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Raksti par iracionalo, mistisko, noslepumaino

2007. gada maija Daugavpils Universitates LatvieSu literatiras un
kultaras katedra rikoja starptautisku zinatnisku konferenci “Mistiskais,
iracionalais noslépumainais kultara”, kas raisija interesi, parsteigumu
un vélmi piedalities, ari nesapratni, bet nevaréja atstat vienaldzigu. Disku-
sijam par Skietami nezinatnisku objektu vienojas analitisku un empirisku
studiju pétnieki un konferences tematikas diskursa ar azartisku interesi
referéja par dazadiem literaturas, religiju véstures, estétikas un filozofijas
jautajumiem. Daudzi no konferenceé prezentétajiem referatiem tika izversti
par zinatniskajam publikacijam un ieklauti $aja rakstu krajuma.

Liela dala publikaciju pievérsta uzmaniba iracionalitates, mistiskuma
tematikai literatara. LatvieSu literaturas jautajumiem veltitaja nodala
autori skar dazadus latviesu literaturas véstures posmus — daudzas poli-
tisko kataklizmu situacijas (D. Luse), 20. gadsimta sakuma modernisma
izpausmes (M. Burima), 20. gadsimta 20.-30. gadu bérnu literatira
(R. Rinkevica), latviesu trimdas situacija (I. Kupsane), Otra pasaules kara
notikumu atveidojums (S. Buhanovska), parlapota jaunaka latviesu
periodika (L. Lo¢mele). Autori pievérsas iracionalitates atveidojumiem
dazadu zanru darbos: latviesu lirika (V. Kikans) un G. Janovska proza
(I. Kups$ane). Z. Lamstera uzluko iracionala kategoriju starpdisciplina-
ri — télotajmakslas un literataras krustpunkta, bet V. Lukasevics piedava
mistiskiem notikumiem cauraustu Antona Smulana dzivesstastu.

Cittautu literatras problematikai veltitaja krajuma nodala izveléti
dazadu vésturisko posmu, tautu un literaro stravojumu darbi ar mérki
izcelt tajos ar iracionalitati saistitas struktaras, témas vai télus un uz at-
sevisku tekstu pamata iezimét noteikta laikmeta vai autora rokraksta
asociativi un emocionali tonéto izteiksmi.

S. Ankrava sapludina télotajmakslas un literaturas laukus, lai demon-
stretu masu kulta evoluciju Eiropas viduslaiku literatara, savukart J. Hari-
tonenko satuvina literataras un mazikas robezas, rakstot par T. S. Eliota
audialo iztéli.



I. Barga pievérsas literara darba tap$anas magijai antikaja pasaulé,
bet A. Stankevi¢a — fran¢u rakstnieka D. S. Le Fani makslinieciskas pa-
saules noslépumaino télu un notikumu dekodésanai.

Iracionalitate péc uzstadijuma ir postmodernisma literaturas koncep-
tuala izpausme. Tas dazadiem aspektiem pievérsas B. Simsone, analizéjot
fantazijas zanra literaturu, A. Taube, sniedzot alkimiskas simbolikas rak-
sturojumu L. Klarka romana “Kimiskas kazas”, I. Penéze, iedzilinoties
K. Isiguro romana “Nelauj man aiziet” satrauco$aja nakotnes redzgjuma,
un S. Meskova, aplukojot I. Makjuana téloto iracionalitati ka teksta dzi]u-
ma dimensiju.

Tematiski viskrasainaka ir nodalas “Religiju vésture. Estétika. Filozo-
fija” problematika. Somu zinatnieks T. Laitila sava publikacija iztirzajis
jautajumu par attieksmi pret dazadam religijas izpausmém Somijas karélu
vida. Pavels Gavrilovs pievérsas atseviSkiem satana uztveres diskursiem
Rietumu kultaras tradicija, iracionala izpausmes hernhutie$u uzskatos
raksturo K. Klavins.

Konferences tematika daziem pétniekiem ir raisijusi asociacijas ar
krasu sugestijas izzinasanu. V. Makarevi¢s raksta par krasu semantikas
analizi dailliterattra, bet I. Pigozne-Brikmane — par krasu nozimeém dzelzs
laikmeta apgérba.

J. Joneva publikacija aktualizéti pardabiskajam paradibam veltiti
stasti muasdienu pilsétas folklora, bet A. Fel¢a un B. Felces publikacijas
skartas saistosas filozofijas skautnes.

Kopuma zinatnisko rakstu krajums veido saturiski un emocionali
ekspresivu mozaiku. Autori publikacijas ieguldijusi intelektualo darbu,
ilgas pétijumu stundas un sirds degsmi. Nu ir karta lasitajiem. Lai krajums
rosina lasitaju pardomam, sniedz jaunas atzinas un mudina veélreiz apzi-
naties racionala un iracionala, reala un mistiska, zinama un noslépumaina
harmoniskas lidzaspastavésanas un mijiedarbes nozimibu!
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I

VEROJUMI LATVIESU
LITERARAJA TELPA

Dace Luse

IRACIONALAIS UN MISTISKAIS LATVIESU NACIJAS
IZJUTAS 20. GADSIMTA POLITISKO KATAKLIZMU
SITUACIJAS

Summary

Irrational and Mystical Feelings among Latvians during Political
Catastrophes of the 20" Century

The hardships of collective psychological experiences lasting throughout
the 20% century have resulted in certain characteristics attributable to the Latvian
national identity such as apathy, individualism, submission, and the rather
irrational feeling of the need to surrender to one’s fate.

The self-consciousness of being a nation arose among Latvians in the middle
of the 18™ century as a result of a large movement of Herrnhut. Latvians then
started to rely on their own strength, on their own will, rather than expecting
something from above or passively surrendering to their fate. However, this
process of individual and national self-strengthening was interrupted by the ban
and persecution of Herrnhutians.

The second wave of the national awakening came along with the movement
of the New Latvians in the middle of the 19 century. This movement was led by
young Latvian intellectuals whose aim was to promote education at a nation-
wide scale. These efforts managed to create a temporary feeling of unity within
one generation.

At the end of the 19% century and the beginning of the 20 century, Andrievs
Niedra was one of the first Latvian writers attacking in his novel Liduma dumos
some typical Latvian characteristics: indecision, lack of will, submission to the
stronger, jealousy and discredit of one’s peers, opposing these to a “positive”
human being who possesses a strong will and independence of judgment.

A short episode of another national awakening happened in 1905 but the
leftist social-democrats and extremist radicals took advantage of events. It gave
start to a massive butchery of the nation which continued throughout the 20®
century. The tragic turn of events of 1905 represented a true probation of
psychological balance for many witnesses and participants of the revolution.



The tragic end of the 1903 revolution and World War I with its innumerable
victims strengthened irrational feelings and a tendency to mysticism. The linkages
between the psychological trend of “surrender to one’s fate” and political
catastrophes experienced by the nation have been emphasized by several Latvian
authors such as A. Brigadere, K. Strals, A. Saulietis, J. Veselis and others.

Latvie$u literatara paradas pardomas par iracionalo un mistisko, lau-
$anas iracionalam un mistiskam izjutam, iracionala un mistiska poétisks

Jau ta ilgstosi paklautai un nacionali nicinatai nacijai 20. gadsimta
politiskas katastrofas papildus uzkrava parmerigi skarbu parbaudijumu
nastu. Kolektivais psihiskais pardzivojums 20. gadsimta katra zina ir cé-
lonis vairakam latviesu nacionala rakstura izpausmém Sodien, ka apatijai,
savrupibai, paklavibai un ari iracionalajam padosanas liktenim izjutam.
Latvietis 20. gadsimta vairakkart atradies ka sapoles, A. Bela lidzibu
izmantojot. Stipolu lejup un augsup kustibas bijis gan jarod sevi speks,
gan jalaujas bailém, bezceribai un citam dazkart racionali neizskaidroja-
mam psihiskam paradibam.

No vestures liecibam ir visai labi zinams kads laikposms, kad latviesi
veidojas ka apziniga nacija, un tas veidosana liela nozime bija ipasi kulti-
vetai latviesa rakstura stiprinasanai. Tas bija bralu draudzu laiks, kad
latvietis macijas palauties uz pasa spekiem, uz savu gribu, nevis gaidit no
augsas, zilét, vai paklauties liktenim. Individualas un nacionalas stipri-
nasanas procesu partrauca bralu draudzu vajasana un aizliegums. Tad
naca otrs nacionalas atmodas vilnis — jaunlatviesi.

19. un 20. gadsimtu mija Andrievs Niedra pirmais romana Liduma
dumos spécigi atklaj latviesa rakstura iedabu — neizlémibu, gribas tra-
kumu, padevibu stiprakajam, sev lidziga noniecinasanu, kazoka mesanu —
un pretstata dod sava izpratné pozitivo cilvéka modeli: stipras gribas,
neatkarigu sava cela gajéju. Padomju okupacijas laika literaturas zinat-
nieki i iemesla dé] A. Niedram parmet ipasa aristokratisma kultivésanu.

