
style had been influenced by his studies at the St Petersburg Academy. We
can only hypothesise that the desire of his contemporaries and teachers to
study nature could have had a much greater impact upon his approach to
landscape painting than the formal changes in the teaching methods.

Research into the teaching methods of the St Petersburg Academy
in the 19" century does not provide unequivocal answers to the question
of Feders’ style. The memoirs of Julijs Feders’ son, Georgs Feders tell us,
however, that his father often went to paint out of doors (@eaaepc 1969,
09). For this reason, a field research method has been used in the current
study to locate the places Feders painted and to determine the accuracy of
the correspondence between the places themselves and their depiction in
Feders’ landscapes.

The study focuses on two landscapes painted by Julijs Feders:
Landscape with Storm Clouds (1873), which is currently attributed to the
Romantic landscape period in Feders’ career, and The Gauja Valley (1891),
which is attributed to the period when Julijs Feders’ style was becoming
more realistic. Both paintings are in the collection of the Latvian National
Museum of Art (LNMM).

Landscape with Storm Clouds

The field research method reveals that the painting Landscape with
Storm Clouds depicts a view of the Amata valley from the ‘Ainavu krauja’
(Ainavu Cliff), which can be clearly seen in the attached photograph.
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Comparing the two images (Fig. 1), it is possible to identify three
objects (marked by coloured arrows) thatindicate the location of the landscape
depicted in the painting in the natural environment and provide an insight
into the slight changes to the riverbed and banks that have occurred since
the painting was created.
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Fig. 1. On the left: Julijs Feders, Landscape with Storm Clouds (1873). Oil on canvas, 91 x
122 cm. (LNMM collection no. VMM GL-22). On the right: Photograph from the Ainavu
Cliff (S. Bitko personal archive, 30.01.2022). The images are supplemented by arrows.

The Red and the Green Arrow

Today, the site marked with the red arrow houses the hydroelectric
power plant (HPP) ‘Karli’ reservoir and dam. Thanks to the dam, built in
1925 (Fig. 2), the site is still clearly visible from the Ainavu Cliff as it is not
covered by trees. (Pétersone, Stepins 2019, 373-383)

One of the most beautiful rock outcrops, the ‘Varaviksnes iezis’
(Varaviksnes Rock) (Fig. 2), is located next to the current HPP ‘Karli’ and
can also be seen on the left side of Julijs Feders’ painting (Fig. 1., marked with
the green arrow). The rock formation is still partially visible today.

The Blue Arrow

The place marked with the blue arrow is nowadays more difficult
to identify. 150 years ago, a large rock outcrop was visible there, which
corresponds to the location of the present ‘Bizenes iezis’ (Bizenes Rock). It is
now harder to see, having become smaller and overgrown with trees. So far, it
has not been possible to find detailed photographs of how the rock and the
Ainavu CIliff itself looked before the 20™ century. The eatliest photographic
negatives with a view of the Ainavu Cliff in the National History Museum
of Latvia collection date back to 1928 and show a cliff which looks like the
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Amatas krasts pie Karlu spékstacijas.

Fig. 2. Hydroelectric power plant ‘Karli’ (photo from www.zudusilatvija.lv).

one seen today (Fig. 5). The erosion of the clayey part of the Bizenes Rock
is likely due to the changing climatic conditions. However, to determine the
exact nature of its transformation would require a more in-depth study of the
historical and geological evolution of the site.

The Amata Landscape Park was established on the banks of the
Amata River at the end of the 18" century. Peter Christian von Sievers (1754~
1827), brother of the owner of Karli Manor, Karl Eberhard von Sievers
(1745-1821), played an important role in its creation (Pétersone, Stepins 2019,
46). In an 1815 travelogue, Gotthard Tobias Tielemann (1773-18406) writes the
following about the place: “Until 30 years ago, the surroundings were a real
thicket. Count von Sievers of Césis, a man who understood the great meaning
of nobility and beauty, discovered the attractive surroundings on his walks
and drew the attention of his brother, the owner of the manor, to them. The
landscaping work soon began, with the Count’s wife, née Obermann (1756-
1787) from Leipzig, taking an active part in it” (Pétersone, Stepins 2019, 50).
The owners of the manor appreciated the beauty of the natural landscape and
carefully complemented the surroundings by creating footpaths, an artificial
waterfall, and romantic resting places. The beautiful landscape park at Karli
Manor was an outstanding example of the landscaping architecture of its time
(Petersone, Stepins 2019, 51). The park was laid out in the English style, which
had been introduced to the Russian Empire at the end of the 18th century.
The English concept of gardens and parks required the preservation of what
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nature had created. Fallen trees had to remain where they were and grow
moss. Clearing certain areas could only be conducted while preserving the
pristineness of nature (Pétersone, Stepins 2019, 46). Karli Manor landscape
park became a popular tourist destination and was immortalised in the works
of several artists of the time, including the rock depicted in August Matthias
Hagen's watercolour, called Sofia's Seat (Fig, 3).

Fig. 3. Rock at Karli Manor, Sofia’s Seat. Watercolour by August Matthias Hagen. 1843
(Photo from: Pétersone, Stepins 2019, 57).

By comparing this image with the topographic map, it is possible
to identify the only deep ravine that remains today (marked: Fig. 4 with the
blue circle and Fig. 5 with the blue arrow)

This is the site of the Bizenes Rock, on which Sofia’s Seat was
located. In the past, it was called ‘Ash Hill’ on Swedish maps (Pétersone,

Cr

Fig. 4. Ravine, marked with the
blue circle.
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Stepins 2019, 57). Even though today this rock is crumbling and looks
quite diminutive (Fig. 5, marked with the red arrow), it must have been
much larger if we lend credence to Hagen's watercolour. Its inclusion in the
topographic map of the area also indirectly confirms its considerable size in
Hagen’s artwork.

Fig. 5. Bizenes Rock (S. Bitko personal archive, 30.01.2022).

Over time, the owners of Karli Manor changed, and later visitors
describe the walking paths as overgrown, unkempt and difficult to navigate
(Petersone, Stepins 2019, 190).

Their descriptions are more representative of the landscape in Julijs
Feders’ painting, which celebrates the wildness of nature, than of its state
today or in its 1928 photographs, where it appears as a bare, continuous rock
outcrop, almost completely devoid of trees.

The clue to its transformation lies in the historical events of the First
World War, when the military commanders of the Russian army established
the Wenden defence line in the surroundings of Karli Manor to protect
against German attacks in 1916. A branch of this defence line actually
crossed the territory of Karli Manor: “Long trenches and bunkers were
dug for military use; these were also located on the steep sandstone slopes
of the estate's landscape park. The timber for the trenches and bunkers was
obtained by felling trees in a large part of the park. Even though no
battles were fought here, the construction of the defensive line significantly
damaged the landscape around Karli Manor..” (Pétersone, Stepins 2019,
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283). As the war continued, the Russian army retreated to the Wenden By measuring and analysing the relief on a topographic map and taking into
defence line. The surroundings of Karli Manor experienced the retreat of the account the location where Julijs Feders stood while painting the landscape, it
soldiers, the flood of refugees and the pillage by deserters and marauders. The is possible to determine the centre of the composition, the highest peaks, and
beautiful surroundings were transformed beyond recognition (Pétersone, the location of the river. Using the same method, it is possible to mark these
Stepins 2019, 288-290). After the war, as part of the reconstruction work, locations on the painting, determining the correspondence between their ar-
a large part of the forest was cleared. About 1940 cubic metres of forest tistic depiction and their position on the topographic map (Fig. 6). From the
were felled to pl‘OViClC firewood as well as 2000 spruce and pine IOgS for the measurements on the topographic map, it can be calculated that the furthest
fortress of Revele (now Tallinn). Historically, the Amata River valley, which point depicted in the painting is 1.2 km away.

is depicted in Julijs Feders’ painting and the cliff on which the artist stood

while painting the landscape have been permanently transformed. |
Additional verifications can be carried out to identify the site more

precisely using topographic maps.
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Fig. 6

Topographical division.

Top — division in the painting,
bottom - relief points on the
topographic map.

Fig. 7. (1): Julijs Feders, The Gauja Valley (1891). Oil on canvas., 101 x 173 cm. (LNMM
collection no.. VMM GL-23). (2): Photograph (S. Bitko personal archive, 25.03.2023).
The images are supplemented by arrows.
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The Gauja Valley

The real world location of the landscape depicted in The Gauja
Valley was also identified thanks to the field research method. It is located
approximately 7.5 km from the Ainavu Cliff downstream along the Amata
River, close to where the Amata flows into the Gauja River.

Examining Jalijs Feders' painting closely and comparing it with
the photograph (Fig. 7), it is possible to identify four objects, marked with
coloured arrows, which indicate the location of the landscape depicted in the
painting in the natural environment:

* Red arrow — the place marked with the red arrow is the Amata
River, which is currently overgrown with trees and not easily visible.

* Blue and green arrows — both arrows point to the vertices whose
location coincides in both the painting and the photograph.

* Orange arrow — indicates a wet spot at the bottom of the hill. Julijs
Feders painted water on this spot. At the time the photo was taken, there
was still snow which had not melted, indicating a wetter area.

* Foreground of painting and photograph — Julijs Feders painted
a landscape while standing on a mound. It looks different now, as a ski
lift (now closed) was built several years ago. Therefore, there are visual
differences in the relief of the painting in close-up.

Topographic maps can be used to determine the correspondence
between the painted site and the natural surroundings.

Fig. 8. Topographical division. On the left — division in the painting.
On the right — relief points on the topographic map from https://kartes.lgia.gov.lv/.
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The measurements were made using the same method as for the
analysis of Landscape with Storm Clouds. The centre of the composition,
the highest peaks, and the locations of the rivers are determined by the
measurements and the analysis of the relief on the topographic map, viewed
from the place where Julijs Feders stood while painting the landscape. Using
the same method, it is possible to mark these locations on the painting,
determining the correspondence between the painting and the map (Fig. 8).

Comparing the photograph with the painting enables us to see that
Julijs Feders depicted the river most freely and inaccurately. Identical river
bends to those depicted in the painting can be seen in the river Gauja, but
its closest point is more than 2 kilometres away from where the artist was
standing, while its furthest point is 3 kilometres away, which the artist could
not have seen from his vantage point, yet he depicted it in the painting.
Rivers change their course over time, however, as can be seen by analysing
the riverbeds (Fig. 9, the river bend is marked by a blue line).

Fig. 9. Former riverbed. Map
from https://kartes.Igia.gov.lv/.
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It is possible that the river depicted is not the Gauja, but the Amata,
which has changed its course over time, as can be seen on historical maps.

o
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Fig. 10. On the left — the map from 1839 ‘Specialcharte von Livland’. On the right — the
map from 2023. (Maps from the website https://vesture.dodies.lv/ ).

Both maps (Fig. 10) show one and the same region, half of it on the 1839 map,
the other half on the 2023 map. The map shows that the course of the Amata
River has changed considerably from 1839 to the present day. In the 19 century,
the Amata flowed into the Gauja according to the visible riverbed (see Fig. 9 ,
marked with the blue line), which suggests that Julijs Feders depicted the Amata
and not the Gauja in the landscape The Gauja Valley.

In the painting, you can see a body of water painted with a light

Fig. 11.
Close-up of
the painting
The Gauja
Valley.
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line in the background (Fig. 11 , marked with the green arrow). Assuming
that the river in the foreground is the Amata, which is about 1.2 kilometres
from the artist's viewpoint, this body of water must be the Gauja. This
conclusion is also supported by field research, which compares the objects
in the painting Landscape with Storm Clouds with the measurements on the
topographic map and shows that the objects in the background are also at
an identical distance.

This observation allows us to draw another conclusion in favour of
Julijs Feders’ realistic method of painting landscapes, which he had learned
while studying at the St Petersburg Academy of Arts: the landscape captured
in the artwork is depicted as close to real life as possible.

Conclusions

The method of field research has helped to identify the locations
of the landscapes in the two paintings in the real world and to conclude
that Feders did not compose them in the studio or construct them by
artificially piecing together fragments of a landscape characteristic of Latvia,
as indicated in recent studies, but painted them directly from life, depicting
them as realistically as possible. Only two of Jalijs Feders' paintings are
included in the current study, but they are not the only ones from which it is
possible to identify the artist's point of view.

The study reveals that the painter created the landscape The Gauja
Valley much more freely and not as close to reality as Landscape with Storm
Clouds. After identifying the painted landscapes in the real world, it can
be concluded that Julijs Feders was a realist painter and depicted nature in
a direct and unmediated way. His works reflect the methods of landscape
painting developed and introduced by Maksim Vorobyov at the St Petersburg
Academy of Arts: that is, the landscape should provide a panoramic view of
a place, so that the viewer can feel the grandeur of nature. The cultural
landscape captured in Julijs Feders’ paintings is an invaluable documentary
testimony to the natural environment of Latvia, and more specifically
Vidzeme, in the second half of the 19" century.
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The Impact of Global Processes
on the Ethnic Composition and
the Creation of a New Type
of Population and Cultural
Environment in Courland
Starting From the 9th Century

Silvija Ozola

Abstract

The Cours, the western group of the Balts, created a fortified
settlement at the mouth of the River Dange, where it flows into the Curonian
Lagoon. The Early Viking Age from 793 to 891 AD followed large-scale
migrations, and Scandinavian seafaring warriors began conquest and trading
along great river trade routes in Eastern Europe. The Cours expelled Vikings
from their Seaborg colony, which had existed until 850, and moved north.
They acquired counties inhabited by the Baltic Finns, later ancestors of the
Livs, and installed inland hillforts in the Abava River Basin after the 10th
century. Part of the Finno-Ugric indigenous people left the ethnically mixed
Courland Peninsula, where the Cours dominated and created a heterogeneous
population. A new cultural space emerged.
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Research object: the population and culture of the Cours in Courland.
Research goal: analysis of the ethnic indigenous population and cultural
environment in Courland in the pre-German period.

Research problem: the population and culture of indigenous Latvians
have not been sufficiently studied.

Novelty: analysis of conflict as a catalyst for qualitatively new cultural
changes of the medieval population in Courland.