Cits nacionalas atmodas uzplaiksnijums ir 19085. gads, kad virsroku
nem un tendenci iezime kreisie socialdemokrati. Tiem ekstrémo lozungu
dé] pieslienas un gatavi attiecigam aktivitatém dazada veida politiskie
radikali, viegli ietekméjamie un nacijas demoralizéjusies dala. Vardarbibai
slazas ir vala, un no $1 briza aizsakas liela nacijas izslaktésana visa 20.
gadsimta garuma. 19035. gada notikumu tragiskais paveérsiens daudziem
aculieciniekiem un dalibniekiem kluva par istu psihiskas izturibas par-
baudi. Tas atklajas ari dailliteratura. Spilgtaka lieciba tam ir A. Austrina
romans — hronika Gara jiudze. Neizturéjusi izsekosanu, vajasanu, atraz-
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damies nepartraukta bailu sasprindzinajuma, cilvéki psihiski salast: izdara
pasnavibu, sajuk prata vai ar traumétu psihi dzivo talak un laujas dazadam
divainibam, un ir viegli paklaujami.

Véstijuma skietamo bezkaisligumu romana — hronika ik pa laikam
partrauc véstitaja psihisko izjutu kakofonisks iestarpinajums: drima
nospiestiba, uznaca neizsakams zelums, pilns smagu skumju un noguruma,
melna grutsirdiba, navigs izmisums, kaut kas mironigs, viss ka zem lasta,
ka zem miropauta u.tml. Tadas psihisko stavokli raksturojosas frazes
sastopamas vai katra lappusé. Reizumis psihiskais sasprindzinajums ir
tik smags, ka sakas redzes vai dzirdes halucinacijas, realitate saplast ar
kadu iedomatu mistisku ainu. Rezongjot stastitajs iedomajas mistiska
kaut ka klatbutni. Visa plasa apkartne ir vaidu pilna: Vaideja visa pilséta,
visa zeme. Pat koki kaut kur likas stenam nakits veja. Saplositi makoni
skréja bailes, atsegdami pamale saltu menesi, ka mirona galvas kausu.
Uz ielas iegrabéjas kadi spokaini soli. Vai tur tikai nenaca nave, apstai-
gadama savu plaujas lauku'? A. Austrina romans — hronika sniedz pama-
tigu izpétes materialu par iracionalo un mistisko latviesu literatara.

1905. gada tragisms veicinaja ari tadas divainibas cilvéku riciba, kas
vértéjamas ka iracionalas (mistiskas): jaunas sievietes, salasijusas romanus,
saklausijusas mitinu runds, bet nav spéjusas visu to koordinét logiska
sistéma, kada dékaina, bet kaismiga revolucionara glabsanas dé| aplaupa
cilvékus un viena sieviete apzinati nogalina savu tévu. Psihopatologiska
paradiba, ta saka A. Austrins.

Felikss Cieléns atminu gramata Laikmetu maina portreté kadu
1905. gada socialdemokratisko revolucionari, kas pec revolucijas parver-
tas briesmiga anarhiste. Vina mégindja noZnaugt kadu bagatu nam-
saimnieci, gribedama izspiest vinas naudu anarbistu kases papildinasanai,
par ko vinu kara tiesa notiesdja uz sesiem gadiem spaidu darbos*. Kada
cita atminu aina F. Cieléns piemin savadu jaunu sievieti, kas ka apmata
sekojusi savam revolucionarajam draugam, kur$ nesen bija nogalinajis
vinas tévu.

1905. gada galvenie organizatori — kreisie radikali — bija seviski spe-
cializejusies uz viegli ietekméjamu, psihiski nelidzsvarotu personu iesais-
tisanu vardarbigas izdaribas. To uzsver Karlis Zarin$ romana Dziviba
un tris naves. Vins vérs uzmanibu uz cilvékiem, kas atgadina neirasténikus
(vinus nodod acis — tas nemierigi slid no vienas sejas uz otru, no viena
priek$meta uz citu). Vini ir socialas dzives situacijas un radikalo politiku
runu apmulsinati, vinu galvas sajauktas ar daznedazadam ideologijam:
marksismu, realismu, idealismu, Viktora Eglisa dekadentisko dzeju un
rakstiem. No rokas roka iet krievu un vacu sejumi, bet bailes ir no tau-
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tiskajiem ideologiem, jo tie likas garlaicigi un neinteresanti! Neievérojami
jaunekli, pateicoties revolucijai, peksni parvértas.

Tam idejam un — galvenais — tai ipatneéjai ideju izpratnei, kas lidindjas
gaisa, bija lielaks speks neka likumam un varai, neka cilveka dabai,
nekad visam represijam, spaidiem, naves sodiem un spidzinasanam kopa.
Un, jo asakas kluva represijas, un, jo vairak pakara, nosava un vispar
izdeldeja fantastisko dienas varonu — jo vairak vinu saradas, jo pardrosak
tie rikojas un jo neticamaki izlikas vipu varondarbi. Pats par sevi sapro-
tams, ka nekada vara tos nebitu iznicindjusi, ja ar laiku pati no sevis
nebiitu izklidusi ta romantiski sabiezinata atmosfera, kas vinus baroja
un uzturéja’.

Savadai noskanai latviesu nacijas vairakums, Skiet, laujas Pirma
pasaules kara notikumu télojumos. Ta ir padosanas liktenim. Padodoties
liktenim, jauni viri un puisi dodas uz kara lauku tiesi preti navei, pado-
doties liktenim, sakas béglu gaitas, kuras tiek aizrauti ap 800 000 cilveku.
Padodoties liktenim, vacu un krievu aizmugurés latviesi panes laupisanu,
izvarosanu, apcietinasanu, beztiesas noSausanu, cietumu. Padodoties
liktenim, latviesi slid morali, zaudé godu, cienu, saboja savu un citu cilvéku
iespéjas miera laika satikties, dzivot kopa, drosi viens otram acis skatoties.
Pusaudzis déls mierina mati, kas atdevusies garamgajéjam, dzemdéjusi
vina bérnu un tomér gaida no frontes parnakam savu likumigo viru: Bet,
mat, es domaju, ka par to nav verts pat vardus teret. Tetins ir labs, vins
sapratis. Ko mes izcietam pa so kara laiku, kas viss nezuda un negruva
[pasvitrojums mans — D.L.], tur neka neviens nevar darit. To vins zinas
varbit labak neka mes. Tik neraudi un nebisties®*.

Karla Strala iespaidigais, bet visuma maz literatiiras vésturé piemi-
nétais romans Kars ir pa lielakai dalai autobiografisks darbs. Rakstnieks
bijis kara mobilizéts ka rezerves virsnieks, piedzivojis krievu armijas, tai
skaita latviesu karaviru, milzigos zaudéjumus kara sakuma 1914. un
1915. gada, smagi ievainots un arstéjies Maskava. Romana Kars raditi
tiesi divi pirmie kara gadi — 1914. un 1915. Pirma pasaules kara tematika
ir ari citos K. Strala darbos, pieméram, poéma Kauja pie Glemu liepas
(1922) un stastu gramata Ugunainie krasti (1923).

Romans Kars rakstits uzreiz péc kara beigam, kad viss pagajusais
skaidri, zinama sistéma nostajies acu prieksa un atmina nav izbal&jusi
svarigakie notikumi. Neilgais laiks péc kara skaudri liek apzinaties, cik
bezjédziga, trula asinsizlieSana ir notikusi. Ir milzigs izmisums, zZélums,
sirdssapes, riipes un dusmas uz pasaules iekartas nejédzibu, kam bezspecigi
padevas tikstosiem dzivibu ka kadam nenoversamam liktenim. Cilvéka
bezspéciga padosanas kidam nenovérsamam liktenim caurvij visu romanu.
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Jau romana sakuma K. Strals iezimé lielo ideologu rapigi izplanoto
sabiedribas sagatavosanu karam:

Sabiedribas doma tika vadita pret karu ta, ka lai liktos, it ka ta tikiu
vadita ne pret tumsam Sausmu un ciesanu dienam, bet lauka no tumsiem,
smacéjosiem miriem dzidru trokspu skala un saules pilna klajuma, par
kuru ar lauru vainagu galva, ar palmu zaru roka lido uzvara. Pat ikdie-
niski un salti prati radijas aizrauti romantiska reibuma’.

Ideologi spélé uz nacijas vésturisko apzinu, uzmet pretvacisku garu,
lielajam slaktinam ir sagatavota augsne, lai tauta bez racionala apsvéruma,
bez domasanas ietu nebutiba. Iracionali tendéta nacija klust par vislielako
upuri.

Romana sakuma rakstitaja filozofiskaja apcere par cilvéces véstures
gaitu, par varoni un varonibu K. Strals runa par absurdo pasaules ainu,
kura ir gan makslinieka, gan zinatnieka radosa gara cildenums, kas cilvéci
sparno uz paliekosu dzivi, bet lielas figuras — pasaules vadoni un kara-
vadoni — ir ar “mala kajam”: Neviena ideja, neviens nolitks, no kuriem
apzinigi vadijusies $a pasaules kara celeji, nav piepildijies®. Miljoniem
cilvéku nesusi bezjédzigu naves un sapju upuri:

Tapec ar noliku raditas sapes nav attaisnojamas ne ar kadiem apstakliem

vai mérkiem, un katra atseviska cilveka upurésana, kaut ari vislielako

merku laba, ir tikpat liels, un vél lielaks un riebigaks noziegums, neka

miljonu, pat visas cilveces upurésana, jo ir zieds uz varmacibas akmena.