Methods: analysis of documents, cartographic materials, studies of
published literature, an inspection of hill-forts, and photographic evidence.
Keywords: Courland, Cours, cultural space, ethnic indigenous population,
hill-fort

Introduction

Starting from the Paleolithic, the prehistoric overland Steppe Route
through the Great Steppe became an active predecessor of the Great Silk
Road (Latin: Via serica, Latvian: Zida ce]s, Italian: Via della seta; about 114—
1450s AD), which economically, politically, and culturally connected Central
Europe, East Europe, West Asia, Central Asia, East Asia, and South Asia
in ancient times and the Middle Ages. From 6400 to 3500 BC, Proto-Indo-
Europeans lived in the Pontic—Caspian Steppe extending from present-day
Northeast Bulgaria and Southeast Romania, through Moldova, and South
and East Ukraine, through the North Caucasus, or Ciscaucasia, and into
the lower reaches of the Volga. The Pontic—Caspian Steppe, formed by the
Caspian and Pontic steppes, extends across Eastern Europe to Central Asia,
stretches from the northern shores of the Black Sea (the Pontus Euxinus of
antiquity) to the northern area around the Caspian Sea, where it ends at the
Ural-Caspian narrowing, which joins it with the Kazakh Steppe in Central
Asia, making it a part of the larger Eurasian Steppe, also called the Great
Steppe. Around 6200 BC, the first hunters’ and fishermen’s camps appeared
in the Lower Volga. Baltic tribes who had not yet been subjugated lived in
the Valdai Hills and knew that the Volga River, which begins here and flows
into the Caspian Sea, is very long. It takes a long time to travel along it, and
at first, this river was called Ilga /long/. The name Volga may be of Baltic
origin. The Valdai Hills whose name Valdai originated from the Baltic word
valda, valdit /to rule/ indicated the strategic importance of the highlands.
Here the Volga, the Dnieper, the fourth-longest river in Europe, which
flows into the Black Sea, and the Daugava, which flows into the Baltic Sea,
start their course. The Russian name Boara as Baara, BOATABIE /moistute,
wet/ comes from the Proto-Slavic word Vblga. Archaeological data show
that the Baltic people or the Balts were differentiated into Western, Eastern,
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and Dnieper Balts who lived northwest and north of Iranian or Iranic
peoples, a diverse grouping of Indo-European peoples and Scythian nomadic
tribes. The concept of the Dnieper Balts covers Baltic cultures in areas of
the upper reaches of the Dnieper and Oka rivers and the Middle Daugava,
which are located in present-day Belarus, Ukraine, and the Russian Federation
(Vitkanas, Zabiela 2017, 25). Now, the Balts as one of the most ancient people
in Europe preserve the very beginnings of Indo-European languages in their
Baltic language family and culture (Bunkse 1994, 5).

The Neolithic cultural phase developed through contact with
eastern hunter-gatherer cultures. At the end of the 7" or beginning of the
6™ millennium BC, pottery first appeared in the forest-steppe and forest
zones of Eastern Europe (Smolyaninov et al. 2017, 192). Around 5500 BC,
eastern types of pottery reached the Eastern Baltic region, expanding from
the Dnieper to the northwest, generating the sparsely decorated Dubiciai
pottery, evolving later into the Neman culture and influencing North
European regions from the Eastern Baltic culture, or Narva culture named
after the Narva River, to the hunter-gatherer, fisher, and pottery-maker
Ertebolle culture concentrated from 5300 to 3950 BC in South Scandinavia.
The Narva culture was a European Neolithic archaeological culture,
that from 5300 to 1750 BC existed in areas that are now Estonia, Latvia,
Lithuania, and former East Prussia, extending into the adjacent regions of
Poland, Belarus, and Russia (Vybornov et al. 2015).

After 5000 BC, humans and their domesticated animals arrived in
the Lower Volga area and moved northward up the Volga and southward
into the steppes of Ciscaucasia in Eastern Europe on the natural border
between Europe and West Asia, to which inhabited sites of the Middle
Volga extended. After 4500 BC, sites of the Lower and Middle Volga
merged into one unstable archaeological culture. The Karamyshevo culture
was prevalent throughout the first half of the 5" millennium BC in the
southern periphery of the Upper Volga and it was connected with the Valdai
and Volga-Oka groups that formed the Upper Volga culture (Smolyaninov
et al. 2017). Tribes related to the Yamnaya cultural-historical community
occupied areas stretching from the Southern Urals in the east to the
Dniester River in the west, and from Ciscaucasia in the south to the Middle
Volga region in the north. The Yamna(ya) culture (3300—-2600 BC), also
known as the Pit Grave culture or Ochre Grave culture, was predominantly
a nomadic pastoral culture with elements of hoe farming near rivers and at
some hillforts, and it developed an economy based upon animal husbandry,
fishing, foraging, and the manufacture of ceramics, tools, and weapons in
the region between the Southern Bug, and Dniester Rivers, and rivers of
the Ural geographical region, which is located around the Ural Mountains,
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between the East European and West Siberian plains. It is considered a
part of the Eurasian Steppe, extending approximately from the North to
the South. The border between Europe and Asia runs along the Eastern
side of the Ural Mountains. Between 3000 and 2500 BC, populations
derived from individuals assigned to the Yamna culture migrated out of
their steppe homeland eastward to the Altai Mountains, a mountain range
in Central Asia and Eastern Asia, where many rivers have their headwaters,
and westward into the Great Hungarian Plain and Southeastern Europe.

In Southeastern Europe, one of the oldest, most influential, and most
important cultures among the early civilizations to develop copper tools,
advanced architecture, and a writing system was the Danube Valley Civilization
(Fig. 1). It developed between 5500 and 3500 BC in an area stretching from
the Northern Balkans to present-day Slovakia (South to North) and from
Croatia to the cultural region of Dacia in present-day Romania (West to East).
All this occurred while most parts of Europe were in the Stone Age, and
advanced development was nowhere to be seen. The Danube River became a
pathway for invasions and navigation, and c. 4500-3500 BC, trade took place
with quite distant regions. A Lithuanian archaeologist and anthropologist
Biruté¢ Marija Alseikaité-Gimbutiené (1921-1994) coined the term ‘Old
Europe’ to describe a relatively homogeneous Neolithic and Bronze Age pre-
Indo-European culture in the Lower Danube Valley.

Nomads of uncertain origin came from the East European forest-
steppe, which stretches from the Ural Mountains and crosses Eastern
Europe, and through the historical region Povolzhye /along the Volga/
reached the central part of present-day Ukraine, invaded the region of the
Danube River and came into the Balkans c. 3500 BC. In 3100-2600 BC,
the Yamna culture expanded into the Danube River Valley. According
to Gimbutiené, Proto-Indo-European-speaking horse-riding pastoral
nomads who brought with them patriarchy and violence from the Pontic-
Caspian Steppe invaded ‘Old Europe’ and destroyed it. From the first half
of the 3 millennium BC to the mid-3* millennium BC, cattle breeders’
temporary sites were spread throughout areas of the Yamna culture (Fig. 1).
Gimbutiené linked the Yamna culture to the late Proto-Indo-Europeans.
In her opinion, an area of the Yamna culture was the territory, where
Proto-Indo-European languages spread along with the earlier Sredny Stog
culture. The people of the Yamnaya culture lived primarily as nomads, and
they were closely connected to Final Neolithic cultures, which later spread
throughout Europe and Central Asia, as well as the peoples of the Sintashta,
Andronovo, and Srubnaya cultures (Fig. 1). In 2018, researchers identified
the Yamna culture as the most likely candidate for the culture that gave rise
to some Indo-European languages, which then spread throughout Europe.
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Currently, the Yamna culture is associated with Indo-Iranians or Aryans
(Latvian: ariesi) as speakers of Indo-Iranian languages. The Proto-Iranians
are believed to have emerged as a separate branch of the Indo-Iranians
around the mid-2"¢ millennium BC. The Proto-Indo-Iranians, from which
the Indo-Aryans developed, are usually identified with the Sintashta culture
(2100-1800 BC) and the subsequent Andronovo culture flourished from 1800
to 1400 BC in the steppes around the Aral Sea, and their homeland with the
Eurasian Steppe region that borders the Ural River in the west and the Tien
Shan in the east. The Proto-Indo-Aryans split off from the Iranians around
1800-1600 BC, moved south through the Oxus Civilization, also named the
Bactria-Margiana Archaeological Complex (BMAC) or Culture, south of the
Andronovo culture, borrowing some of their distinctive religious beliefs
and practices from the Bactria-Margiana Culture, and then migrated further
south into Northwestern India and the Levant, which was a large area in
the Eastern Mediterranean region of West Asia, Ancient Egypt, and Cyprus.
The Bactria-Margiana Culture (Fig. 1) developed in southern Central Asia
and lasted from c. 2250-1700 BC until its decline c. 1700-1500 BC.

Probably between 2200 and 1900 BC, the Proto-Greeks arrived
at the southern tip of the Balkan Peninsula, moved south and gradually
displaced or assimilated the sea-faring people Pelasgians whose name was
given to the earliest inhabitants of the Balkans. Pelasgians, known as able
traders, sailed the Mediterranean Sea. Many features of Greek culture had
their originin in the culture of the Pelasgians. Greeks sailed along trade
routes from the Balkans in the north and Anatolia (Latin: Asia Minor) in the
east. These routes intersected on the large Island of Crete. The northeastern
part of the island was particularly suitable for farming, viticulture, and
horticulture. The supreme deity on Crete was the Mother Goddess imagined
as the defender of nature and the ruler of everything growing on the earth.
Cretans, separated from the rest of the Greeks, maintained contact with the
peoples of Egypt, the most powerful country in North Africa, and of the
countries in Fast Asia. Cretan art reflected their connections with Ancient
Egypt. Little by little, ideas about the greatness of a new god associated
with the Sun became predominant in the Cretan religion. Knossos was the
center of the cult of the dead, which gained a prominent place in the Cretan
wortldview. An independent union of four states ruled by dynasties was
established. The Cretans took a leading place among Greek tribes from the
last third of the 3 millennium BC to the mid-15" century BC (Blavatska et
al. 1979, 10, 36-37, 40, 48).

In search of new homes in the West, South, and East, one group of
Aryans, who were part of the Indo-European-speaking semi-nomads and had
built up their culture at least 3000 years BC, left their homeland before 2000
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BC. Indo-Iranian migrations occurred in two waves. The first wave consisted
of Indo-Aryan migration that took place through the Bactria-Margiana Culture
into the Levant, founding the state of Mitanni (c. 1500-1300 BC) in the
territory of present-day Northern Syria, and the migration of the Vedic people
to the southeast, through the Hindu Kush ranges into the Northern Indian
subcontinent. The Iranians dominated the Central Eurasian Steppe zone.
One of the three early civilizations of the Ancient Near FEast and South Asia
alongside Ancient Egypt and Mesopotamia was the Indus Valley Civilization
known as the Indus Civilization (Fig. 1). Just like Mesopotamia, which was fed
by the Tigris and the Euphrates, and Ancient Egypt, sustained by the Nile,
the Indus Civilization was nourished by a great river and its tributaries. The
Indus Civilization was known after its type site Harappa (Fig. 1) in the Western
Punjab region. It lasted from 3300 to 1300 BC and flourished from 2600 to
1900 BC along a system of perennial monsoon-fed rivers that coursed in the
vicinity of the seasonal River Ghaggar-Hakra. In pre-Harappan times, it was
the Sutlej River (Fig. 1) known as Satadru, the easternmost tributary of the
Indus River and called Sengekabaph upstream. It originates in the Tibetan
Plateau on the northern slopes of the sacred Mount Kailash in Western Tibet.
The currently accepted dates for the urban or mature phase of the Harappan
Civilization called Mature Harappan to distinguish it from the earlier cultures
and known as the Age of Integration are 2600-1900 BC. The term Harappan is
sometimes applied to the Indus Civilization. Late Harappan or the last phase of
the Indus Civilization lasted from around 1900 to 1300 BC. The major cities of
the Indus Civilization, such as Harappa and Mohenjo-Daro (Fig. 1), date back
to around 3300 BC and represent some of the largest human habitations of the
Ancient World. From 1700 to 600 BC when Mohenjo-Daro and Harappa had
already been abandoned, the early Indo-Aryan settlements flourished in an
ancient region of Gandhara centered around the southern part of the Kabul
River Valley (Fig. 1).
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Fig. 1. A Dutch psychologist and social worker interested in history, philosophy, and religion
Joshua Jonathan. The map of Indo-European Migrations (2007) for the research (2007)
of the American Professor Emeritus of Anthropology at Hartwick College, David W.
Anthony, and a detailed layout of settlements that belonged to the Indus Valley Civilization
during its mature phase from 2600 to 1900 BC created by the Scottish archaeologist Jane
R. Mclntosh (Anthony 2007; McIntosh 2007).

As 1500 BC approached, the old Indus Valley Civilization was almost
gone. The time was ripe for new people to take over the Indus River Valley.
Aryans who probably came from Central Asia had been steadily crossing the
Khyber Passin the Hindu Kush ranges for many years and settlingin the Indus

150



The Impact of Global Processes on the Ethnic Composition

River Valley, mixing with the local population engaged in farming before
the Aryan arrival. Part of a large Indo-European-speaking Aryan group
were nomadic herders and warriors who raised livestock and moved from
place to place. Originally, the name Aryan was given to people who settled
in the Indus River Valley and spoke an archaic Indo-European language.
Scholars who maintain that Indo-European speakers entered the Indian
subcontinent around the mid-2"! millennium BC speak of a ‘migration’
rather than an ‘invasion’ (Danino 2016, 209). After spending centuries as
nomads, Aryans began farming, which was important to their existence,
and appreciated the stable food and water supply in the valley. The Aryans
who invaded the Northern Indian subcontinent changed the local culture
in myriad ways, chiefly by introducing Indians to horses and cattle, Aryan
gods, and the language. Religion had a central place in Aryan culture. While
Aryans left a lasting impact on the Indian subcontinent, the region changed
them as well. A Latvian artist, amateur historian, folklorist, archaeologist,
and leader of dievturiba /piety/ Ernests Brastins (1892-1942), one of the
carly explorers of ‘Indian heritage’, which was widespread in the 1920-1930s
national-romantic outlook, believed that since the very beginning ‘Indian
heritage’ had been highly synergetic and a part of the Latvian dievturiba.
Indo-Aryan religious and philosophical teachings, mainly the philosophy
of Vedanta, constitute the deep foundation of dievturiba (Brastins 1925,
32). Even before the registration of the organization in 1925, a kind of
manifesto Latviesu dievturibas atjaunojums /The Restoration of Latvian
Dievturiba/ was composed by Brastins and published with the subtitle ‘A
Brief History, Wisdom and Praise’. The author of the manifesto (possibly
Brastins himself) found Hindu parallels to all Latvian folklore characters
and deities. It is an example of the search for Latvian-Indian historical and
cultural unity (Ryzhakova 2019, 175-176).

Research goal: analysis of conflict as a catalyst for the creation of a
qualitatively new type of population and cultural environment in Courland
in the pre-German period. The main tasks: analysis of global historical
events and processes that contributed to the migration of the Aryans;
analysis of the distribution and settlement of the Baltic tribes in Central
Europe; analysis of circumstances that contributed to the Curonians’ arrival
on the Curonian Peninsula. Key steps to achieve the goal: first, analysis
of the impact of human migration on the movement of the Balts; second,
analysis of the impact of Viking activities on the lives of the Western Balts;
third, analysis of the circumstances in Courland that influenced the ethnic
composition of its population in the pre-German period.
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Distribution of the Aryans and Baltic Tribes in Europe

A movement of the Indo-European peoples began, and Indo-
European-speaking people arrived in the fertile lands of the Kizilirmak
River Valley to the northeast of Mesopotamia and inhabited Anatolia from
about 1700 to 1200 BC. By the eatly 2™ millennium BC, descendants of the
Proto-Indo-Europeans had spread out across Eurasia, including the ancient
Anatolian people Hittites (Latin: Hetthaei, Latvian: heti), the linguistic
ancestors of Mycenaean Greece who were engaged in animal husbandry
and formed one of the first major civilizations of West Asia. The Hittites
had inhabited and ruled the central Anatolian region until the beginning
of the 2™ millennium BC. Scientists have attributed the invention of iron
smelting to Hittites, whose success in farming was based on the advantages
of a monopoly on iron-working at the time. They were the first to make iron
tools and weapons. Thanks to this technology, they successfully subjugated
large territories (Blavatska et al. 1979, 40). Aryans were a great ancient
Baltic people who also came from the oldest areas of Neolithic culture
and had preserved very ancient characteristics of the original language,
which were not retained in the other branches of the same linguistic family.
Their pathway to Anatolia might equally have been through Thrace and
Wallachia, and what are now Moldova, Romania, and Bulgaria, rather than
the Caucasus Range (Chatterji 1968). Indo-Europeans entered the Balkans
around 1300 BC. The Aryans, perhaps, nomadic northerners from Central
Asia, by 1000 BC were some of the ancestors of the Greeks and extended
control over a very large region.

About 1000 BC, the Thracians and the Indo-European people
Dacians began developing from Proto-Thracians descended from a
purported mixture of Proto-Indo-Europeans and early European farmers,
arriving from Asia and Africa through Anatolia. It is believed that the
Dacians inhabited Dacia and the Carpathians from as early as the middle
of the 2™ millennium BC. The name Dacians, which became a generalized
ethnonym in the works of ancient authors, refers to a tribe settled in intra-
Carpathian lands. Intra-Carpathian Dacians entered the world stage as
a result of the events that had considerable politico-military importance.
These events encompass the founding of the Roman Kingdom (753-509
BC) and the city of Rome, which began as a small settlement, traditionally
dated to 753 BC, and grew into the polity of Rome, which came to control its
neighbors through military strength. In the 7" century BC, the Ostia Road
(Latin: Via Ostiensis, Italian: via Ostiense) began in Rome and reached the
important Ostia Antica seaport in the center of the Italic Peninsula.

Thracian culture gave rise to Dacians, Gets, and several other
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smaller Thracian tribes. The Dacians and Gets spoke the same language,
just as Gets and Thracians did. The terms Getae and Dacian were treated
as synonymous and often used interchangeably by authors of antiquity.
According to Herodotus, in their religion, the Gets differed from other
Thracian tribes. Some scholars claim that the Latin name Getae was the
Greek appellation for the peoples, and Dacia was Roman. Based on the
assertions of ancient authors, Romanian historiography has invented an
artificial formula ‘Geto-Dacians’ or ‘Daco-Getae’ to suggest that the two
ethnonyms were identical or similar. In the 7" century BC, the Gets came
into economic and cultural contact with the Greeks who were establishing
colonies on the Western coast of the Black Sea.

Thracian tribes inhabited large territories, including parts of Thrace
(now Bulgaria and European Turkey), Macedonia (9" century BC-146 BC),
which had been a small kingdom before the 4" century BC, Beotia or
Boiotia, Attica, an ancient region Moesia south of the Danube, and Dacia
(Fig. 2) bounded by the Danube in the south. South Thrace encompassed the
fertile valley between the mountain system Rhodope, the coast of the Sea of
Marmara, as well as the coast of the Aegean and Black Seas. North Thrace
was defined by the Danube, the Carpathian Mountains, and the adjacent
western end of the Pontic-Caspian Steppes. Indo-European-speaking
Thracians spoke the Thracian language, which is now extinct. Studies prove
the closeness of their language to the Baltic languages. Although Thracian
tribes were very numerous, their ethnic origin has not been ascertained.
A Greek philosopher, theologian, and poet Xenophanes (c. 570-478 BC)
of Colophon described the Thracians as ‘blue-eyed and red-haired’. They
followed a polytheistic religion and worshiped multiple deities, shared a
common culture, and interacted with the neighboring Greeks, Persians,
Scyths, and Celts. According to the Greek poet Homer whose life dates
back to the 87" centuries BC (sometimes 9™ century BC), the Thracians
lived on the banks of the Hellespont Strait dividing territories of ancient
civilizations in Europe and Asia and creating a series of passages that
connect the Aegean and Mediterranean Seas to the Black Sea, and the Sea
of Azov known as the ‘Maeotian marshes’ or ‘Lake Maeotis’ (Latin: Palus
Maeotis, Lacus Maeotis). One of the world’s most strategic waterways moved
through the natural intercontinental strait of Bosphorus. Historically, the
Bosphorus between the Black Sea and the Sea of Marmara was known as
the Strait of Constantinople, or Thracian Bosporus to distinguish it from the
Cimmerian Bosporus or Kerch Strait on the Tauric Peninsula (now Crimea,
Latin: Crimaea, Chersonesus Taurica) known as Taurida (Fig. 2), and Tauris
in ancient times.
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Fig. 2. Nicolas Sanson (1600-1667), a French cartographer in the golden age of French
cartography from the mid-17" century to the mid-18" century; Melchior Tavernier (1564-
1641), a French engraver of Flemish descent. Map of the Fastern part of the Roman Empire,
where it covers modern-day Italy, Greece, Turkey, Israel, and the Middle East. North of the
Black Sea it shows Russia, Germany, and Eastern Europe in less detail. (Sanson 1637).

Ancestors of the Balts settled near the Elbe. It starts with numerous
small streams in the Giant Mountains and flows into the North Sea. A
watershed between the North Sea and the Baltic Sea runs along the Main
Ridge of the Giant Mountains, therefore one of its parts lies almost entirely
in the Elbe basin, and the other part belongs to the basin of the Oder River,
which begins in the Odra Mountains and becomes a major river of the
plains of Central Europe. Its mouth splits into three arms at the confluence
with the Oder Lagoon known as Szczecin Lagoon, or Pomeranian Lagoon
of the Baltic Sea. The Roman historian and politician Publius Cornelius
Tacitus (c. 56—120 AD) described for the first time an ancient people Astui
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or Aests (Latin: Aesti, Aestii, Aisti, Polish: Estowie, Estiowie, Aistowie,
Old English: Esti, Osti, Old Norse, Old Nordic or Old Scandinavian: Eistt,
Latvian: aisti) in his ethnographic work Germania in 98 AD. Aestian tribes
(Latin: Aestyorum gentes, Latvian: aistiesu ciltis) are considered ancestors
of the later Baltic peoples and represent the culture whose origin can be
found in the areas near the Elbe and the Oder. According to Tacitus, the
territory inhabited by the Aests, or Aryans, was located on the coast of
the Baltic Ice Lake, eastward of the Suiones (Swedes), and westward of the
Germanic people Sitones living somewhere in Northern Europe in the 1%
century AD. Swedes together with Goths and the North Germanic tribe
of Gutes inhabited the island of Gotland. Tacitus wrote that the Aests were
Goths’ eastern neighbors in the Lower Vistula region. The Vistula River
(Polish: Wisla, Latvian: Visla) along with many smaller rivers flows into
the present-day Gulf of Gdansk. The Old Prussian name Aistinmari and
the Lithuanian name Aistmarés for the closed bay of the Vistula LLagoon
appeat to derive from Aests and mari /lagoon or fresh-water bay/. This
shows that these areas had links with the Aests. Most likely, in his work
Germania Tacitus described the Prussians on their lands and Germanic
tribes outside the Roman Empire (Latin: Imperium Romanum,; 27 BC-395
AD). An Ostrogothic chronicler Jordanes, living in the eastern part of the
Roman Empire, wrote two works: one on Roman history (Romana) and the
other on the Goths (Getica), which is one of only two extant ancient works
dealing with the early history of the Goths. Jordanes made a reference to the
Aesti in his book De origine actibusque Getarum /The Origin and Deeds
of the Getae/ written in or shortly after 551 AD. His work is one of the
most important sources for the period of the migration of the European
tribes, and the Ostrogoths and Visigoths from the 3™ century AD. In the
description of the inhabitants of the Baltic Sea coast, Jordanes mentioned
the Aests subdued by the North Germanic tribe Geats called Goths under
the leadership of a Greuthungian Gothic King (c. 296-376) Ermanaric. A
Gothic Tribe that settled around the Black Sea, in the northern steppes, and
the forest—steppes began to be called the Greuthungi. At that time, the Aests
lived in the areas north of the Vistula Delta, inhabited by Vidivarii (Fig. 3).
In the book De origine actibusque Getarum, Ermanaric’s quotation, which
is the only remaining contemporaneous source that gives the story of the
origin and history of the Goths, places the Aests beyond the Vidivarii on
the Baltic coast.
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Fig. 3. Polish historian Stanistaw Sarnicki (about 1532-1597). Waterways on the map of
Eastern Europe. 1587 (Sarnicki 1587).

An ancient Greek historian and geographer Herodotus (c. 484—425
BC) mentioned for the first time the densely Prussian-inhabited region
Sambia or the Sambia Peninsula engaged in amber trade and called it ‘amber
land’. The OIld Prussian tribe Sambians inhabited a coastal area of the Baltic
Sea rich in amber and established contacts with foreign nations. A German
medieval chronicler Adam of Bremen (before 1050-1081/1085 AD) first
mentioned the name of this clan in 1073 AD. He calls them ‘the most
humane people’. West Baltic tribes Natangians, Pomesanians, Pogesanians,
Nadruvians, Bartians, Warmians, and Sambians got the common name
Prussians. The Galindians, whose name Galinda is thought to derive from
the Baltic word galas /the end/, alluding to the fact that they settled further
west and further east than any other Baltic Tribe, were mentioned in the
2" century for the first time. Galindians were two distinct Baltic tribes.
Most commonly, the term ‘Galindians’ refers to the Western Galindians
who lived to the southeast of the Prussians.

Presumably, soon after glaciers retreated to the north of Europe, the
western group of the Balts settled along the Neman River (Fig. 3), which
starts in the Minsk Upland and splits into a maze of river branches near the
Baltic Sea. In its lower reaches, the Neman divides into two tributaries, which
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flow into the Curonian Lagoon. It flows into the open sea to the east of
the hundred-kilometer-long narrow Curonian Spit, washed by the sea in the
west and the lagoon in the east. The spit extends to the Krante River in the
south. Rusné Island lies in the center of the Neman Delta. Its location lent
the fishermen’s settlement its strategic importance as a junction of several
trade routes.

According to the Chronicon terrae Prussiac /The Chronicle of the
Prussian Land/ written by Peter of Dusburg (Petrus 1326), the now-extinct
Baltic tribe Skalvians, who originally inhabited the Lower Neman area and
from the end of the 1* millennium BC until the mid-7" century AD lived
in Scalovia or Skalvia to the south of the adjacent lands of Curonia and
Samogitia and in the northeast between the Pasl¢ka and Daugava Rivers,
was assumed to have been related to Western Balts such as the Cours or
Curonians referred to as Cori and Choriin Viking Sagas, and more distantly
to the Prussians. Western Baltic culture covered this area. The Cours, the
western group of the Balts belonging to East Prussian culture, created a
fortified settlement of Pilsatene on a hill at the mouth of the Dange River,
where it flows into the Curonian Lagoon. The meaning of pilsats may be
derived from the Latvian word pils-sats/land of the yard belonging to the
fortress/, which came from the words pils /castle/ and sata, séta /farm,
fenced homestead/, and it means ‘the inhabited place, an area belonging to
the castle’ or simply an ancient town of Pilsatene. The Latvian word séta
indicates that a fence had a close connection with the structural unit of the
dwelling place — a yard. Thousands of years after the Last Glacial Period, a
road from the Lower Neman, also called Memel (Fig. 3), led to the fishing
village at the mouth of the Sventaja River. It is assumed that a market and a
port were there. In the eatly 2™ millennium BC, ancestors of the Balts from
Central Europe came to the territory of modern Latvia (Caune 1992, 39).
In the second half of the 1% millennium BC, economic growth promoted
an increase in population, and Western Balts, ancestors of the Cours, settled
on the edge of the Vartaja River Valley near the present-day village of
Krate. The oldest Curonian populated place at the Barta River was Apole, a
settlement populated since the 3™ century BC.