Katrs mégindajums to attaisnot, ir nelietiba pret garu, un katra maciba

par spécigaka virstiesibam uz dzivi ir tikai izglitota meZoniba, tatad

meZonibas visriebigakais veids, kura vara krist ir nesalidzinami griatakas

mokas, neka ciest no vienkarsas dabas meZonibas, pieméram, no sli-
mibas’.

Romana I dala attélots pats kara sakums, kad izsludinata mobilizacija
un Augustam Stégim jadodas uz kara lauku. Uzreiz péc ierasanas mobi-
lizacijas punkta ir skaidrs, ka sakas bezjédzibas: visiem rezerves virs-
niekiem ir pavéléts doties uz taliem apgabaliem — kaut kur Ukraina, kaut
kur vel talak, bet nepalikt Baltija. Neviens no iesauktajiem rezerves
virsniekiem nepretojas un pienem to ka likteni. Nepretoties mulkigam
pavélém, komandam, ieteikumiem, bet pienemt visu ka likteni —§1 divaina,
it ka somnambuliska pozicija, ka jau ieprieks minéts, caurvij romanu.

Absurds turpinas: kara sakuma burtiska nozimé triumfeé tirgotaji, jo
pastiprinati tiek izpirktas tas preces, kas gadiem nebija pieprasitas: ap-
loksnes, véstulpapirs, rakstampiederumi, zekes, vela, kabatlakati un citas
karaviram nepiecieSsamas lietas.
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Jaunajiem virieSiem karavira, ipasi jau virsnieka, formas térpa sakas
nebijusi piekrisana pie jaunkundzém. Pirms aizbrauksanas uz fronti inten-
sivi tiek veidotas romantiskas attiecibas.

K. Strala romana varonis nok|ast smagakaja kauju vieta — pie Maziiru
ezeriem Austrumprisija. Tur un Augustovas mezos Polija kara pirmajos
meénesos krievu armija cie$ milzigus zaudéjumus: boja iet ap 30 takstosi
XX korpusa viru, starp kuriem lielaka dala bija tikko ka mobilizéti latviesi.
No ta briza izplatijas teiciens par krievu slavu un latviesu asinim. Par
krievu armijas XX korpusa generala fon Rennenkampfa bezdarbibu pat
vaciesi brinijas, jo vini varéja sagatavot tos briesmigos ielenkumu gre-
dzenus, kas veél tagad un lidz kapam Znaudz tikstosiem ari latviesu masu
un sievu sirdis, jo katra no tiem tukstosi vipu delu un viru ir gajis boja
gan no ievainojumiem, gan gustiba, gan bada, gan noguldamies so
gredzenu vidi uguns un dzelZu nave®.

V. Karklipa romana Zelta zvans izmantoti sadi dati:

No trisdesmit pieciem kajnieku korpuss zaudeja divdesmit astonus tiik-
stosus. No devipiem tukstosiem artileristu — tuvu pie sesiem tikstosiem;
atlikums béga tada panika, kada $ai kara vel nebija pieredzéta. Un vaciesi
bija izjukusajam krievu dalam uz pédam. [..] atkapas ne vien sakautais
korpuss, bet visa krievu armija’.

K. Strals stasta, ka uz kaujas lauku realai kara darbibai ir atvesti bi-
jusie Staba virsnieki — krievi, kuri nesp€j orientéties karté un kuriem nav
pat laga prieksstata, kura pasaules mala vini ir nokluvusi. Staba virsnieki
vairak derigi ballem, sievietém un milas dekam, ne kauju taktikas plano-
$anai. Gadas, ka viens krievu pulks izsaudas pret otru un péc tam savac
kritusos un ievainotos.

Milzigajos pirmo kauju zaudéumos karaviri vaino krievu armijas
generalitati — virus ar vaciskiem uzvardiem. Ir aizdomas par krievu gene-
ralitates nodevibu, jo pavélu bezjédziba ir acimredzama. Romana I dala
ir vairakas epizodes, kas liecina par krievu armijas vadibas stilu Austrum-
prusija. Pieméram, pulks iet pret vacieSiem,

peksni, péc verstim septinam, astonam, pa visu pulku izplatijas vests,
ka vacu kavalerija apnemusi pulku no trim pusem. Visu lidz Sim par va-
cu apieSanas makslam dzirdeto zinu iebiedeta pulka prieksnieciba jau
pirmaja mirkli pazaudeja galvu un vel pec dazam minutem pulks diedza
atpakal pa celu daudz atrak, neka devies uz prieksu. Atjedzas tikai sadza,
kur bija gulejusi nakti un kur vinus sagaidija jau gatavi kaposti lauku
kuknas. Kaut gan nebija vél pusdienas laiks, tika atlauts tos izdalit un
paest. Pulkstenis bija apmeram desmit, vienpadsmit.
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Un piepesi, tikko laudis bija nodevusies éSanai, tuvas apkartnes dzilaja
klusuma atlidoja un nokrita pasa sadzas vidnu lielgabala granata. Tai
sekoja otra, tad tresa, piekta, septita, iekams laudis atjegusies, kas notiek.
Péc minites atskanéja jaunas paveles un pulks steigsus devas, neatsta-
dams rezervju, viss, pilna sastava atkal uz prieksu'”.

Péc sakaves Austrumprasija un Polija krievu armijas bojaeja turpinas
Galicijas fronté. K. Strala romana varonis Augusts Stégis gul ievainots
kada sadzinieka majas istaba. Vins ir laimigs, ka nav kritis vacu gusta.
Tas gan nebija vina kars un Tas, varbit, nebija vina kars, doma Augusts
Steégis. Vins atceras, ka isi pirms kara ar draugiem Riga tika spriests par
péc iespejas mazaku Latvijas dzivo spéku izskiesanas pasaules kara
gadijuma: — te nu bija"'. Tas, kas var skist absurds, iracionals vai mistisks
Pirma pasaules kara lielaja tautu noasinosana, butiba ir racionali apsvérta
pragmatiska kara izraisitaju riciba.

Padosanas liktenim spécigi izteikta ari Augusta Sauliesa stasta Briviba
un maize (1920). Stasts koncentréjies uz sarkana terora laika atminam.
Aprobezoti ir P. Stuckas varas viru rokaspui$i, vienam par upuri krit
kartigs zemnieks Janis Kalnars. Tikai isu mirkli pazib doma glabties no
varmacibas, jo, ja vin$ ari nocietinatu savu sirdi un batu ar mieru bégt,
visu pamest vinam nelautu atminas un sencu piemina: Un tevu gari, nak-
dami dievaines uz vecajam dzives vietam, atrastu tur svesus laudis, kam
nekadas dalas nav par vinu pieminu ... Né, begt vins nevaréja nekur — lai
notiek, kas notikdams'!

Ar rugtu ironiju Dzintars Sodums atceras, ka 1940. gada Padomija
okupéja Latviju:

Laudis stav Sosejas mald un skatas, ka stundu péec stundas viegli bivéti
kravas auto brauc uz Rigas pusi. Ik auto kulba ap trisdesmit zilcepurotu
mongolu séz uz soliem, katram Sautene starp celiem. Vini snauz vai vie-
naldzigi skatas apkart. Aiz cekas armijas zilcepurém brauc parastas armi-
jas sarkancepures. Apputéjusi tanki brauc starp kravas auto. Gaisa gau-
do krievu kara lidmasinas. Nepolitiski, pardiumoti laudis pastorali strada
siena plava, kamer par vipu galvam gaudo krievu lidmasinas, dodamas
uz Spilves lidlauku. Nav Saeimas balss, kas protestétu. Uz Sosejas Zvadz,
un gaisa kauc. Daugavpils Dziesmu svétkos kori aizrautigi dzied himnu'®.

Dz. Sodums, viens no nacijas rakstura un identitates pétniekiem,
lausanos iracionalajam, mistiskajam saskata paaudze,

kas dzimusi 20. gadsimta sakuma, pirms pirma pasaules kara. Jauna
paaudze gribéja citadi. Bet vipu bérniba un jauniba pirma pasaules kara
gados bijusi grita. Daudz vinu bija attistibas gados samaisiti, satraukti.
Neatkarigaja Latvija vini steiga un triskuma studéja. [..] Jauni viriesi un
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sievietes svarstijas starp galéjam tieksmém nirgt un skumt. Meklet, kam
pieslieties, noraidit. Pieliagt, nicinat. Tas vinos palicis uz visu mugu:
daudz uzskatu un maza spéja spriest. Studenti un ierédni iet ne uz poli-
tiskas partijas rikotu sanaksmi, kur runda par politiskiem procesiem,
bet, péc ziepem un kurpju vikses smarzodami, dodas uz Zentas Maurinas
un Richarda Rudzisa priekslasijumiem, lai gitu garigus iespaidus.
Politisks darbs maisijas ar religiju [..]. Laudis, kam izglitiba pajukusi
kara laika, péc kara skola joprojam iekala krievu un vacu enciklopediju
faktus. Mekledami ko jiatigaku un interesantaku, vini nodevas sajiatam,
ko sniedz estetisms, budisms, Padomju Savienibas apmaksata Rericha
maciba, ASV modernisms, Rietumeiropas meklejumi makslas'*.