A trade route along the seashore provided traffic between seaports
on the Baltic coast and led to the Liv-inhabited Villa Liva and the mouth
of the Winda River (Latin: Winda, Latvian, Lithuanian: Venta), the main
waterway for traffic on the Courland Peninsula. The name of Winda came
from the Liv word veina means ‘river outlet into the sea’, ‘sea strait’, or
‘port’. The Winda flows through present-day Northwestern Lithuania and
Western Latvia and enters the Baltic Sea. Important population centers
developed on the banks of rivers. Soon after the Last Glacial Period, eatly

157

The Impact of Global Processes on the Ethnic Composition

inhabitants arrived on the beautiful banks of the River Winda’s larger right
tributary of Abava and in the valleys of its tributaries. A population cluster
arose near the Abava River. A road from the Neman Delta led along the right
bank of the Abava to the Lower Daugava. The Stone Age people lived in a
Kabele settlement (Latin: Cab(e)le or Kabilwen, Latvian: Kabile) on the bank
of the River Winda’s left tributary of Riezupe. According to the Lithuanian
linguist Romualdas Vytautas Rimsa (1937-2019), in the basin of the Abava
River, some place names such as the Curonian word Kabillen (German:
Cabillen or Cabyllen), come from the Old Prussian language. This Western
Baltic language belonged to the Balto-Slavic branch of the Indo-European
family of languages. Old Prussians, Baltic Prussians, or simply Prussians
(Old Prussian: prasai, German: Pruzzen, Prulfen, Lithuanian: prasai, Polish:
Prusowie, Latvian: prusi, Latin: Pruteni) were an indigenous tribe among the
Baltic peoples on the Southeastern Baltic coast between the Vistula Lagoon
and river waterways in the west and the Curonian Lagoon in the south. The
word Prisas /Prussian/ derives from the term for a body of water, which
is not surprising in a coastal region dotted with thousands of lakes, streams,
and swamps. The terrain to the south runs into vast wetlands of the Pripet
Marshes at the headwaters of the Dnieper River, which has been an effective
natural barrier. Max Ebert (1879-1929), a Professor at the University of
Koénigsberg, discovered Tojati settlement on about a half-kilometer-long strip
of land inhabited near the river from the first half of the 2™ millennium BC
until the mid-2™ millennium BC by distant ancestors of the Balts (Mugurévics
1977, 49), who engaged in animal husbandry. They practiced primitive
farming and differed from their Finno-Ugric neighbors, who were hunters
and fishermen. Artifacts found in the former settlement of Tojati on the
left bank of the Abava’s right tributary of Tojati show that ancient Balts had
come to live permanently on the banks of the Abava. Baltic and Finno-Ugtic
tribes lived side by side for more than 3000 years and formed an ethnically
mixed area in the Middle Abava region, and archaeologists still have little
material on the way of life and ethnicity of early inhabitants living here in the
1**millennium AD. Stone axes and builders’ tools from the 2°¢ millennium BC
to the beginning of our era have been found in Tojati, Grinupi, Jaunkrazini,
Sabile, Pavasari, Veckeikuri, Brinki, Dziras and elsewhere on banks of the
Abava and its tributaries create confusion (Mugurévics 1975b). Origins of
farming in the Varme Slope (Latvian: Varmes nolaidenums) date back to the
2" millennium BC. The ethnicity of inhabitants on the Abava’s left bank in
the 1°* millennium BC was known to be the Balts who maintained contact
with other Baltic settlements and regions (Mugurévics 1965).

Amber, flint, non-ferrous metals, glass beads, and weapons were
imported along the Valgale, Sabile to the northwest of Tojati, Kandava, and
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Vecmokas hillforts (Mugurévics 1975a), which became fortified residential
places on densely populated banks of the Middle Abava region (Mugurévics
1965). Granite stone battle axes found near Stende and the ten-metre-high
very steep-sided Kandava hill-fort called God’s or the Devil’s bed on the
Abava’s right bank belonged to a culture that had a very wide range of
distribution in Eastern Europe. A bronze axe with a sleeve similar to axes of
the 1** millennium BC used in the Prussian-inhabited areas has been found
in Sabile. An iron narrow-blade axe dating back to the 1* millennium BC
was found in an ancient Baltic settlement or cemetery near Tojati. Artifacts
excavated near Sabile show signs that can be found in the items of our
southern neighbors. In the 1% millennium BC, Baltic tribes inhabited a vast
region stretching from the Lower Vistula to the Upper Oka and the Dnieper
forest-steppe, where they had close contact with tribes from the Dnieper
region and with their Indo-European-speaking southern neighbors Thracians
who inhabited the northeastern part of the Balkans, Northwestern Anatolia,
and large parts of Eastern and Southeastern Europe (Mugurévics 1975a).
Battle axes of the ancient Balts were discovered in the upper reaches of the
Durbe and Tebra Rivers. Bronze axes found in the Durbe River near Cirava
and Laza hillforts date back to the 1% millennium BC (Mugurévics 1979),
and most closely resemble iron axes used at that time by tribes representing
Thracian Geto-Dacian culture in Dacia, ‘Little Scythia’ in the historical region
Dobrogea (Daco-Romanic: Dobrogea, Bulgarian: Aobpyaxa), Sarmatia,
Bithynia and Mysia in Northwestern Anatolia, Pannonia, and other regions
of the Balkans and Anatolia. During the 3™ century BC, the Scyths created
a kingdom (Latin: Scythia Minor) in the Lower Danube area of the Western
Eurasian Steppe and played an important part in trade along the Silk Road,
a vast trade network connecting Greece, Persia, India, and China, and
contributing to the prosperity of civilizations. Possibly, a place named Sabile
was a distant echo of the relations of Baltic tribes with people living in the
Lower Danube region. Different peoples lived here, including Greeks from
colonies near the Black Sea, the Indo-Iranian equestrian tribe Sarmatians,
Scyths, and Bastarnae (Panaite 2023, 67). Several linguists have made
conjectures about the etymology of the word Sabile. The Latvian linguist
and founder of Latvian scientific linguistics and baltology, Dr. Phil. (1912),
academician (1946), Professor Janis Endzelins (1873-1961) believed that the
place name Sabile was of Curonian origin and analogies could be found in
Old Prussian personal names Sabine, Sabune and in the Lithuanian place
named Saboniai. The Latvian linguist Ernests Blese (1892-1964) supported
the view that the place name Sabile was of Curonian origin. According
to Blese, in Indo-European languages, the root of the word sab- means
‘self-belonging’, therefore the word Sabile means independent accessory.

159

The Impact of Global Processes on the Ethnic Composition

Place names with the root sab- were found also in other areas inhabited by
Baltic tribes. A more plausible explanation of the origin of the toponym
was put forward by the Finnish linguist Valentin Kiparsky, who suggested
that the place name Sabile was characteristic not only of the West Baltic
tribe Cours but also of other Baltic tribes. From the archaeological point of
view, it appears that the toponym Sabile was introduced by the Baltic tribes
who came into contact with southern ethnic groups and the Thracians, who
engaged in farming, and animal husbandry (especially horse breeding) and
were described as ‘warlike” by the Greeks and Romans, who favored them
as mercenaries. Both Romans and Greeks called them barbarians since they
were neither Romans nor Greeks. Thracians’ primitiveness may be related
to their living simple lives in open villages. Even though Thracians were
perceived as unsophisticated by their contemporaries, they had an advanced
culture that was especially noted for its poetry and music.

A huge area stretching from the Black Sea to the Baltic Sea and from
the Vistula to the Volga (Fig, 2) came under the control of Baltic tribes who
promoted economic and intercultural contacts. They occupied the southern
part of a forest strip of the East European Plain and the northern strip of
the forest-steppe from the Baltic to the upper reaches of the Volga’s right
tributary of Oka. According to Biruté Marija Gimbutieng, the areas in the
West Baltics originally inhabited by Old Prussians and areas inhabited by the
Eastern Balts were much larger than we know (Gimbutiene 1994). In the
Early and Middle Bronze Age, Baltic culture covered a territory that, at its
maximal extent, stretched from Pomerania to the Oder Delta and from the
basin of the Vistula to Silesia in the southwest. The Dnieper Balts belonging
to the Daugava-Dnieper culture (Latvian: Dnepras-Dvinas (Daugavas)
kultara, Lithuanian: Dniepro-Dauguvos kultura; 8" century BC-4" century
AD) and Upper Oka culture (Latvian: Augsokas kultira, Lithuanian: Okos
aukstupio kultara; 700-100 BC) spread in the Oka River Valley. The Balts
belonging to the Yuhnova culture (Latvian: Juhnovas kultura; 7" century
BC-1% century BC) lived in areas of the Upper Oka and the Dnieper’s
left tributary of Desna flowing south along a marshy valley. The central
group of the Balts belonged to the culture widespread in areas of modern
Latvia, Lithuania, and Belarus. The highly distinguished Lithuanian Balticist
and expert on the Old Prussian and Indo-European languages, Vytautas
Juozapas Maziulis (1926-2009), believed that Balts and Slavs interconnected
when the common Baltic language had been differentiated into dialect
groups. The Slavs’ languages were similar to those of the Western Balts,
and in the 5"-2" centuties BC the Slavs had intensive cultural contact with
the West Baltic tribes and little contact with the German tribes and southern
neighbors (Sedovs 1977, 34-30).
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A Greek geographer and historian Strabo of Amaseia wrote
Geographica (around 7 BC-20 AD), which mentioned the Gets who
inhabited the banks of the Lower Danube and nearby plains, and who also
lived in the eastern part of Dacia, in the area close to the Black Sea, both
south and north of the Danube. Strabo also wrote that Dacians lived in
the western part of Dacia, in the region close to the historical region of
Germania (Fig. 2) in North Central Europe and the sources of the Danube.
The Getian and Dacian tribes were unified into the Dacian Kingdom,
whose actual territory changed throughout its existence between 82 BC
and the Roman conquest in 106 AD and came to be known as Dacia or
Getae-Dacia. At its peak in the early 2™ century AD, it occupied the territory
from the Danube Delta to the Austrian Alps in the west to the plateau of
Eastern Gall and the steppe of Dobrogea in the east. The Dacian military,
religious, and political center was moved to Sarmisegetusa, Sarmisegethusa,
Sarmisegethuza, or Sarmizegetusa Regia (possibly from the Geto-Dacian
stronghold at Argedava), and the guarding of the road to this center had an
important role. This fortress for state and civic functions was built over five
terraces, covering an area split into a residential district and a ceremonial
zone containing the largest Dacian sanctuaries, several rectangular temples,
an altar grouped on two large terraces, and a circular sanctuary (Milligan
2021). Sarmizegetusa Regia (abandoned in the 2™ century AD) comprised
six citadels built in the 1* century BC and the 1* century AD on top of a
1200-meter-high mountain summit. Six fortresses of the Orastie Mountains
were the core of the strategic defense system. Rome feared Dacia and had
difficulty conquering it.

The creation of Roman trade and military routes to the coastal areas
of the Baltic Sea

In the period of growth of the Roman state from 509 BC, Rome
developed from a city-state to the dominant force in the Mediterranean coastal
areas. The physical infrastructure, such as roads, was vital to the development of
the Roman Republic (Latin: Res publica Romana, Libera res publica Romana;
509-27 BC). It played an important role in the daily maintenance of civilians,
belonging to different nations and cultures and speaking different languages.
In the southern part of the Italic Peninsula, Romans started to build one of
the earliest Roman roads, the Appian Way (Latin, Italian: Via Appia), which
was named after a statesman (312-279 BC) and writer Appius Claudius Caecus.
He completed the first section of this military road constructed of straight
segments from Rome in a south-easterly direction to Capua north of Naples
on the northeastern edge of the Campanian Plain. The construction of this
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strategically important ‘Queen of all Roman roads’ or ‘Queen of the Long
Roads’ began in 312 BC (Benedictis et al. 2023, 4, 7). By 238 BC, Romans
controlled the central and southern parts of the Italic Peninsula. The Appian
Way was completed in 191 BC, and Romans had secured the south of the
peninsula.

The Romansmodernized the previously existingroadsand constructed
new ones to ensure good communication between the borderlands of the
Roman Empire and its inland provinces, and also with neighboring territories.
An integrated system of roads was established (Opreanu, Lazarescu 2016,
49-50). During the reign of the Roman Emperor (98-117 AD) Trajan
(Latin: Marcus Ulpius Trajanus), Romans started colonizing Dacia, which
was the third largest military power in Europe after the Roman Empire
and Germania, also called Magna Germania /Great Germania/, Germania
Libera /Free Germania/ (Fig. 4), or Germanic Barbaricum to distinguish
it from the Roman province of the same name. The region stretched from
the middle and lower reaches of the Rhine in the west to the Vistula in
the east and extended as far south as the Upper and Middle Danube and
Pannonia and to South Scandinavia in the north. By the end of the 1%
century, Dacia had been an intermittent thorn in Rome’s side for almost two
centuries (Fodorean 2019, 20) The construction of the main road known
as the imperial road was finished. After the conquest of Dacia, its territory
was divided into three parts: the riverbank of the Danube, where Roman
military camps were built, the interior characterized by civil settlements or
towns, and the littoral, where old Greek colonies continued to develop after
their inclusion within the empire. Each part not only represented a different
geographical region but also developed its peculiar administrative features
and cultural characteristics (Panaite 2023, 65-67).

Immediately after the conquest of Dacia in 101, the border of
the Roman Empire stretched to the Danube Delta. The coastal road was
modernized, and a road parallel to the Dacian-Roman border started to
be constructed. Starting from 101-102, Romans used maximum terrain
capabilities to build roads, cities, and fortresses and to organize a new
province. The capital of Roman Dacia known as Dacia Traiana was founded
not earlier than 108 or 109 forty kilometers from the ruined Dacian capital
and named Colonia Ulpia Traiana Augusta Dacica Sarmizegetusa (Milligan
2021). Emperor (138-161) Titus Aelius Hadrianus Antoninus Pius divided
Dacia into two provinces — Dacia Supetior /Upper Dacia/ and Dacia
Inferior /Lower Dacia/. Later, Dacia Porolissensis was created in the
north of Dacia Superior (Fodorean 2019, 20-22). Dacia was divided into
three provinces (Dacia Porolissensis, Supetior, and Inferior). As a result of
barbarian attacks, Emperor (222-235) Marcus Aurelius Severus Alexander
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placed all three provinces under one military governor whose residence
was in the administrative, financial, political, and cultural center of Ulpia
Traiana Sarmizegetusa, which received the epithet metropolis. The city of
Apulum flourished, and municipium /free town/ became the initial pre-
urban nucleus. Napoca became Colonia Aurelia.

Occanus
seplentrionalis

Fig. 4. The trace of the Amber Road, an ancient trade route from the Mediterranean coast to the
coastal areas of the Baltic Sea and Sambia with a nearby Curonian Spit and lands inhabited by the
Western Balts. (https://lvexpetiment.files.wordpress.com/2015/05/alte_karte.jpg, Campe 1812).

The shortest and possibly the oldest road from the Mediterranean
Coast to the Baltic Sea (Fig. 4) was the Amber Road, a branch of the Roman
road called officially Via Sucinaria Romana by the Romans. It started at
Carnunto, the Roman legionary fortress (castra legionis) with a marketplace
and a naval base, and led beyond the Danube to a large West Slavic fortified
settlement of Biskupin (Fig. 4) encircled by palisades built in 800-650 BC
and 650-475 BC. This fortified settlement developed on a peninsula of
Lake Biskupin in today’s North-Central Poland. The Amber Road reached
the strategically important Prussian center of Truso (Lithuanian: Drusuo,
Drisas, Polish, German: Truso) on the shores of the Vistula Lagoon. In
Central Europe, the ancestors of present-day Poles inhabited large areas to
the east between the Oder and Vistula Rivers, on the forested northern slopes
of the Carpathians, covering Bialowieza Forest and the Polesye region. Since
90 BC, Aquileia had been a municipium /free town/. After the 1% century, it
was the capital of the Upper Pannonia province near a Roman military camp
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of Vindobona on the Danube on the site of the modern city of Vienna.

In the 1* century AD, the old road from the Pogesanian tradecraft
center of Truso led to Sambia, where the Prussian fishing village of Skanevis
was founded. It got its name from the name of the River Skanevis flowing
through it. Merchants from Scandinavia and Southern Europe traded goods
in the Sambian village of Palweniken on the Baltic coast. The Sambian-
inhabited wooden fort of Twangste whose name derived from the word
wangus developed in an oak forest on a hill on the East Baltic coast.
Prussians worshipped pre-Christian deities. Since the oak was the symbol
of the common Baltic god of Thunder and thus taboo, it was forbidden
for the Prussians to even touch an oak. Ponarth known as Penarth was
located in the Penarthian Forest and precluded the Prussian old settlement
of Twangste from connecting to any southbound trade ways. The name
Penarth is of Old Prussian origin and may come from the phrase pa nartas
or po nariatas, which referred to the wetlands of the basin of the Pregolya or
Pregola River. A possible ancient name of the Pregola River was Chronos,
although other theories identify Chronos as the larger River Neman.
Ptolemy mentioned Chronos, which he identified with the Pregola River,
which had also been called Skara since the 3" century when the Germanic
people Goths had been involved in military conflicts with Romans. Pregel
may have derived from the Prussian word preigillis /at the lower point/ or
it may have come from older names Pregolla and Prigora (ptie and gora /
near the hill/) and its name may have been related to the fact that its sources
were located on one hill. Georg Gerullis (1888-1945), German Balticist and
university lecturer of Prussian-Lithuanian origin, connected Pregel with the
Lithuanian noun prigaras, pragoré /abyss/ and the Lithuanian verb gérti /
drink/. The Lithuanian linguist Vytautas Maziulis derived it from spragéti
ot sprogti /burst/ and the suffix -ara /river/. In the middle part of the
Pregola, Twangste Fort north of the boggy island was enclosed by the two
arms of the Pregola — the ‘New Pregola’ or the northern branch, and the
‘Old Pregola’ or the southern branch. Medieval variations of Kneiphof
included Knipaw, Knipab, and Knypabe /surrounded by watet, tiver/ of
Old Prussian origin derived from the word knypabe, which means to be
flooded. This fort protected the fishing village of Lipnik and the Prussian
farming villages of Trageim and Sakheim. It may have been an insignificant
village (later Konigsberg) (Fig. 4) until the 8" century as international trade
routes passed along lagoon beaches, inland lagoon shores, and of course
by the sea. Only inland trade routes led along the Pregola, which starts at
the confluence of the Instruch and Angrapa Rivers and through the Vistula
Lagoon drains into the sea.

In the 1% century AD, the name of the people with a disputed ethnic
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affiliation Vistula Veneti also called Baltic Veneti, first appeared in the ancient
Roman texts. Baltic Veneti are most often identified with the Slavs or treated
as a separate Indo-European people east of the Vistula. The historical treatise
of Gesta Hammabutgensis Ecclesiae Pontificum /Deeds of the Bishops of
Hamburg/, one of the most important sources of Northern German and
Scandinavian history and geography written between 1073 and 1076 by Adam
of Bremen, covered relations between the Saxons, a group of Germanic
peoples whose name was given to the large country Old Saxony near the
North Sea, and the West Slavs called Veneti or Venedi, an Indo-European
people who inhabited the northeastern part of the Italic Peninsula.

The Skalvian-inhabited region was located on both sides of the
Memel north of large Nadrovia and south of Zemaitija and stretched to
the Sesupé and EZeruona rivers and the Neman’s right tributary of Jara in
the northeast. It was bordered by Sudovia in the east, the Minija River in
the northwest, the Curonian Lagoon in the west, and the Gilija River in the
southwest. Rusné, whose name came from the word rusnoti /to flow slowly/,
Ragnita, and Tilzi wooden forts were Skalvian centers. According to older
traditions, the Tilsete River was mentioned in the ancient route reports. In
the 15" and 16™ centuries, Lithuanians turned it into TilZlé /swampy, wet/,
which remained popular. The Skalvians were assumed to have been related
to Western Balts and more distantly to the Prussians, while the northern
group joined the culture of East Baltic tribes, especially the Cours who lived
along the Lower Neman, Barta, Sventaja, and Winda Rivers, and also near
the Saka River. In the Farliest Iron Age, thanks to improved tools, farming
emerged as the dominant economic activity. Culture carriers were divided
into two different groups. One group was in the south — around Tilzi Fort
(Fig. 4) in the Lower Neman, where West Baltic elements of the western
group of the Balts were more present. The other group, which lived in the
northern region near a Curonian fortified settlement on the hill at the mouth
of the Dange River, was not homogeneous. East Baltic elements of the
western group of the Balts stood out in the southern part of the Courland
Peninsula. Ethnic division of cultures can be attributed to the Early Iron
Age (0-400 AD) with a high degree of reliability. The northern boundary
of a culture known in the mouth of the Dange River spread to Medze Hill-
fort, Nikrace, and Lielauce in Latvia today (Sturrns 1934, 3-5). On the very
scenic northeastern shore of Lake Zebrus in the wavy plain of Sparnene,
the thirty-meter-high Ezerluki Hill near Zebrus Springs was inhabited from
the 1% to the 13™ century AD. A cobblestone road called the Road of Gods
or the Road of Priests led from Ezerluki Hill to the main place of worship
and sactrifice to Gods on Elkus Hill of Zebtrene on the other side of the lake.
It is not deep and one must go very far from the shore to get to the depths.
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It is possible that people used Ezerluki Hill as a place of refuge or for the
observation and guarding of a nearby holy place on Elkus Hill. During the
study (1999) of Elkus Hill and its surroundings, divers found out that at
the bottom of Lake Zebrus, a five-to-twenty-meter-wide and three-to-four-
hundred-meter-long stone ridge had naturally formed between Ezerlaki and
Elkus Hills. Remains of several Iron Age settlements testify that the Baltic
tribes lived near the lake.

On the western shore of through-flow Lake Saldus, the River
Ciecere’s right tributary of Vérsada starts, and there was a settlement there
from the 1* to the 4™ century. The Vérsada River, called Kalkupite in the part
flowing from Lake Saldus, connects this lake to the Ciecere River that flows
from Lake Ciecere and, crossing the Varme Slope, reaches the Pieventa
Plain of the Kursa Lowlands. Since the 2™ century, the Cours have lived in
Skrunda Hill-fort on the left bank of the Winda opposite the mouth of its
right tributary of Ciecere. The Curonian settlement (2™—4" century) was on
Misins$ Hill in the Bandava Rolling Hill of Western Kursa Upland (Rusmanis,
Viks 1993, 72). In the Early Iron Age, members of Baltic tribes cultivated
fields and created piles of stones. Research carried out by the archaeologist
Ritvars Ritums in 1999 confirmed the hypothesis that more than sixty piles
of stones placed in the meadow on the River Valgale’s left bank southeast
of Valgale Hill-fort were made from the 3™ to the 7™ century and their
collection was related to farming,

An ancient road along the picturesque undulating terrain formed by
the Baltic Ice Lake provided traffic between seaports many thousands of
years after the Last Glacial Period. It led from the Liv-inhabited villa Liva /
sand village/ to the mouth of the Winda River (Mugurévics 1979). Roman
antiquities and coins placed in the graves of the dead have been excavated
on the Piemare Plain and they show that people who lived there from the 1%
to the 4™ century knew the Romans and their culture. Most of the Roman
coins dating back to the end of the 4" century that have been found in Latvia
reached it along the Amber Road and further along the route to the ancient
shore of the Baltic Ice Lake, where the Baltic peoples lived. Later, as the sea
receded, the coast turned west, leaving space for low meadows. A steeper
or flatter terrain with the east-west-oriented ravines characterized part of
the Baltic Ice Lake’s steep coast, which became Medze Hill-fort bounded by
the deep Lenkupe River Valley in the north and formed a landscape at the
western end of a strip of land on the ancient shore of the Baltic Ice Lake.
The road led near Plo¢i Bog to the hill’s western end, where its steep slope
reached a height of seven to eight meters. The entrance to the fort may have
been created on a flatter slope of the southern side of a promontory in the
small fold of the ancient steep-sided coastline and ravines. A low rampart
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bounded the southern side of the north-south-sloping plateau encircled by a
terrace. In its eastern part, excavations separated the hill from the settlement.
Part of the landscape of the Baltic Ice Lake’s high coast with a characteristic
steep slope crossed by the east-west-oriented ravines was the eight-to-nine-
meter-high Matru Hill-fort on a separate hill near Medze Hill-fort and a
seaport. A hill-fort called Matre was mentioned in the writings of 1253. It
was installed on the protrusion of an ancient shore in the northern part of
a deep ravine dug by water (Sudmalis 1973). In the south and east, a deep,
branched ravine partly occupied the high shore and bounded Matru Hill and
its ancient town. A wide terrace was set up on the steep southern hillside.
Three-metre-wide terrace was installed on the steep western slope. A small
elevation formed the southern end of the north-south-oriented plateau with
the east-west-excavated middle part. The moat bounded the northern and
eastern sides. Probably, a wall protected its northern end. A range of stones
was connected to the settlement at the western foothill eight meters from
the slope. It seems that the settlement existed also in the hill’s eastern part
and spread on the ancient shore to the south of the hill fort. The Great
Stone of Kapséde was located a few kilometers to the west of the hillfort
(Brastins 1923, 111-112). The territory was divided into two distinct parts
— the coastal lowland, which is the newest part of the area, and the lower
slope of Western Kursa Upland. From a geological point of view, they are
of different ages and structures, and from an ecological point of view — the
different natural conditions in them at different times significantly influenced
the way of life of people and the formation of settlements (Jekale et al. 2012,
3). The fifty-metre-long and forty-metre-width plateau of Tasi Hill-fort on
the River Alande’s left bank was made on the edge of the five-metre-high
Alande River Valley bounded by ravines from the east and south. A moat on
one side and natural steep slopes on three sides protected the hill. A spring
flowed at the foot of the hill. In the Tasi—Alande Ancient Valley, the Alande
ran into through-flow Lake Tasi (Rusmanis, Viks 1993, 20). Since the 3
century, Skabarzi Hill (now in the city of Grobina) whose name is associated
with the ancient Latvian word groubs /hornbeam/ has been inhabited at the
navigable Alande near the place where it flowed into the lake, and in 854,
the Curonian fort on Skabarzi Hill was mentioned for the first time together
with the Curonian fort of Apole. Two thirty-metre-long rows of stone piles
were made in Skéde Hill-fort or Striki settlement-hillfort designed on a
small elevation in the Seaside Lowlands. On the Baltic seashore, the Cours
established settlements at a short distance from one anothet. The Port of
Liva developed next to an important marketplace in Villa Liva.
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The impact of the human migration and Viking activities on the
lives of the West Baltic tribes

The fall of the Western Roman Empire (Latin: Imperium Romanum
Occidentale; 395-476) led to the Migration Period (Latvian: Liela tautu
staigasana), taken to have begun in 375 (possibly as eatly as 300) and ended in
568, also known as the Barbarian Invasions between 300 and 700 AD from
the Roman and Greek perspective. At the beginning of the Migration Period
in the eatly 5" century, Europe was ethnically and culturally divided into
two major groups: Romans and barbarians. A completely new phenomenon
closely linked to the Migration Period from the 5" to the 8" century can be
explained by human migration directed mainly to the north. Human migration
did not affect Zemaitija, only slightly to the northwest of it. The arrival of
new tribes in central and eastern districts of Lithuania could be the reason for
the repression of East Baltic tribes who inhabited Tushemlya Hill-fort at the
Sozh River’s right tributary of Tushemlya and Haradok Hill-fort on the bank
of the Dnieper’s left tributary of Sozh and who erected Pantheist temples
dated to the 3-4" centuries. It had been identified as a place for the worship
of goddesses and gods. The Eastern Balts moved to the north and arrived
in the southernmost archaic and smallest ethnic Curonian land of Pilsats
(Lithuanian: Pilsotas) on the Neman’s right bank. The locals and the new
tribes, who were probably East Baltic peoples formed a common cultural
area. In the second half of the 4" century and the early 5" century, East
Baltic peoples possessed common characteristic anthropological features
and developed an unprecedented culture. The Cours as culture carriers were
divided into two different groups. West Baltic elements were predominantly
in the group that lived to the south of the Tilzi wooden fort, which lies
at the left confluence of the Tilsot or Tilsete and the Lower Neman. East
Baltic elements were mostly to be found in the northern region, where the
other group lived near the hillfort of Pilsatene and its ancient town near the
Dange and in the southern part of the Courland Peninsula. Since the Late
Neolithic, people have lived at the western foot of Imbare Hill in the Salanta
River Valley. A settlement developed on the twenty-meter-high Imbare Hill
existed from the first half of the 1st millennium to the 12"-13" century at
the River Pilsupe’s estuary into the Salanta.

The Frankish emporium Quentovic near the mouth of the Canche
(Dutch: Kwinte), one of the rivers flowing into the English Channel (Latvian:
Lamanss), an arm of the Atlantic Ocean that links to the southern part of
the North Sea by the Strait of Dovert, came into existence in the eatly 6™
century. A common name emporia (Latin: emporium /traveler, merchant/)
was used for short-lived trade settlements that arose in the 6"-7" centuties
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and lasted until the 9" century. A lack of infrastructure (as a rule, there were
no churches or a developed system of fortifications) characterized emporia.
The location of the Port of Quentovic was ideal for controlling the frontiers
of the recently solidified empire.