Jasecina, ka revolucija, divi pasaules kari, okupacijas veicinaja latviesu
raksturu gandésanu. Lausanas ietekmeéties, paklauties, iztapt nomac gri-
basspéku, individualo un nacionalo lepnumu. Latviesi ka aitas lieti nodur-
tam galvam (Z. Skujins) iet péc périena, iet uz mobilizacijas punktiem,
dodas uz fronti, pako mantibu un dodas béglu gaitas, kapj izvesanai
paredzétos lopu vagonos: Pasaule ka jeru bars sadzita aploka un nevarigi
gaida, kad to iznicinas®.

BiezZi vien racionali neizskaidrojamas paradibas ir latviesu vienosanas
trukums, mazigas opozicijas: frontinieki viena barikazu puseé un otra,
balts un melns. Tapat ka savas nespéjas, gribas vajuma kompensésana,
laujoties iracionalitatei: meklét zvaigznés, zimés, sapnu gramatas, pie
zilnieces, vardotajas, magiem un Sarlataniem. Denunciacijas tieksmes,
savstarp€ja apkarosanas, kildosanas, nespéja savstarpgji vienoties, savstar-
péja neuzticesanas ir kupris, ko latvietis nes ka savas nacionalas identitates
zimi. Noslégsanas sevi, sava vienséta: ne mana citka, ne mana druva,
padoties liktenim. Varbut Eiropas provinces, nomales sindroms? Ari ta
ir identitates zime.

20. gadsimta latvieSu literaturas vésturé nereti sastopams latvietis ka
tipisks ilgstosi kolonizétas nacijas parstavis. Latvietis bijis svesu karu
karotajs, nacijas garam svesu ideologiju iztapigs kalps, svesu ideologiju
varda gatavs visasinainakajiem darbiem (Cik lieli mes bijam kareiviska
staja, tik vaji biezi politiski nacionala domasana'®), okupaciju apstaklos
gatavs viszemiskakajam denunciacijam, okupaciju mainas arvien gatavs
kazoku mest uz otru pusi. Padomijas okupacijas laika tas pats latviesu
literats panto par Stalinu, nacistu laika par Hitleru, pieméroties spéjigs
svesam nacijam (Piemerojoties pitlas iegut identitati. Zviedriskaki par
zviedriem. — R. Ridzinieks romana Zelta motocikls; Par [latviesiem —
D.L.] runa, ka jiis esot vislabakie amerikani, vislabakie angli, vislabakie
vaciesi, ja — pat vislabakie krievi. Kur jusos vel kas no latviska var aiz-
kerties, to gruti saprast. — G. Janovskis romana Sola).
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Tiesi Sobrid, kad veésturnieku un politologu pétijumos noskaidrojas
20. gadsimta tragiskie notikumi ka apzinati un rapigi planota katastrofalu
pasakumu virkne, kam dzinulis ir milzigu teritorialu platibu un reize ar
to neaprakstamu bagatibu sagrabsana, ir interesanti aplukot, ko no si
gadsimta tragédijam télo latviesu literatara. Tas ir loti ierobezots lauks,
ar reizumis pat naivu skatijumu un vértéjumu, bet dzili emocionali pardzi-
vots: par cilvéka sapém, zaudéjumiem, bezceribu, izdzivosanas alkam,
ilgam péc ikdieniskas laimes. Uzkritoss, divains, savads vien liekas péc
politiskas parliecibas atskirigu rakstnieku kopigais, skietami somnam-
buliskais psihiskais stavoklis — padosanas liktenim. Ka kolektivs motivs —
padoties liktenim — tas iziet cauri loti daudziem darbiem un vedina domat
par nacijas rakstura kadu fundamentalu iezimi.

Alberts Bels, kas ir viens no tiem latviesu rakstniekiem, kur$ sava
dailradé pétijis un atveidojis latviesu individualo un nacionalo iedabu,
romana Melna zime doma par to, ka varmaciba ieprogrammeéta pasa
upuri: Tevs visu nema viegli, laida par galvu, gimene bija deka ar lauku
meitenti, bérni — svetdienas lelles, neatkariga valsts — ko es tur varu lidzer?
[..] Apbrinojama ir jera paklaviba, ar kuru Jana tevs sanema liktena sitie-
nus. Arests? Labi. Cietums. Neko darit. Kugis? Nav iespéjams begt. Nave?
Mazajam kakénam nav izveles". Tas ir simbolisks nacijas vertéjums.

Stiprinat savu gribasspéku, ne tikai ikdienas darbu darot, bet ari aiz-
stavot savu personu, savu pascienu, uzticéties saviem spéekiem laikam
nav latvieSa ipatniba. Neticét saviem spekiem, bet iracionali palauties
liktenim, nodot sevi Ta Kunga rokas — ta ir nacijas nespéciba un vajums,
upura vaina.
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Valdis Kikans
IRACIONALAIS LATVIESU LIRIKA

Summary
The Irrational in Latvian Lyric

The irrational as a philosophical category is used to denote the philosophical
views that acknowledge the primary status of the irrational beginning in the
world cognition and understanding. Irrational tendencies in philosophy have
existed in a long period of development, but irrational trends in philosophy came
into existence at the turn of the 19% and the 20™ centuries, becoming especially
active since the late 1950s.

The irrational in art and literature is a complex issue, as art image cannot be
expressed in the form of rational judgements: its only mode of existence is the
image-like form produced by the artist. Latvian poets and thinkers E. Veiden-
baums and Rainis have expressed opposing opinions concerning the possibilities
of expressing rational understanding of irrational phenomena. F. Barda under
the influence of the French intuitivist philosopher H. Bergson admits the extension
of rational cognition into the sphere of the irrational. This opinion of irrational
relativism is present already in . Kant’s philosophy as well as Rainis and I. Zie-
donis’ writing and in the contemporary philosophy has acquired the attribute of
the rationalizing the irrational as opposed to, e.g. K. G. Jung’s opinion that the
creative origin of art will be eternally closed to the human cognition.

Iracionalisms (lat. irrationalis — ‘bezapzinatais, ne prata [kategorija]’) —
filozofiskie virzieni, kas pasludina arpusprata sakotnes primatu un izvirza
to ka pasaules pamata pazimi, ta ari ka tas izpratnes raksturotaju. Pret-
stata klasiskajai filozofijai', kas izvirza centra pratu un racionalitati un
Sis racionalitates attistibas ieksejo logiku, postklasiska filozofija atsakas
no istenibas prata pamatiem un pirmo vietu ierada iracionalajam. Tas
nenozimeé racionald un td izzinas procesu iespeju pilnigu noliegumu, bet
gan akcentu mainu: $o divu visu antropologisko un vésturisko konstantu
(racionald un iracionala) radikalu parvertesanu?.

Enciklopédija teikts, ka noteikta reakcija uz klasiskas, ipasi vacu,
idealistiskas filozofijas (tas pazistamakie parstavji ir Kants un Hégelis:
piezime mana — V.K.) parméra prato$anu bija vélina Sellinga atklatibas
filozofija, nerunajot jau par A. Sopenhauera voluntarismu, E. Hartmana
bezapzinata filozofiju un S. Kirkegora macibu. Tadéjadi iracionalas
tendences filozofija vérojamas ilgakas attistibas perioda, bet termins ira-
cionalisms tiek attiecinats uz filozofijas virzieniem, kas veidojas 19. gs.
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beigas — 20. gs. sakuma, $aja laika iracionalas tendences pastiprinas
sabiedribas krizes dél, kuras pamata ir socialas istenibas neizprotamiba,
iracionalitate, kas asociéjas ar pasu cilvéka dabas batibu. Sadu iraciona-
lismu spilgti parstav dzives filozofijas virziens F. Nices, V. Dilteja, O. Spen-
glera, A. Bergsona uzskatos; tiek ieviests jauns prieksstats intuitivisms® —
‘pirms vai arpus teorétiskam zinasanam’: bez intuitivas uztveres pasaules
izzina tiek uzskatita par ierobezotu, izprast nespéjigu. Talaka iracionalo
filozofijas virzienu attistiba saistita ar fenomenologiju, eksistencialismu,
neopozitivismu. Kops 1950. gadu beigam vérojama tendence — iracionala
racionalizesana, t.i., iesaistot izzina to, ko agrak uzskatija par neizzinamu.
Si kustiba saistita galvenokart ar strukturalismu.

Enciklopédijas ka iracionalisma parstavis nav minéts I. Kants, kura
teorétiskie uzskati §1 virziena vésturé ir visparzinami un saistas ar makslu
un literataru.

Noradot, ka, péc Kanta uzskatiem, racionali nav atrisinami jautajumi
par pasaules laiktelpas galigumu un pirmsakumu, idejas par gribas brivibu,
dvéseles nemirstibu un Dieva esamibu, M. Kile un R. Kalis raksta:

Prata centienos izlauzties arpus savu empiriski racionalo iespeju robezam
vins saskata neiznicinamu cilveciskas izzinas vajadzibu. Vel vairak, prata
iedrosinasanos “parkapt robezas” Kants verté ka domataja neatnpema-
mas tiesibas un pat pienakumu®.