Human migration from Scandinavia, which was quite poor at that
time, to the south intensified in the 3™-6% centuries. Active trade took
place on the island of Gotland in the middle of the Baltic Sea. The people
of Gotland colonized the East Baltic coast in the late 5™ century. Dynamic
social, economic, ethnic, and cultural processes in the second half of the
1* millennium AD took place on the coasts of the Baltic Sea, and among
these, Viking raids played an important role. Around 650 near Skabarzi
Hill, traders from Svealand and Gotland established the earliest fortified
urban settlement in the Baltics at the natural harbor at the mouth of the
Alande River. The Cours and possibly the Livs together with Scandinavian
immigrants participated in the formation of optimal management systems
and created a new cultural and historical situation in the coastal region
of the Southeast Baltic. In the 7%-8" centuries, the concentration of the
polytechnic population in a small area contributed to overcoming the
isolation of families and tribes and promoted changes in the culture of
local people.

In his chronicle, the historian Rimbert mentioned five Curonian
states. They could have been Pilsats (before the 9" century-1253) with an
ancient town of Pilsatene and an internationally important marketplace
at the fortified hill-fort in the Lower Neman area bordering the Skalvian-
inhabited lands; Ceklis with the center on Apole Hill; Megava as a narrow
strip of land along the Baltic Coast between the Sventaja and Dange Rivers,
where the Curonian settlement of Palanga at the mouth of the Rouzé River
developed already in the 10™-11" centuries; Piemare, where Skabarzi Hill
was located; and Duvzare with a political and economic center in the steep-
sided Impiltis Hill-fort in a strategically important place on the left bank of
Sventaja. A Sacrificial Stone and two settlements were in the ancient town
at the northwestern foot of the hill near the fort ramparts. The Curonian
settlement of Rucava (10™-12" century) at the Holy Spring developed on the
right bank of Sventaja. The giant stone Daubos kulis /Heavenly rays/ was
a place of worship near Impiltis Hill-fort. Another giant stone Kulis Babele
was a sacral place of Mara.

Fig. 5 (right). A Polish painter and art critic Eligiusz Niewiadomski (1869—1923). Areas
inhabited by Baltic tribes (yellow line) around 992 AD in the territory of Poland and
the Baltic and distribution of Western Baltic fortified settlements such as the Curonian
wooden fortress on Talsi Hill (Niewiadomski 1907, 2; https://mapeirons.eu/wp-content/
uploads/2020/10/Talsi_9.jpg).
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sharply differed from local peoples arrived in the southern part of the Eastern
Kursa Upland. The culture practiced in the southern part of the Courland
Peninsula between the Winda River and the sea was similar to a culture known
in the Lower Dange area. Curonian culture had not yet been fully formed
in the Middle Iron Age. At the beginning of the Late Iron Age, differences
between the Western and Eastern Balts became more pronounced, and the
southern group adopted the culture of the West Baltic tribes. There were two
different cultures in the Curonian-inhabited lands. Ethnic cultures underwent
complicated changes as they were developed by Finnic (Livs, Estonians) and
Baltic (Latgalians, Selonians, Semigallians, Cours) peoples.

The Cours expelled Vikings from their colony in Seaborg (Latvian:
Jurpils or Ezerpils, now in the city of Grobina), which had existed until 850
when it was destroyed during the Curonian uprising, and the Cours moved
north in the 9" century. In mid-flow of the Winda Waterway (Fig. 5), one
of the most densely populated Curonian lands was the Principality of
Bandava (Latin: Terra Bandowe; 10" century-1253) bordered by Piemare to
the southwest of the Tebra and Saka Rivers, and by the Duvzare and Ceklis
counties in the south and southeast. The largest Curonian fortification was in
the hill-fort of Old-Kuldiga whose name Kuldika derived from the Liv word
kuld /gold/. It was located on the fifteen-to-twenty-meter-high promontory
of the steep bank of the Winda whose left tributary of Kracupite delimited it
in the west. The Kracupite River Valley in the north was probably a site for an
ancient harbor. The fort’s outer part between the Winda and Kracupite Rivers
stood to the southwest of the plateau. An ancient town was most densely
populated in the 12 and 13™ centuries.

Matkule or Buse Hill-fort, with its outer part and an ancient town
inhabited mainly by craftsmen and merchants and fortified by a strong four-
metre-high rampart, was one of the largest population centers in the eastern
part of the Courland Peninsula. Buse Hill-fort together with Capuli Hill-fort
at the road, nearby Sacrificial or Prayer Hill, and Kandava Hill-fort formed the
system of strategically important fortifications on the right bank of Abava.
A deep ravine of Capuli Stream, the right tributary of the Abava, delimited
the one hundred and fifty meters long and thirty-meter wide Capuli Hill-fort
from the bank of the Abava River Valley. A rampart and a moat were used to
protect this fortification. Holy or Elku Hill was a place of public gatherings on
the right bank of the stream opposite Capuli Hill-fort which was located on
the left bank of the stream. There were no buildings of any kind on Sacrificial
Hills (Latvian: Upurkalns) or Prayer Hills (Latvian: Ligsanu kalns) (Bremsa et
al. 2004, 21).

The Cours crossed the Winda and Abava Rivers, acquired counties
inhabited by the Baltic Finns in the Kursa Lowlands, and continued to move
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from the Abava River to the north. In the 1% millennium AD, the Baltic
Finns dominated the ethnically mixed Abava River Basin. The Baltic Finns
were ancestors of the Livs, who belonged to the Finno-Ugric tribes. A few
descendants of the Livs still live on the seashore in the northwestern part of
the Coutland Peninsula. After the 10" century, the Cours built inland hillforts
and created a heterogeneous population on the Courland Peninsula. A new
type of population and cultural space emerged. As a result, part of the Finno-
Ugric indigenous people left the Courland Peninsula. The northern districts
of Courland, the lands to the east of the Winda River and the north of the
Abava River were poorer in the 9" and 10" centuties than the southern part
of the Curonian lands. The road from Sabile Hill-fort led to the north. Steep-
sided Talsi Hill-fort (Fig. 5) on the east shore of Lake Talsi was inhabited from
the 10" to the 14™ century. Lake Talsi was connected to Lake Vilkmuiza, and
here the River Stende’s right tributary of Dzelzupe begins its flow. The Livs
created a fortification of densely packed stones in the 10" century when the
Cours entered the nearby area of Talsi. The Livs of Courland lived in Talsi
Hill-fort until the 11™ century. They were driven away by the Cours and found
refuge in a forest to the southeast of the hillfort inhabited by the Cours. The
Livs seemed to have made a flat-sided Giant Hill with a rounded pyramidal top
separated from the rest of the ridge by a moat and a rampart at the eastern end
and two ramparts and a moat at the western end. The steep slope faced Lake
Sapni.

Baltic tribes set up places of worship on natural hills near their
settlements. A north-south-oriented group of three hills became a holy place
on the left bank of the Slocene River opposite the extension of its ancient
valley. The Slocene’s left tributary of Zvirgzdupite flows from the fifteen-meter-
deep Volfs’ Ravine less than a kilometer away. Zvirgzdupite starts from Lake
Jumprava and flows along the east side of Pavari Hill. Hills directly southeast
of the Giant Hill of Talsi and southwest of the Giant Hill of Tukums were
associated with two holy places. The great fifteen-meter-high solitary Vilkaji
Hill furthest to the north dates back to the 10™-12" centuries, and a hillfort
was later installed there. The steep-sided six-hundred-meter-long Giant Hill of
Udri with an irregular quadrangular plateau on a rounded pyramidal top used
to be an important holy place. It was separated from its surroundings by deep
valleys, ravines, and small lakes. The Giant Hill of Udri was the second-highest
hill at the intersection of north-northwest-south-southeast and southwest-
northeast oriented wall-shaped ridges on the south-eastern edge of the Rauda
massif of the Vanema Rolling Hill of the Northern Kursa Upland. People
used the highest northeastern end of this twenty-meter-high Giant Hill as a
naturally well-protected living place. Terraces for ritual purposes were at its
foot (Rusmanis, Viks 1993, 188, 190, 194).
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Conclusions

Baltic tribes belonged to the oldest, most influential, and important

culture among the early civilizations. The West Baltic tribe, Cours, were
culture carriers who maintained contact with southern neighbors and used

the experience gained from them. A strategic fortified defense system, a
place of worship and public assembly were characteristic components of
the Curonian major urban centers on separate high hills, just as in the main
Dacian military, religious, and political center. On the Courland Peninsula,
the impact of global processes was observed on a new Curonian cultural
space showing a mixture of West and East Baltic elements — trade and craft
centers characteristic of the Western Balts and holy places characteristic of
the Eastern Balts.
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The Conflict Between the
Russian Orthodox Church and
the Old Believers as a Starting
Point for the Development of

Icon Painting in Latgale

Liga Slakota, Mg, art

Abstract

Old Believers’ churches in Latvia house one of the largest collections
of icons in Europe. The collections include both ancient Russian Orthodox
artworks and masterpieces created in the 19"-20" century. Icons made in
the workshops of the brothers Frolov, and especially those of Gavryil Frolov,
which are stamped with an oval or round workshop stamp, are among the
most sought after by collectors of religious art. At the end of the 19™ century
and at the beginning of the 20" century, the Frolov brothers had workshops
in Rezekne, Moscow, and the village of Tihotka in Estonia. Hundreds of
outstanding icons created by the Frolov brothers and their apprentices
still decorate the iconostases of Old Believers' prayer houses in the Baltic
countries. Icons painted in their workshops are well represented in both
private collections and public museums. The current article analyses icons
from three different periods in the art of the Frolov Brothers: the cross
featuring the Crucifixion, stamped with the seal of the Frolov brothers; the
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icon Christ Pantocrator, stamped with the seal of Gavryil Frolov; and the
unstamped icon The Praise of the Most Holy Mother of God with stylistic
features typical of the Frolov workshop.

Keywords: Old Believers, Latgale, icon, Brothers Frolov, iconography

Senpareizticigas baznicas
konflikts ka sakumpunkts ikonu
glezniecibas attistibai Latgale

Mag. art. Liga Slakota

Kopsavilkums

Latvijas teritorijas vecticibnieku baznicas atrodas vienas no lielakajam
ikonu kolekcijam FEiropa. Kolekcijas ir aplukojami gan senpareizticigas
baznicas makslas pieminekli, gan 19.-20. gs. meistaru darbi. Vienas no
pieprasitakajam kolekcionaru vida ir bralu Frolovu un Gavriila Frolova
darbnicas tapusas ikonas, kuras apzimogotas ar ovalu, vai apalu darbnicas
zimogu. Brali Frolovi 19. gs. beigas un 20. gs. sakuma bija izveidojusi
darbnicas Rézekne, Maskava un Tihotkas ciema Igaunija, Sajas darbnicas
darbojas ne tikai brali, bet arf vinu macekli, radot simtiem augstvértigas
ikonas, kuras vél joprojam rota vecticibnieku ligsanu namu ikonostasus
Baltijas valstis. Darbnicas gleznotas ikonas ir plasi sastopamas gan privatas
kolekcijas, gan arl muzejos. Raksta ietvaros tiek analizétas tris dazadu
periodu ikonas: krusts “Krustasisana”, apzimogots ar bralu Frolovu zimogu,
ikona “Kiristus Visuvalditajs”
neapzimogota ikona ar Frolovu darbnicai raksturigam stilistiskam iezimém

apzimogota ar Gavriila Frolova zimogu un
“Svetas Dievmates slavésana”.

Atslégas vardi: Gavriils Frolovs, ikona, vecticibnieki, Latgale
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Ievads

Ikonas ar gleznotaju Frolovu zimogiem izsauc lielu interesi kolekcionaru vida.
Frolovu ikonas ir plasi pétits Igaunija un Lietuva, tomér Latvijas konteksta
atstatais ikonu mantojums izpétes zina ir atstats novarta. Raksta ietvaros
tiek veikta tris ikonu atribucija, kas veikta no autores ikonu restauracijas
izpétes laika ievaktajiem datiem, kas ileguti pielietojot fizikali kimiskas
metodes, pigmentu un saistvielu kimiskas analizes, izpéti zem mikroskopa
un mikroslipes. Raksta tiek izmantota biografiska analize, izmantojot
Vladimira Nikonova, Grigorija Potosenku un Marijas-Liis Paaver veiktos
pétijumus. Ikonu izpéte pielietota makslas darbu formala un ikonografiska
analize. Detalizéti tiek aplukots ikonografiskais sizets, glezniecibas maniere,
ikonografiska ziméjuma ipatnibas.

Galvena problematika ikonu datésana saistita ar to, ka vecticibnieku
ikonas lielakoties netiek parakstitas vai markétas ar zimogu. Datésana
nepieciesami fakti, kas lauj siem sakralajiem priek$metiem noteikt precizu
radiSanas gadu un autoru. Stradajot ar Gavriila Frolova ikonam butiski ir
izmantot, bibliografisko metodi, informacija par makslinieka dzives gaitam,
pasutijumiem un darbnica stradajusajiem macekliem lauj precizak noteikt
ikonu radiSanas gadu. Biografiska metode palidz mums analizét autora dzives
gaitas, kadas skolas, pie kadiem meistariem vin$ ir macijies, kadas pilsétas
un regionos dzivojis. Dzives gaita meistara gltas iemanas atspogulojas vina
gleznotajas ikonas, to iespaida rodas jauni tehniskie pagémieni, mainas
ikonu kolorits un ikonografiskie sizeti. Ievacot $os datus rodas kopaina par
to, kadél no vienas ikonu darbnicas nakusas ikonas médz but ar krasam
atskirtbam, tapat dati layj izprast, kuras darbnicas ikonas ir gleznojis pats
Gavriils Frolovs, bet kuras ir gleznojusi vina macekli. Biografiska metode
palidz noskaidrot ari tehniskus jautajumus un izmantotos materialus, bet
sada veida fakti papildus tiek parbauditi ar fizikali kimiskam metodém.

Veésturiskais konteksts

17. gadsimta vidus Krievijas caristé bija parmaigu laiks, senpareizticiba
piedzivoja neredzétu satricinajumu. Izskirosie notikumi risinajas no 1652.
gada 22. julija, kad péc Maskavas patriarha Jozifa naves, Maskava tika
sasaukta baznicas sinode, un par jauno patriarhu kluva Nikons (Huxkura
Munns, 1605-1681) (Paamnxos 2018, 21).

Savu datbibu patriarhs uzsaka loti energiski, dazus ménesus péc
savas ievelésanas mukam Epifanijam Slavineckim lika partulkot 1593. gada
sastadito dokumentu no Konstantinopoles sinodes, kura austrumu patriarhi
deva piekrisanu Maskavas patriarhata izveidei. Dokumenta tika noradits,
ka Maskavas patriarhata izveidei piekrisana tiek dota ar nosacijumu, ka
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tiks ievérotas visas pareizticigas baznicas dogmas. Nikons to uztvéra ka
pienakumu krievu baznicai saskagot ar gricku baznicu ne tikai teologiskos
jautajumus, bet ari visas niansés pielidzinat baznicas liturgiju. (3erkoBckmii
1995, 205).

Cars Aleksejs Mihailovs 1652. gada Nikonam dod savu piekrisanu
uzsakt gramatu reformu. TulkoSanai tika izvélétas nevis vecas grieku
liturgiskas gramatas, bet gan 1602. gada Venécija iespiestas (3eHKOBCKUI
2019, 312).

1654. gada pavasari cara palata, caram esot klatesosam, notika
baznicas sinode, kuras laika tika vienbalsigi pienemtas jauno gramatu
izmainas (Paamnxos 2018, 36). Cilvékus, kas nevélejas pienemt jaunas
izmainas, izslédza no baznicas un apsudzéja baznicas Skel$ana. Tika noladéti
tie, kas turpinaja vadit liturgiju péc vecajam liturgiskajam gramatam. Sinodes
laika nepaklausigajiem piedraudéja piemérot miesas sodus (Zilko, Mekss
1997, 79).

Vecticibnieki sargajot savu ticibu, un parazas bija spiesti bégt, pametot
savas majas, lidzi vezumos nemot senas liturgiskas gramatas, ikonas un
krustus, sakotnéji vini béga uz attaliem, neapdzivotiem Krievijas nosturiem
— Pomori, Sibiriju un citam ziemelu pilsétam. Lai ari vecticibnieki aizbéga
talu prom no Maskavas, vajasanas turpinajas pa visu Krieviju (Zilko, Mekss
1997, 75), tika veiktas izsekosanas — ka rezultata notika mantas konfiskacija
un nepaklavigo sodiSana. Rezultata izveidojas liels migracijas vilnis uz
Eiropas zemém. Vecticibnieki saka ienakt Lietuvas, Polijas, Igaunijas un
Latvijas teritorijas, ka arl turpinaja doties uz attalakam vietam Eiropas
teritorija. Pirmie vecticibnieki migracijas rezultata Latvijas teritorija ienaca
1659. gada. Pomoriesi' ieradas galvenokart no Ologecas, bet no Pleskavas,
Novgorodas un Tveras — fedoseviesi* (Zilko, Mekss 1997, 76). Latvijas
teritorija vecticibnieki galvenokart apmetas gar Daugavas krastiem, kas
izskaidrojams ar értajiem adens celiem un tirdzniecibu. Saja laika Latvijas
teritorija ieradas ar1 pirmie ikonu gleznotaji, kas savu arodu vélak nodeva no
paaudzes paaudze.

Vadoties pec Frolovu dzimtas pétnieces Baibas Leites izstradata dzimtas
koka, ir redzams, ka ap 1659. gadu Latvijas teritorija ienaca ari 19. gadsimta
ieverojamaka Latvijas ikonu gleznotaja Gavriila Frolova senci. Dzimta savu
ikonu gleznosanas arodu ir nodevusi Cetras paudzes. Frolovu dzimta ilgu laiku
nodzivoja netalu no tagadéjas Livanu pilsétas teritorijas, vélak Jefimijs Frolovs
izbrauca uz Mitkolovu Cernigovas guberna, kur dzima arf viga déli.

19. gadsimta vecticibnieku dzives apstakli saka ievérojami uzlaboties,

"Pomores virziena vecticibnieki, pieder pie bezpriesteribas virziena.

*Feodosija Vasiljeva sekotaji, pieder pie bezpriesteribas virziena, virzienam nav garidzniecibas,
kanoniski ir tikai divi sakramenti, kristiSana un greksuadze, kurus veic garigie tévi.
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jo Aleksandra IT un Aleksandra III valdisanas gados likumi vecticibniekiem
palika vieglaki, vini varéja ienemt dazus sabiedriskus postenus, sanemt
pases braucieniem pa valsti, brivi tirgoties, nodarboties ar amatniecibu, bat
privati juristi un stradat valsts dienesta, ka arT tika atlauts “veikt sabiedriskos
dievkalpojumus un remontet lugsanu ekas (Zimova 2015, 20). Lidz ar to
palielinajas ari ikonu pieprasijums, ka arl paradijas iesp&jas atvért ikonu
gleznosanas darbnicas.

1868. gada Efims Frolovs parcélas no Cerpigovas gubernas uz
Rézekni, kur pirmo reizi Stacijas iela Vasilija Afanasjevica Vasilkova
maja atvéra ikonu gleznosanas darbnicu. Darbnica darbojas no 1868. lidz
1875. gadam (Hukonos et al. 2022, 11), tur Efimijam ikonu gleznosanas
aroda palidzéja darboties tris no vina déliem Gavriils, Tits, un Davids.
1875. gada Frolovus uzaicinaja stradat “T'a Kunga apskaidrosanas” kapu
draudzé Maskava (IToramenxo et al. 2009, 135), velak brali Gavriils un Tits
pasutijumus saka izpildit arf Samaras un Kazanas vecticibnieku draudzém.
“Ta kunga apskaidrosanas” kapu draudzé jaunajiem gleznotajiem bija lieliska
iespeja iepazities, ar Maskavas skolas ikonu glezniecibas piemériem, ta
rezultata Frolovi sava agrinaja ikonu gleznosanas perioda aizguva §is skolas
16. gs. ikonu stilistiskas iezimes. Frlolovu glezniecibas rokraksts $aja laika vel
nebija noforméjies, agrinajas ikonas jutami bralu individualie stila un sava
kolorita mekléjumi. Eksperimentu rezultata tika aizguts Maskavas skolai
raksturigais kolorits, kalnu modeléjums, dazi dekorativie panémieni apgerbu
drapéjumos. Jau Saja laika brali guva pietiekosi plasu skatfjumu uz ikonu
glezniecibu, tadé] nav iespéjams vértét vinu dailrades attistibu, skatoties tikai
uz vinu pédéjiem darbiem. 1879. gada brali atgriezas Rézekné (Huxonos
et al. 2022, 17). Tiek pienemts, ka $aja laika savas darbnicas ikonas vini
saka apzimét ar ovalu zimogu ar uzrakstu Ikonopisnaja Masterskaja Bratje
Frolovi (MKOHOITUC. MACTEP. BP: ®POAOBDI), iededzinamu ikonas
pamatné. Visas ikonas, kas raditas bralu darbnica, tika apzimogotas ar vienu
zimogu, neizskirot konkrétus maksliniekus. 1883. gada vecticibniekiem
tika dotas tiesibas uzstadit virsdurvju ikonas un krustus, atklati noturét
dievkalpojumus un no jauna atvért slégtos lagsanu namus, tomer ckas
joprojam nedrikstéja atgadinat tradicionalu kristigo baznicu (Sevkina 2010,
12). Pateicoties tam, Bralu Frolovu darbnicai pieauga pasutijumu skaits,
ikonas tika gleznotas ne tikai vietéjiem Latvijas teritorijas dievhamiem, bet
arl Igaunijas un Lietuvas vecticibnieku draudzém. Lai spétu apmierinat
pieaugoso pieprasijumu, darbnica saka paradities pirmie macekli, par to
liecina paraksti uz ziméjumiem (proris) un ieraksti pasutijumu gramata.

1884. gada Jakovs Sofronovs no Tihedas ciema uzaicinaja bralus
Titu un Gavriilu Frolovus uz Igauniju (Paaver 2020, 31). Tur brali atvéra
savu ikonu gleznosanas darbnicu un turpinaja nodarboties ar glezniecibu,
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pasutijumus pienemot ari no Latvijas dievhamiem.

1892. gada 20. novembri, Gavriils Frolovs sanéma rakstisku
aizliegumu nodarboties ar ikonu gleznosanu, kamér nav sapémis ikonu
gleznosanas amatniecibas kameras izsniegtu atlauju. Gavriils, lai butu
tiesigs turpinat savu ikonu gleznosanas arodu, bija spiests iestaties ikonu
gleznoSanas palata, saka apgut ikonu gleznosanu pie pareizticigo ikonu
gleznotaja Fjodora Ivanovica Cepkova (Huxonos etal. 2022, 17). Visticamak,
tiesi §aja laika Frolovu ikonam paradijas izteikta Mstjoras skolas ietekme,
saka ienakt Mstjorai raksturigais kolorits, izteikti satumsinatas krasas,
izteiksmigs apgerbu un matu modeléjuma grafiskums. Apgérbu modeléjuma
saka izmantot ar berztu zeltu veiktu gleznojumu. Ikonam saka paradities nu
jau stingras Frolovu darbnicai raksturigas stila iezimes: izteiktas izstieptas
figuras, apgerbu kolorits, grafisks apgerbu modeléjums ar izteikti linearu
izgaismojumu. Tapat ari tikai Frolovu skolai raksturigais seju modeléjums,
kas 1pasi atskiras acu un seju izteiksmés. Interesanti ir tas, ka §i laika ikonas,
nu jau ar stabilam Froloviem raksturigajam nostadném un izteiktu Mstjoras
skolas ietekmi, vél joprojam tika apzimogotas ar ovalu bralu Frolovu zimogu.

Visticamak, ikonas ar apalu zimogu ar uzrakstu: Gavriil Efimovic
Frolov ikonopis ('ABPMMADB EGMIMOBHMY ®POAOB Hxonomuc) saka
apzimogot tikai no 1894. gada, kad Gavriilam Frolovam Sanktpéterburgas
amatniecibas padome izsniedza ikonu gleznosanas meistara pakapi
apliecinosu dokumentu, kas deva iesp&ju brivi un oficiali nodarboties ar
ikonu gleznoganu. Savu darbibu Gavriils turpinaja Igaunijas teritorija Cudas
ezera krasta, kur apmacija ari vairakus savus maceklus. Visas ikonas, kas
tika gleznotas Gavriila Frolova darbnica, neskatoties uz to, vai tas gleznoja
vins pats, vai tas gleznoja vina macekli, tika apzimogotas ar vienu zimogu.
Tadél, salidzinot Frolovu ikonas, més varam saskatit gan visam kopigas,
gan krasi atskirigas iezimes. Lai arf meistara darbnica no 18806. gada bazéjas
Rajusas sadza, pasutijumi tika veikti arf no Latvijas teritorijas, ap 1906. gadu
tika gleznotas ikonas Rézeknes kapu draudzei, tapat ari Tiskadu draudzei.
Bet pédéjais brauciens uz Rézekni notika 1926. gada, kad Gavriils Frolovs
ieradas Rézeknes kapu draudzeé kopa ar savu macekli Pimenu Sofronovu
(Huxonos et al. 2022, 30).

Ikonu izpéte

Izpétes laika tika aplukotas tris ikonas, no dazadiem laika periodiem.
Ka viena no senakajam pétijuma ietvaros aplukotajam Frolovu darbnicas
ikonam ir altara krusts “Kristus krusta siSana” izmeérs 12,5 x 29 x 94 x 193 cm.
Astongalu krusts izgatavots no liepas koka. Krusta virspuses virsmu

sagatavojot gleznosanali, izmantots smalks kokvilnas auduma paliméjums ar
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zilgana tona rakstu, tam virsu klata krita grunts ar zelatintipa limes grunti
divos slanos, kura ar asu prieksmetu ievilkts ziméjums. Aizmugures virsma
apstradata ar pernicu, kas laika gaita ietumsusi. Virsma iededzinats ovals,
bralu Frolovu darbnicas zimogs, tatad krusts datéjams ar laika posmu no
1879. 1idz 1894. gadam. Nemot veéra, ka krusts ir gleznots, jau ar stabilam
Frolovu darbnicai raksturigam glezniecibas iezimém, ka ari ir jau skaidri
nolasamas Mstjoras skolai raksturigas iezimes, jasecina, ka tas, visticamak, ir
gleznots jau ap 1892. gadu. Sada veida ikonografiju Gavriils Frolovs turpina
aktivi gleznot ar1 turpmaka jau savas privatas darbnicas perioda, apzimogojot
to ar apalu zimogu.

Krusts gleznots senpareizticigas ikonografijas tradicijas: Jézus krusta
sists ar ¢etram naglam, divas rokas un divas kajas. Ikona Jézus figura attélota
ar izteiktu proporciju parspiléjumu. Galva noliekta uz labo pusi un vérsta
uz leju, Kristus acis aizvértas. Par labo plecu krit viena matu cirta, bet
par kreiso divas, barda sadalita divas dalas. Sejas pantos jutamais formas
apjoms ir veidots ar loti maigam parejam, modeléjums ir augsti profesionals
un attaino mieru. Kermenis un rokas ir apzinati pagarinatas, krusu dala
veidojas vilpveidigs izliekums, dekorativi iezimétas ribas un védera dobums.
Jézus gurnauta paradas Frolovu darbnicai raksturigais grafiskums, kas
tieck panakts ar gaismas laukumiem un balto liniju $trihojumu. Gurnauts
gleznots zals, ar loti izteiktu baltinajumu, tadéjadi radot asu formu, skaidri
jutamu kontrastu starp énu un gaismu. Savukart kas attiecas uz Kristus télu,
ta forma ir modeléta ar mikstu pareju, krasa ir vairak izfleicéta, grafiskums
paradas tikai matu un mazliet ribu modeléjuma. Izgaismojuma linijam, lai
neraditu kontrastu ar paréja kermena krasu, ir izmantots svina balta un
okera pigmenta savienojums. Kristum gar saniem tiek attélota $vammite
un Sképs. Ar etikl samitrinatu Svammiti tika mitrinatas Jézus lupas, bet ar
sképu parliecinajas par Kristus navi.

Krusta augsdala redzams, ta sauktais “ne rokam darinats” Kristus
téls, jeb Jézus sejas nospiedums uz likauta. Mazliet zemak divi lakatos raudosi
engeli, viens sarkana otrs zala apgérba, uz skérskoka pie Kristus labas rokas
attelots meness, pie kreisas rokas — saule, simbolizé Kristus krusta sisanas
notikuma patiesumu.