I. Kants iracionala izpratnei maksla pievérsas darba Spriesanas spejas
kritika (1790), kur estétiska ideja skaidrota sadi:

Bet ar estetisku ideju es saprotu tadu izteles speéju, kas dod iemesla
daudz domat, nebudama nevienai domai, t.i., jedzienam adekvata un
ko pilnigi aizsniegt un saprotamu darit nevar nekada valoda’.

K.G. Jungs pétijumos par arhetipiem pieveérsies racionalajam un iracio-
nalajam maksla, konkréti dailliteratura. Jau vina literaro tekstu dalijums
psihologiskaja un vizionaraja maksla apliecina zinatnieka uzskatu par
racionala un iracionala pastavésanu (klatbutni) literarajos tekstos:

[..] psibologiskais makslas jaunrades saturs vienmer rodas cilveciskas
pieredzes joma, no stiprako pardzivojumu dvéseliska priek$plana. So
makslas jaunrades tipu es saucu par “psibologisku” tapec, ka tas vienmer
atrodas saprotama un aptverama robezas |..].

Bezdibenis, kas paveras starp “Fausta” pirmo un otro dalu, noskir ari
psihologisko makslas jaunrades tipu no viziondra. Seit viss apvérsas
otradi: materials vai pardzivojums, kas makslinieciski noformets, nesatur
sevi neko senzinamu, tam piemit mums svesa biutiba, slepniga iedaba,
un tas rodas it ka pirmcilveku laiku dziles vai no parcilvéciskas iedabas
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tumsajam vai gaisajam valstibam, tas ir kaut kads pirmpardzivojums,
kas cilveka iedabu draud padarit bezspécigu un bezpalidzigu. [..] no
vienas puses, tas ir kas visai divdomigs, demoniski grotesks, cilvécisko
vertibu un skaisto formu sasprindzinoss [..J; bet, no otras — kaut kada
atklasme, kuras tales un dziles cilveka nojauta nemaz nespéj izdibinat,
vai skaistums, ko nespéj izteikt nekadi vardi.

[..] iracionala radosa sakotne, kas visskaidrak izpauzas tiesi maksla,
galu gala pievils visas piiles to racionalizet. Visi apzind notiekoSie psibis-
kie procesi vel var tikt kauzali izskaidroti, bet radosa sakotne, kas
saknojas neparskatamaja bezapzina, cilveka izzinai bus muzigi
slegta®.

Fausta télus komentgjis ari atdzejotajs Rainis, piem., I dalas Mefisto-
fela un Fausta dialoga apcerétas mates, kuram ir dieviesu statuss: Tds
telotas ka visu lietu pirmparauga ideju raditajas, kuru (ideju) mainosos
veidos vien var dzivé paradities viss, kas ir ar misu pratiem sajutams’.

J. Kursite mitiskas un mistiskas mates skaidro ka ar pratiem saju-
tamu simbolu:

Faustam no Matem jaiegiist brinumprieksmets — trijkajis, kas lautu atdzi-
vinat Helenu [..]. Helenu iegiit neizdodas |[..]. lespéjams, $i Fausta ne-
veiksme Gétes traktejuma nozime, ka antika pasaule, antikais dailums
nav tik viegli iegitstams, leti nedodas roka. Faustam inicidacijas parbau-
dijumi jaiziet velreiz®.

J. Kursites piesardzigo iesp&jamibu jau minétajos komentaros “reabili-

tejis” Rainis:

Fausta un Helenas savienosands Seit uzskatama ka alegorija, ka roman-
tisma, germanisma — germanu makslas savienosands ar hellenismu —
grieku skaistuma idealu, no ka dzimst Eiforions [..], kurs sava zina lidzi-
nds meteoram, kas piepesi uzliesmo un tad iznikdams driz rimst spidet’.

Griti iedomaties citadi uztveramu racionali komentétu Eiforiona un
Helenas navi:
Helena
(Uz Faustu)
Vecs vards pie manis diemzel ari piepildas:
Ka laime, skaistums nebiedrojas neskirot,
Man milestibas, dzives saite sarauta;
Es, gauzot abu, sapes saku ardievas
Un metos atkal, Persefone, rokas tev,
Ak, uznem mani, uznem zenu zeligi!
(Vina apskauj Faustu; miesiskais izgaist, drébes un plivurs paliek
vina rokas)*°.
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Sis simbols izprotams racionali — vacu kultiirai paliek grieku antikas
kultiiras mantojums, bet abu kultaru kopiba izveidoties nevar. Saja kon-
teksta iracionalais maksla, pirmkart, paradas ka recepcijas (uztveres)
spéjas kriterijs: viens un tas pats makslas darbs vienam uztvéréjam ir
saprotams, “savs”, bet citam — nesaprotams, “svess”, lidz ar to iracionals.

Otrkart, vai tadejadi nerealizéjas 1. Kanta, F. Bardas un musdienu
iracionald racionalizéSanas cerigums uz prata izzinas sféras neierobezotu
paplasinasanos pretstata K.G. Junga uzskatam, ka radosa sakotne |..]
cilveka izzinai bus mugigi slegta u.tml.?

Latviesu literatara pirmais moderna laikmeta domatajs un dzejnieks
E. Veidenbaums, ko vacu literatarzinatnieks F. Solcs nesaubigi uzskata
par modernistu', izteicis ne mazums interesantu domu par agnosticismu
un iracionalo. Studiju biedra A. Dauges atstastu par iracionalo Veiden-
bauma uzskatos cité L. Volkova:

Es ticu, ka ir kaut kadi, misu pratam nepieietami augstaki likumi par mums,
kurus sajitam sava sirdi, kuriem padodamies, kurus atzistam un cienam,
pret kuriem jiutam godbijibu. Tas ir dievibas gars, kas miisos dzivo'.

Monografijas autore spriez, ka dievibas gars, kas Veidenbauma dzeja
atkartojas, varétu bat sinonims sirdsapzinai (lidzigi ka Kantam moralais
likums: piezime mana — V.K.). E. Veidenbaums bija parliecinats ateists,
pieméram: Mana baznica ir daba un pasa sirds. Savukart §i dzejola rindas
pauz dievticibu:

Tumsaja ziluma spigulo zvaigznes.
Muziga kartiba kustas to bars;
Cilveka liktena driwmajos vilpos
Valda bez rimsanas dievibas gars®.

Te izteikta atzina par noteiktu pasaules kartibu, bet cita dzejoli —
atkriSana agnosticisma:

Daudz varam runat un spriest, kads uzdevums cilveka dzivei,
Tomer pie gala nekad netiksim, tici man, draugs.

Skaidribu mirstigam pratam ir slepusi augstaka vara;

Ceret un minet var daudz, saprast un zindat — neko'.

Saja dzejoli vérojama izzinamibas un neizzinamibas pretruna. Dzejoli
Lai nedoma cilveks, ka otrs ir slikts Veidenbauma prata un dabas (ka

Kants sauc ari makslu) attiecibas izzinas spéja ir lidziga Kanta uzskatam,
ka ar pratu nevar aptvert pasaules daudzveidibu:

Var tikstosreiz pratu vel nogurdinat,
Es saubos, vai pari par dabu tas ies".
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Izskaidrojumu dzejnieks neatrod ari Sausmigajam miZibas ratam,
kas visu aizrauj nebutiba (dzejolis Vel desmit, divdesmit gadu)*®.

Raina prata un dabas attiecibu uzskatos prevale Hegela atzinumi
par prata visvarenibu. Ir dzejoli, kas raksturo prata nespéju izzinat pasauli,
ka ari izprast cilveka zemapzinas pasauli, piem., Dzilakas domas:

Dzilakas domas
Smadzenes izvaid
Bezveida murgos,
Kvelosas jausmas;
Domas tik plasas,
Tirdosas, smagas,
Itin ka liktens
DzelZaina vara.

Nekada prieka

Domat sis domas,
Begtu — kur bégsi?
Tver, glauz un samin"’.

Vai ari: Cilveka dvesele, nabaga dvesele,/Kur tev but lidzi bezgala
dabai'*? Velak poéma Ave sol! (1910), krajuma Gals un sakums (1912)
domas parsvars par dabu ir neparprotams. Varena, neaptverama daba
sevi neapzinas, bet cilvéka dveésele dabu apzinas:

Vel tik vienu dvesle nezin:
Cik ta pati skaista, dzila.
— Zinas vel i nezinamo®.

Raina lirika un tragédijas sastopami ne mazums vizionaras makslas
téli, kam nav rodams pamatojums ne télota, ne rakstisanas laikmeta, ne
interteksta. Ta dzejolu krajums Vetras seja (1905), kas iznak 1905. gada
revolucijas kulminacijas laika, vasara, ir §i gada sakaves asinaino notiku-
mu hronika. Gaidamo notikumu patiesibu atklaj dzejnieka intuicija, kas,
protams, nenak dzejnieka apzina tikai “no augsas”, t.i., intuitivi, to veido
ari véstures un sava laika daudzu analogu faktu un notikumu zinasana.

Sada paredzésana un pravieto$ana, ka tauta saka, diumu saosana
pirms uguns, saistita ar makslinieka, domataja u.c. personibas intuiciju.
Tas nozimi iracionalu paradibu izpratné akcentgjis francu filozofs A. Berg-
sons, vina ietekmeé ari latviesu dzejnieks F. Barda, kura darbos izpauzas
intuitivais iracionalisms:

[..] atzina nekad nav spéjiga sniegt vipam (cilvekam — V.K.) visu un

pédejo. Atzina — vismaz lidzsineja — nav spejiga aptvert absolito. Dzi-
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vibas koks ir lielaks neka Atzinas koks. Dziviba ir plasaka neka atzina;
atzina vinu nekad nevar pilnigi aptvert [..].

Tomer cilveks nekad neatsacisies |[..] ést no Atzinas koka [..] — klis
pilnam pilns ar Atzinas koka speku. Tad dzivibas koks vairs nebis
Skirts no Atzinas koka, tad dziviba bis kluvusi par atzinu, bet atzina
par dzivibu®.

Lidzigi Kantam un musdienu postklasiskajai filozofijai, ari Barda
atzist cilvéka prata izzinas spéju neierobezotibu, bet par konkrétajam
atzinam un to paudéjiem sava laika F. Barda pievienojas A. Bergsonam:

Abstrakta doma ir tikai viena no dzives paradibam, viens no dzives vei-
diem — ka tad vina var aptvert visu dzivi¢

Doma ir tikai viens no evolicijas kustibas etapiem — ka tad vipu var
attiecinat uz visu evoliicijas kustibu kopiba? Ar tadu pat tiesibu varetu
apgalvot, ka dala lidzinas veselam, ka akmens, ko jiras vilnis izsviedis
krasta, lidzinas tam formas zina*'.

F. Barda nenoliedz prata darbibu, vins to augstu vérté dzives cinas,
ka labu vérsi, bet attieciba uz makslu un tas izpratni prats ir bezspécigs,
jo ar prata palidzibu ieguta, abstrakta makslas atzina nav pati dziva
maksla*.

Tas nozimé, ka pasu dzivo makslu var uztvert un izjust tikai intuitivi,
ka cita cilvéka dvéseles radniecibu, piem.,

katra makslas darba galvenais uzdevums — radit makslas uzpemeéja jeb
bauditaja taisni to dvéseles stavokli, kadu pardzivoja makslinieks, so
darbu radot [..]. Tatad aréjais makslas darbs spele tikai starpnieka jeb
vada (médija) lomu |[..] no vienam smadzeném uz otram, no vienas
apzinas uz otru [..]. Ja makslas darba uzpeméjs nebis maksliniekam
radniecisks, vins makslas darba nekad nevarés saprast®.

Iracionalais vertéts ka recepcijas (uztveres) spéjas probléma: viens
un tas pats makslas darbs vienam uztvéréjam ir saprotams, “savs”, bet
citam — nesaprotams, “sve$s”, lidz ar to iracionals. Turklat F. Bardas
izcelta smadzegu un apzigas loma ir racionalas puses fenomeni, kam
autors ierada izskirosu lomu un nozimi. Si recepcijas probléma atklajas
ar1 Gétes Fausta interpretacija, ta saistama ar $odienas polemikam par
elitaro un popularo kultaru (popkultaru), jo dalai uztveréju sarezgitaki
makslas darbi ir iracionali, ta sakot, limena dél, bet citai uztvéréju dalai
tie nerada recepcijas probléemu. Ta ir atseviski risinama probléma, lai
gan saistita ar katru makslas darbu.

Iracionalais ka recepcijas probléma uzskatami atklajas modernisma
simbolisma, ko izvérs §i virziena francu dzejnieki 19. gs. 80. gados, apzinati
raksturojot simbolu ka iracionalu, piem.:
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“Nosaukt priekSmetu nozime paturét pie sevis tris tresdalas no baudas,
ko rada dzejolis, kurs ir radits no laimes uzminét pa druskai; uzvedinat
uz domam — lik, par ko ir jasapno,” saka Malarmé |[..]. Sarls Moriss
vigam piebalso: “Uzvedinasana uz domam ir atbilstibu valoda un rad-
niecibas ar dabu valoda. Ta vieta, lai raditu lietu atspulgu, uzvedinasana
uz domam iedzilinds tajas un klist par to balsi. Uzvedinasana uz domam
nav nekad neitrala (indifferente) un péc bitibas ir vienmér kaut kas
jauns tadel, ka ta par lietam pavesta apslepto, neizskaidroto un neizsa-
kamo.”** (pasvitrojums mans — V.K.)

Iracionali simboli, kur aiz aréja tela slépjas dzejnieka ieksgjie, imagina-
rie redzgjumi, ir sastopami modernisma simbolisma, kura sakotne ir
iepriek$mineétie francu dzejnieki, ari A. Rembo, G. Trakls, Sen-Pols Ru
u.c. simbolisti, ka ari francu un vélakie krievu, latvieSu u.c. ta sauktie
dekadenti, respektivi, modernisti. Modernistiskais simbols ir patvaligi
brivi tulkojams ka simboliska téla imaginars redz&jums.

Iracionalais man labvéligas tumsas motivos plasi izpauzas I. Ziedona
lirika. Dzejoli Es milu nakti abolu, kas peld programmatiski teikts, ka
tumsa palidz pasaules paradibas izolét citu no citas un sekmé iedzilina-
sanos tajas. Ta uzdod daudz miklu, un to atminéjumi I. Ziedona dzejolos
paliek jautajuma forma: Es redzu kadu cilveku, kas nak:/No tumsas nacis,
atkal tumsa dosies®. Sis dzejola rindas var uztvert gan ka cilvéka dzives
sakumu un galu, gan ka meklétaja celu, jo Tumsa visapkart ir ta ka reta/
milziga réta, kas dzist®®. Sirinda rezoné Gétes atzinai, ka katrs problémas
atrisindjums ir jaunas problémas pieteikums, tadél, jo plasaks plesas pa-
saulé izzinata aplis, jo plasaka ir tam apkart gulosa tumsa — neizzinatais.

Ari 1. Ziedonis izsaka intuitivas nojausmas par neizzinata noslépu-
miem ka racionali neizskaidrojamiem:

Re, sirds man ir ka sakne slima -
uz ieksu leja tumsa lien [..]

Var bit, ka tur ir kada sekla,

ko gaismas séjéjs nesaprot.

Var bit, ka gaismas séjejs seklu
no parak sekla strauta rod.

Var biit, ka tumsas siltumnicas
gul tads vél neapjaudies grauds,

ko beigts — pec atdzimsanas tiecas
un ko grib dzivot kara kauts? .

Tumsa ir sava veida gaisma, jo diena jau praktiski/gaismas par maz®®.
Tumsa ir pasaules un dzivibas pirmsakuma vide, visu saknu pamats,
noslépumu sféra un atsléga, un tadeél ta fasciné dzejnieku:
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Ak — galotne! Zied visa pasaule,

Uz augsu zel ar tadu vajadzibu

Un dziedosa! Un ziedosa! Un ... ne!
Es sakne gribu®.

Krajuma Taurenu uzbrukums (1988) taurenu zigzagveida lidojuma
kustibas ir simbols nekontroléjamai, neparedzamai gribai, kas izlauzas
pasaules paradibas, ipasi musdienu cilvéku riciba. Ta reizé ir dzejnieka
polemika ar klasiskas filozofijas atzinam par cilveka domasanas un ricibas
stingrajam likumibam, sasaucoties ar A. Sopenhauera Visuma aklo sti-
hisko gribu, kas méta pasauli (jo taurinu kustibas stihiskums nemitigi
atkartojas jebkura kustiba), piem.:

Joprojam kustiba ir tauripveida.
Ir manai matei taurinveida meita |..]
Es ari Raini redzu metajamies |[..]
Es esmu taurenu lidlauks,

pilni taurenu mani pleci,
Taureni nekad nav veci |..]

Kapéc taureni skrien svaididamies?

Vini meétajas no brivas sekundes brivaja.

Vini meklé atbrivoto laiku. Vini manevré
no nesamocitas sekundes nesamocitaja*.

Dzejnieks pats savu taurenu simbolu komenté sadi:

Pasaules kartibu cilveki ir ieradusi skatit caur Nutona fizikas kano-
niem — ka kartiba ir stingri lineara [..]. Isteniba kartiba ir vairak stihiska,
lidz ar to neparedzama, iracionala:

[..] Vai tad nav mums neviena |[..], kas var mums pastastit, ka ieraudzit
Sai mainiba, parejas, jucekli pasauli cildenu, kada ta patiesiba ir*'?

I. Ziedonis uzskata, ka tas ir ari makslas uzdevums, vins, lidzigi
I. Kantam, pamato makslas iracionalo dabu (raksturu) un katram atski-
rigo imaginaro uztveri:

Dzeja nav stabilam jabut.
(ta jau var novecot.)
Paskaties, re, ka daba -
Likumu likumiem prot.