Virs Kristus galvas uzraksts “Llaps Caassr’, liecina, ka krusts ir
pasutits speciali pomores virziena vecticibnieku ligsanu namam. Zem rokam
uzraksts “Kpecty TBoemy mmokaousemcs Baaasiko u Cearoe Bockpecenne
TBOE cAaBuM, gar nimbu uzraksts “Cera boxknit”, leja pie kajam “HMKA”,
kas no griecku valodas tulkojas ka uzvaretajs, bet uz krusta burti “MABP”
jeb «mecTo A0GHOE paii ObicTH» un «I'I'» — «ropa I'oarodar.

Apaksdala uz pirma skérskoka, redzama tradicionali gleznota
arhitektura gaisi sarkanos, roza un zilganzalos tonos, kas simbolizé
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Jeruzalemi. Zem Kristus kajam attélots Golgata kalns, ala redzams Adama
galvaskauss, uz kura pil Kristus asinis, lai Skistitu pirma cilvéka grekus.

Ka otraikona tika aplukota “Jézus Visuvalditajs ar prieksstavosajiem”,
tas izmeérs 115 x 95 cm. Ikona gleznota ar olas dzeltenuma temperu uz liepas
koka pamatnes, kas sastav no tris savstarpéji salimétiem déliem, ar diviem
izvirzitiem caurbidamiem s$kérskokiem. Deélu virsma iededzinats apald
Gavriila Frolova zimogs. Tkonas virspuse parliméta ar bliva lina audekla
paliméjumu, kuram pa virsu uzklata balta krita grunts ar zelatintipa saistvielu
divos slanos. Virspuses apmales raksturigi vecticibnieku ikonam, uztaisitas
ar paaugstinajumu (kovceg). Ikona ir baznicas ipasums lidz ar to datéjama ar
laika periodu no 1906. lidz 1926. gadam. Ikonas centra attélots troni sédoss
Jézus, rokas tur atvértu evangéliju.

Kreisaja pusé skatoties no augsas attélots Vasilijs Lielais, Janis
Zeltamute, Georgs no Nazianzas, apustulis Janis un apustulis Péteri, blakus
Jézum — Dievmate ar atvértu rakstu rulli. Zemak pie Kristus kajam attéloti
Svetais Radonezas Sergijs, blakus nometusies uz celiem, mocekle Eifemija
un Zosima Soloveckis.

Raugoties no labas puses, pie Kristus kajam uz celiem stav Savvatijs
Soloveckis, blakus sveétmocekle Paraskovja un Varlaams Hutinskis, augstak
ar atvértu rakstu rulli — Janis Kristitajs, blakus svétmoceklis Juris, apustulis
Pavels, svétais Nikolajs, pravietis Ilija un diakons Enfals.

Aiz troga att€loti ercengeli — Miha€ls — tumsi zila liturgiskaja apgerba jeb
dalmatika un Gabriels avenkrasas dalmatika.

Tapat ka iepriekséja ikona, ari Seit paradas izstiepta télu proporcija,
teli gleznoti ar maigakam gaisménas parejam, forma nolasas vairak telpiska.
Matu konturlinija gleznota izmantojot kvépu melno pigmentu, bet gaismas
ievilktas ar okeri. Linijam tiek veidotas parejas no platakam uz tievakam,
tas savienojot, veidojas krasu laukumi. Izgaismojumi uz sejam gleznoti loti
minimalistiski, tie ievilkti ar svina baltu krasu. Linijas ir tievas ar to palidzibu
ir pastiprinati sejas panti. Jau ieprieks minétais Frolovu darbnicas grafiskums
apgerbos paradas vairak €nas pusé, kur linijas ir asas un Skautnainas.
Frolovu darbnicai raksturigais izgaismojums paradas uz Jezus téla apgerba.
Ornamentals grafiskums paradas apgerbos, kas gleznoti uz zeltita pamata,
ornamenti ickonturéeti ar melnu liniju, radot izteiktaku kontrastu starp krasu
laukumiem un zeltu.

Teliem ir Frolova darbnicai raksturigas sejas, kontrastainas matu cirtas.
Tipisks Dievmates un Jezus sejas modelejums, izteiktas acis, ar konturétu
augsejo plakstinu un neuzkritodu acu ziliti. Ieapalas deguna, lapu un sejas
vaibstu formas. Ikonai ir Frolovu darbnicai raksturigais krasas blivums un
izteiktais virsmas spidums, kas saglabajas ari péc lakas slana planinasanas.
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Kimiskas izpétes laika tika noskaidrotas grunti un krasas slani
izmantotas saistvielas un atseviski izmantotie pigmenti. Secinats, ka apgérbu
modeléjumam izmantots sarkanais okeris, cinobra sarkanais un svina
baltais. Zalajiem apgerbiem izmantota zala zeme, zalais ultramarins un svina
baltais. Pamatne gruntéta ar baltu grunts slani, kas satur kalcija karbonatu
un olbaltumvielu saistvielu — zelatintipa limi. ( Protokols Nr. 746/ 017.).

Ka tresa tiek aplukota neapzimogota ikona “Svétas Dievmates slavésana”,
izmers 135,5 x 178,5 x 5 cm. Gramata “Mxononucern I'appuua Ednmouy
®poros” tick atributéta ki Gavriila Frolova darbnicas ikona. Sadam
apgalvojumam nav skaidru pieradijumu, ja pienemam, ka gan bralu Frolovu
darbnica, gan Gavriila Frolova darbnica tika apzimogotas visas ikonas, tad
§1 ikona, visticamak, jaattiecina uz kadu no Frolovu macekliem. Aplakojot
ikonas glezniecibas stilistiku, jasecina, ka ta gleznota diezgan vienkarsojot
gan apgerbu modeléjumu, gan sejas. Ikona noteikti nav attiecinama uz
bralu Frolovu darbnicas periodu, tomér nenoliedzami ir saskatamas
Gavriila Frolova darbnicai raksturigas iezimes. Atbildot uz jautajumu kadeél
§1 ikona nav apzimogota uz doto bridi nevar but viennozimiga, iespéjams
to ir gleznojis kads no Gavriila Frolova macekliem, jo ati tehnologiski ir
loti butiskas sakritibas, gan izmantoto materialos, gan saglabatibas pakape.
Ikonai ir izteiktie Frolovu darbnicam raksturigie bojajumi, izteikts krakelars
uz sejam un roku modeléjuma, ko izraisijis liels krasas un lakas slanu
spriegums, ka ari slikta athézija ar irdenu saistvielas nepiesatinatu grunts
slani. Ticamakais ikonas datéjums ir laika posms no 1892.-1926. gadam.
Noteikt precizaku ikonas radisanas gadu uz doto bridi nav iespé&jams.

Tkona gleznota uz koka pamatnes, kas sastav no tris savstarpéji
salimétiem liepas koka déliem, virsma ir loti taisna, ar diviem izvirzitiem
caurbidamiem skérskokiem. No virspuses ikona ir parliméta ar lina audeklu,
kas parklats ar balta krita grunti divos slanos. Virsmai apmales ir uztaisitas
ar paaugstinajumu.

Centra attélota troni sédosa Dievmate, apkart loka forma izkartoti
svetie un apustuli. Skatoties no augsas uz leju, labaja pusé stav, pravietis
Ecehiéls, kur$ rokas tur slégu vartus, $kistibas simbolu. Zemak redzams
Sveétais Jekabs ar kapném debesu un zemes savienosanai, talak Svétais
Gideons ar aitadu — labas vésts simbolu, pravietis Daniels — ar kalnu,
valstibas simbolu. Pasa apaksa — pravietis Izaks un Jeseja.

Kreisaja pusé skatoties no augsas: pravietis Avakams, kas rokas tur
kalnu; zemak pravietis Jeremija un pravietis Arons ar $képu, Dievmates
simbols; tad pravietis Mozus ar dego$u krumu; Izraélas valdnieks kénins
Zalamans, kas rokas tur baznicas modeli, jo vins uzcéla pirmo Jeruzalemes
templi, un kénins Davids. Ikonas apaksdala pa vidu uz zemes stav patregis
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Bileams ar roku norada uz Zvaigzni.

Figuras veidotas ar izteikti izstieptu proporciju. Apgérbs gleznots
énas ieliekot tiru toni, gaismas puse ieguta, krasai piejaucot klat svina balto.
Apgerba izgaismojuma vietas iezimétas ar svina balto, tadéjadi radot izteiktu
grafiskumu. Gleznojuma tiek pielietotas tiras, izteiksmigas krasas, mati
konturéti ar melnu liniju, gaisma veidojot svitrojumu ar svina balto, bet éna
ar tumsi branas krasas toni. Matu linijam ievérots viens liniju platums, ka
ari ievérotas vienada platuma atstarpes uz galu tas sasaurinot. Seju un roku
modeléjums ir salidzinosi vienkarss, tiek ieklata éna, vidéjais tonis un gaisma,
pa virsu liekot baltas izgaismojuma linijas uz deguna, virs un zem uzacs
linijas, vaigiem un kakla. Izgaismojuma princips tiek atkartots visiem téliem,
nedaudz niansé€joties atkariba no téla ikonografiska kanona. Liela uzmaniba
pievérsta kroku drapéjumam, énas pusé ieklatas pludinatas tumsakas linijas,
bet gaisma asas baltas, kopskata radot grafisku iespaidu. Sejas gleznotas ar
Frolovu darbnicai raksturigu acu modeléjumu, toni ieklajot vienadu ar sejas
énas toni. Acu zilite no gaismas puses ickonturéta ar baltu no €nas puses ar
melna tona krasu. Acs plakstins no augspuses ickonturéts ar melnu toni, bet
no lejas saplast ar sejas sankiru. Acis veidotas loti vienkarsi, bet izteiksmigi.

Kimiskaja izpété noteikti atseviski pigmenti, fona gleznojumam
izmantots Parizes zilais pigments un svina baltais, bet apgérbiem sarkanais
okers, cinobra sarkanais un svina baltais. Grunts slanim izmantots kalcija
karbonats ar olbaltumvielu un lipidu saturosu saistvielu, kas liek secinat, ka
ir izmantota zelatintipa lime ar olbaltuma piejaukumu, grunts slanis klats
tris slanos (Protokols Nr. 745/ 017.).

Vairaku gadu gaita veicot Frolovu ikonu izpéti, radas sadi secinajumi:
Pamatnes Frolovu darbnicas ikonam tika pasutitas pie dazadiem galdniekiem,
tam krasi atSkiras apstrades veids, ka arT tika izmantotas atSkirigas koksnes.
Viena veida pamatnes ir ar izteiktu reljefu, ir palikusi vertikali ieapala kalta
raditi griezumi, otra tipa pamatnes ir izteikti gludas. Aizmuguréja virsma
apstradata ar linellu, kas virsmai piedod tumsi branu nokrasu. Vecticibnieku
ikonu pétnieks Jurijs Manuilovs, veicot ikonas pamatnu izpéti, nonaca pie
secinajuma, ka agrakajam ikonu pamatném izmantots liepas un bérza koks,
velaka darbnicas pastavésanas laika paradijas ar1 priedes koks. Déli savstarpéji
ir saliméti, un ikonam tiek ievietoti divi caurbidami skérskoki. No virspuses
tehnologiski visam ikonam ticis izmantots audekla paliméjums — plans lins vai
kovilna. Sagatavojot pamatni gleznosanali, tika klati vairaki grunts slani, divas
lidz tris kartas, kas péc tam tika slipétas. Péc grunts slana sagatavosanas uz
ikonas ar asu priek§metu grunti ieskrapéta ziméjuma kontura, kas nolasama
ar neapbrunotu aci, un saglabajusies ka reljefs ikonas virsma. Talak ar skidru
lazéjosu olas dzeltenuma temperu, izmantojot sarkano okeru, ieklatas figaru
un apgérbu kontaras, ka arf virsma vietam parklata tikai ar planu olbaltuma
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slani, acimredzot, lai virsma mazak iesuktos temperas krasa un krasas slanis
iegutu spidigaku virsmu. Nakamaja slani uznests jau konkrétas detalas énas
tonis. Adai izmantots zalganbriins tonis, kuram pa virsu tiek likta gaisma gaisi
sarkanbruna toni, izgaismojuma linijas izmantojot okeri ar svina balta pigmenta
picjaukumu. Tapat pakapeniski modeléts apgérbs, pa virsu sarkanajam okerim
liekot attieciga apgérba énas krasu.

Runajot par zeltfjuma izmantosanu, tad Frolovu darbnica nav bijusi
izmantota viena noteikta metode, zeltfjuma uzklasanai. Katrai izpétitajai
ikonai izmantotas atskirigas metodes — gan limes tehnika uz baltas grunts,
gan poliments un ellas tehnika. Tapat izmantoti dazada tipa zelti — gan
divpuséjas sudraba-zelta lapinas, gan planas zelta lapinas. Nobeiguma ikonas
tika parklatas ar el]lu saturosu laku.

Skatoties no ikonu saglabatibas puses, visam ikonam raksturiga
spidiga gluda virsma, kas saglabajas ari péc lakas planinasanas. Tam
raksturigs smalks krasas krakelars, ar izteiktu krasas Skautnisu pacelSanos
uz augsu. Jasecina, ka $ada Frolovu ikonu ipatniba saistita ar glezniecibas
tehnologiju, grunts slanim pievienota parak mazas koncentracijas zelatintipa
lime, tapéc ta ir izteikti sausa un druposa, bet gleznieciba ir izmantota
tempera ar parak koncentrétu olas dzeltenuma saistvielu, kas krasas slani
rada loti lielu spriegumu un raksturigo gludo, spozo virsmu. Atskirigo
spriegumu dé| darbnicas ikonam izveidojas raksturigais krakelars.

Senpareizticigas baznicas Skel§anas rezultata Latvijas teritorija ienaca
lieliski ikonu gleznotaji, kuru pécteci ir radijusi nenovértéjumu maklas
piemineklu mantojumu Latvijas vecticibnieku lag§anu namos. Latvijas ikonu
meistaru macekli ir slaveni ne tikai Latvija, bet arf arpus robezam, Igaunija,
Lietuva, Serbija un pat Parize un ASV.
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3. att. Ikona “Svétas Dievmates slavésana”.
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Editors' note: As the different referencing systems used by the individual contributors to
the bilingual volume are internally consistent, we have refrained from altering them in order
to render them uniform. The only exception is the article by Angelos Floros and Vasilis
Alexandrou, who have not provided any bibliography at all. In this case, we have compiled the
bibliography ourselves, which accounts for its incompleteness.
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