Dzeja jau taisnibas nava.
(Taisniba vispar ir.)
Dzeja ir — katram sava,
Katrs ka grib, ta skir®?.
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Maksla nozimigs ir tikai tas téls, nevis racionalais komentars:

negribas vairs fikset

istais ir nenotverams
makonis debesis

tapat, uzreiz ir dzerams [..]*

Sai Cetrrindé izteikta I. Ziedona ilgu gadu makslinieciska pieredze origi-
nalu télu radiSana, kas veidojusies ari sadarbiba ar gleznotaju K. Frid-
rihsonu. Vina Pasazu (1985) téli ne tikai parstav glezniecibai raksturigo
estetisko telpisko formu, bet reize ietver estetisko laicisko formu. Biezi
viena pasaza juras vai tuksnesa horizonta talplans izsaka laika mazigumu,
ta bezgalibu. Citu laika slani simbolizé tukstosgadigs koks, irusu maru
drupas, grimusu laivu vraki u.tml. Vidéja plana vai tuvplana pasreizéjie
juras vilni, pasreizéja bridi skatamie cilvéki projicé mirkli uz muzibas
fona, tadejadi gleznojuma téli ir laika gaitas paudgji. Tas akcentéts ari
I. Ziedona pierakstos, piem.: Kad meés Zavejam tiklus, vakara saulé kaut
kas atspid adeni. Parcirsts brunu krekls®*.

Diahroni télojamais (izsakamais) kluvis sinhronisks: gluzi ka makonis
debesis uzreiz dzerams.

Savukart estetiskas telpiskas formas prioritati jeb telpas makslas prin-
cipus laika maksla literatara jau 20. gs. 40. gadu beigas apceréjis ameri-
kanu literatarzinatnieks D. Frenks® T.S. Eliota, E. Paunda, M. Prusta,
Dz. Dzoisa darbos. Péc §i principa literarie teli it ka “sanak” vienlaicigi
ap kadu centru, un $is iracionalais panémiens (vieglak realizéjams lirika
ka asociativitate) aizstaj pakapenisko racionali logisko véstijumu. So
panémienu lietojis O. Vacietis Einsteiniana (1962), V. Belsevica Laika
rakstos (1977), U. Bérzins poéma Krisjanis Barons (1970) u.c.

Gluzi ka komentars telpiskai estétiskajai formai literatara ir I. Ziedona
Cetrrinde:

knipse, uznem mégini
atsegt, kas neatsedzams
bet viss tikai viena bridi
kopa ar muZibu redzams®®

Tas nozimé, ka makslas téla iracionalo butibu var tikai aptuveni raksturot.
Neskatoties uz So aptuvenibu, I. Ziedonis sava literaraja darbiba skaidro
gan savu, gan citu autoru télu jegu un makslinieciskos mekléjumus, piem.:

Tacu nav Tots vel sapratis uzdevumu. Nu man roka mironsvece jauna
diena tevi vest, saka Tots Leldei. Nesapratis, ka mironsvece nav tikai
Leldes vienas dél, nesapratis, ka visu mugu pieminai jaiznak tagadne
(un ta jaieiet nakotné). Lik, kapéc mironsveces ugunij jasastop saules
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gaisma! Lai atgadinatu gaisma nepiepildito ieceru dizenumu, cinitaju
miuzu mokas. Dveselites siro, lecerites spigo, Visas zemes aizmirites ...%

Neskatoties uz to, ka makslas téla racionali istais ir nenotverams, ari

I. Ziedonis pieder musdienu iracionala un arpusracionala racionalize-
tajiem™.

Atsauces un piezimes:

1

21

28

Klasiska filozofija — filozofijas virzieni no tas sakumiem lidz postklasiskajai
filozofijai 19. gs. otraja pusé. Sakot ar jauno laiku periodu (Dekarts, Spinoza,
Leibnics) un ipasi apgaismi, klasiska filozofija pasauli tiecas pamatot ka prata
valstibu, attirot prata darbibu no visa iracionala. Apogeju prata prioritate
sasniedz vacu klasiskaja filozofija.

Pymsnuesa T. Uppayuonaausm. Beemuprnas snyuraonedus. Puaocoghus. Mock-
Ba, CoBpeMeHHBII uTeparop, 2001. — c. 435.

Intuicija — nepastarpinata zinasana, sava veida atklasme gan objektu pasaulé,
gan jaunu ideju un jatu pasaules lauka. Psihologija izskir “intuitivo” un “dis-
kursivo” pratu atkariba no uztveres atruma un izlietojuma objektivos pie-
radijumos. @uaocogckuii crosaps. MockBa, MexnyHapOIHbIe OTHOLICHUS,
2000. — c. 161.

Kiale M., Kilis R. Irmanuela Kanta dzive un darbiba. Imanuels Kants. Praktiska
prata kritika. Riga, Zvaigzne, 1988. — 24. Ipp.

Kant L. Kritik der Urteilskraft. Frankfurt, Suhrkamp, 1977. - S. 249.-250.
Jungs K.G. Psihologija un poétiska jaunrade./Karogs. Nr. 9, 10, 1991.-202.,
201. Ipp.

Rainis. Kopoti raksti. 16. séjums. Riga, Liesma, 1982. — 456. Ipp.

Kursite J. Mitiskie elementi Getes “Fausta”. Rainis un Gete. Nordik, 1999. —
187. Ipp.

Rainis. Kopoti raksti. 16. séjums. Riga, Liesma, 1982. — 469. Ipp.

Turpat, 368. Ipp.

Scholz F. Die lettische Literatur. Kindlers Neues Literatur Lexicon. Band 20.
Miinchen, Kindler, 1996. — S. 364.

Volkova L. Eduards Veidenbaums. Riga, Liesma, 1979. - 230.-231. Ipp.
Veidenbaums E. Kopoti raksti. 1. séjums. Riga, Latvijas Valsts izdevnieciba,
1961.-272. Ipp.

Turpat, 214. Ipp.

Turpat, 271. Ipp.

Turpat, 230. Ipp.

Rainis. Kopoti raksti. 1. séjums. Riga, Zinatne, 1977. - 27. Ipp.

Turpat, 25. Ipp.

Rainis. Kopoti raksti. 2. séjums. Riga, Zinatne, 1977'. — 388. Ipp.

Barda F. Prats un mugibas jautajumi. Raksti. 1. s¢jums. Riga, Liesma, 1990. —
344. lpp.

Turpat, 350. Ipp.



2 Turpat, 352., 344. lpp.

2 Turpat, 338. Ipp.

Ivbulis V. Cela uz literatiras teoriju. Riga, Zinatne, 1988. — 82. Ipp.
Ziedonis 1. Man labveliga tumsa. Riga, Liesma, 1979. - 54. Ipp.

Turpat, 74. Ipp.

27 Ziedonis L. Re, ka! Riga, Liesma, 1981. — 148. Ipp.

28 Ziedonis I. Man labveliga tumsa. Riga, Liesma, 1979. - 78. lpp.

2 Ziedonis L. Re, ka! Riga, Liesma, 1981. — 47. Ipp.

30 Ziedonis L. Taurenu uzbrukums. Riga, Liesma, 1988. - 62., 30., 84. Ipp.

31 Ziedonis I. Nevidéja uzvediba./Literatiura un Maksla, 1988. gada 1. janvari.
Ziedonis 1. Taurenu uzbrukums. Riga, Liesma, 1988. — 56. Ipp.

Turpat, 44. Ipp.

3% Fridrihsons K. Ziedonis I. PasaZas. Riga, Zinatne, 1985. — 64.-65. Ipp.

3 Frenk D. Spatial Form in Modern Literature Criticism. Foundations of Modern
Literatur Judgement. Ed. by M. Shorer. New York, 1948.

Ziedonis 1. Taurenu uzbrukums. Riga, Liesma, 1988. — 44. Ipp.

Ziedonis L. Spéleju, dancoju. Garainis, kas veicina varisanos. Riga, Liesma,
1976.-176. Ipp.

Pymsnuesa T. Uppauuonaauszm. Beemupnas suyurasonedus. @Puaocogus. Mock-
Ba, CoBpeMeHHBI1 uTepaTop, 2001. — c. 436.
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Maija Burima

AIZRAUJOSS, BEZGALIGS, MIRDZOSS, VILINOSS, TUMSS ...
NOSLEPUMS 20. GADSIMTA SAKUMA
LATVIESU LITERATURA

Summary

Exciting, Neverending, Radiant, Alluring, Dark...
Mystery in Latvian Literature of the Early 20* Century

Mystery’ as a literary concept has been used in the 20™ century literature in
manifold ways uniting a range of associative components. The most widespread
aspects of the concept of mystery are: mystery as the information for the select
(in relation to the ideas of selectedness, otherness produced by Nietzschean
thought and recurrent at the beginning of the 20™ century); use of enigmatic
signs (labirynth, numerology and other attributes associated with the unpredicta-
bility of future); associative images: enigma, prophecy, magic, incantation as
components of the concept of mystery, and the chronotope associated with the
semantic of mystery, e.g. an unexpected, surprising event or a miracle. The present
article regards the invariants of mystery in the creative work by a number of
Latvian writers at the beginning of the 20 century. The research manifests two
basic trends in the usage of the concept of mystery: in realist writing it is manifested
as actual, factological, analytical information that must be hidden or guessed
and that has given rise to diverse processes, whereas modernist works treat mystery
as irrational, intangible, hardly prone to verbalization, and according to the
criteria of modernist narration, this kind of concept use provides the text with
the dimension of subjectivity and depiction of the inner world.

v
%

Noslépumam ka literarajam konceptam 20. gadsimta sakuma latviesu
literatara ir veltita virkne poétiski piesatinatu apziméjumu: aizraujoss,
bezgaligs, mirdzoss, vilinoss, tumss... Koncepts ‘noslépums’ saturiski ietver
télus, motivus un situacijas, kas saistitas ar nezinamo un neizskaidrojamo,
organiski ieklaujoties modernisma literataras iecienito objektu klasta.
Modernisma literatarai iracionalitate un subjektivitate arvien ir bijusi ka
viens no galvenajiem atskaites punktiem sizetveides stratégija, personazu
attiecibu veidojuma un telplaika arhitektonikas uzbuve. Kaut ari pirmie
modernisma iedigli latviesu literatara veidojas, modernajai domai ciesi
saauzoties ar citiem literarajiem tipiem un stravojumiem (ipasi romantisma
izteiksmes specifiku), tomér no tiem latviesu rakstnieki, eksperimentéjot
ar modernisma stilistiku un semantiku, vispirms aizgust subjektivo pasau-
les uztveri un atveidi savos tekstos. Vienlaikus vérojams, ka ar noslepumu
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saistitie télu atvasinajumi latvieSu agrina modernisma tekstos veido

savdabigas funkcionalas un ornamentalas virtenes, reti klastot var vadmo-

tiviem vai centralo tematiku.

Noslépums péc definicijas saistits ar daudzveidigu izpratni. Sistema-
tizéjot vairaku 20. gadsimta sakuma latvieSu rakstnieku ar noslépuma
tematiku saistitas poétiskas izpausmes, veidojas noteikts nosléepuma tema-
tikas izmantojuma registrs.

e Noslépums var but kadam individam vai individu grupai zinama in-
formacija, kas nedrikst klat pieejama pargjiem. Sis ir viens no izplati-
takajiem noslépuma semantikas invariantiem 20. gadsimta sakuma
literataira, jo saistas ar niCeanisma inspirétas izredzétibas, citadibas
idejam.

e Vel viens noslépuma invariants — enigmatiskas zimes, kuru nozime
saprotama tikai izredzéto lokam. Starp tam ka biezak sastopamas
minams labirints, numerologija u.c. ar nakotnes neprognozéjamibu
vai izzina$anu, proti, noslépuma minésanu, saistiti atribati.

e Noslépuma paveidi ir mikla, paregojums, magija u.c. folkloras tekstu
un mitologijas sizetu inspiréti izpaudumi.

e Noslépums ir ne vien informacija, bet nereti sizetveidé ari noteikts
telplaiks, ko papildina peksnuma vai parsteiguma efekti. Sada kon-
teksta nosléepuma kategorijas atvasinajums ir brinums, kas ietver
negaidita notikuma semantiku.

Noslépuma tematikas izmantojuma iedigli modernisma diskursa
sastopami Viktora Eglisa proza. 1899.-1900. gada tapusais V. Eglisa
stasts Sausa vasara ir viens no pirmajiem isprozas darbiem ar folkloras
télu inspirétu simboliska téla klatbatni latviesu proza. Te vérojama tuviba
ar to izteiksmi, ko driz vien plasi izvérs un pilnveido Karlis Skalbe literaras
pasakas zanra. Stasta Sausa vasara centra ir milzis, kas mostas purva
sala un dodas pie cilvékiem, lai veldzétu vinus péc sausas vasaras nestas
postazas. Laudis vienlaikus baidas no Milza un priecajas par vinam lidzi
nakoSo svétibu — kviesiem, zali, rozém. Metaforiski milza téls ir sastatams
ar rutinas, garigas pieticibas kliedétajiem 19.-20. gadsimtu mijas sa-
biedriba. So milza téla konotaciju pécak izmanto ari J. Akuraters dzejolu
krajuma Ziemelos. Zimigi, ka V. Eglisa stasta ievada noslépuma tuvosanas
nojautam piemit zinama baisuma pieskana, ko akcenté tadi prieksvéstnesi
ka suna noslepumaina gaudosana un nejedzigas gaisa mainas. ledomu
téli cilvéku iztélé raisa mitologiskas ainas — jodu karu — un atminas liek
atdzimt aizmirstu teiku motiviem.

V. Eglisa stasta Elizabetei Tarsova kundzei (1901) noslépumainibu
izsaka satiksanas ar neapzinato, mistisko dvéseli, ne $ai, bet ari ne vinsaulei
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piederoso, kas iemiesojusies putna — kivité. Stasta galvena personaza
sastapSanas ar kiviti notiek skaniski un vizuali neikdieniska situacija:

Kaut kas lidz sausmam mistisks, nervozs, sakroplots, berniski naivs, pie
tam ariviltigs, izlutinati nezeligs izskaneéja $aja balsi. Es biju viens, apkart
kresla, migla, berzini, — bet Jaudis talu aiz purva, laudis tuksi un plapigi'.

Putna veidola véstitajs saskata savas paragri mirusas masinas dvéseli.
Satiekoties ar to, vinu sagrabj sausmas, ko nomaina cita pardzivojumu
un jitu gamma. Saruna ar brali dvéselei Kivitei sniedz atvieglojumu, un
vina, kaut ari neguvusi mierinajumu, aizlido uz kapsétu. Tomér palicgja
izjustais nav vien satraukums par pédéjas sarunas saturu, bet ari spécigs
iek$gjs satricinajums.

Noslépuma klatbutne jausama ari V. Eglisa stasta Rita blazma. Jau-
nais censonis Janis ir ieradies Maskava, lai stradatu ar rakstu par latviesu
inteligences gara dzivi. Vienlaikus §i studija ir iespéja ielukoties sevi:

Jo vairak tas domadja, jo dzilaki smelas vina domu sledzieni. Brinijas,
kad reizem ka saites nokrita no acim, un viegli varéja ieiet visnoslepu-
maindkas savas dveseles kristala gatves... Tad, drebedams no uztrau-
kuma un bailem, zagas aizvien talak, lidz visa pasaule izzuda, visas
kaislibas, — pasa un citu. DreboSiem pirkstiem sniedzas pie zalgana
aizkara, aiz kura vajadzeja muzibas paradizei mirdzer*.

Dveseles apraksts péc statusa tuvina to svétnicai, kuras satvara domi-
nante ir garigums, parlaicigas vértibas, nevis emocionali vai jutekliski
piesatinatas izjutas, ka Janim pretstatito Elzas un Mildas dvéselu saturs.
Tadeéjadi stasta ieziméjas vel viens pakartots noslépuma variants — atski-
rigas dveseles ka noslepums viena otrai. Cilvékiem ar dazadu pasaules
uztveri un dzives principiem ir gruti saprasties — vini viens otram ir minams
un nereti neatminams noslépums. Viena no stasta attélotajam sievietém
Milda, domajot par Jani, spiesta atzit, ka

Mikla miklas gald radas. Jana ieksejas bites vina nekad nespéja notvert.
... Vina nevaréja noteikt ne par vienu vina soli, ka to vins spers. Vins
mekleja, gaja aizvien talaki uz prieksu. Nekad vins to nedarija ka akls,
vai no acumirkla vadits, bet apzinigi un dzili nemdams, aizvien jaunas
tekas radidams sava gara tieksmam. Vina juta, ka Janis bis migigi
jauns, interesants, speka un panakumu pilns...>?

Tomer vairak par Jana dzilajam zinasanam, erudiciju, radoso satvaru
Mildu vilina doma sasaistities ar Jani kopdzivé. Vinu satrauc neizpratne
par Jana nevélésanos tuvinaties. Sis iedomas tik spécigi parnem Mildu,
ka vina smagi saslimst, tad izdara noziegumu un pécak pakaras cietuma
kamera. Ari Janim Mildas riciba nav saprotama.
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Milda tikai mégina impulsivi, emocionali pietuvoties tai pasaules
izzinas pakapei, kuru péctecigi, kaut ari distancgjoties no personigas pie-
redzes un attieksmes, izzinajis Janis. Mildas prieksstatos zinatne ir noslé-
pumu atklasana un svarigakais noslépums ir eksistences likumsakaribu
rasanas un kartiba. Tas pamatu vina meklé iracionalaja skaidrojuma —
religija — un racionalaja skaidrojuma - fizikas likumibas:

Bija gan daZi jautajumi briesmigi interesanti. Ta, pieméram, par Dievu —

vai vins ir, vai nava — cik tas interesanti! Tik interesanti, ka dzivot bez

ta nevar. Jo, litk, kad dzilaki nem, tad katra varda, katra sola nozime

no $a jautdajuma atkardjas... Bet tad atkal ziniba un atomu teorija...

Bet tas atoms vinai izlikas tikpat noslepumains ka Dievs [..] Nu pie-

nemsim, ka visa pasaule sastav no nedalamiem, bezsvarigiem atomiem.

Vai més to saprotam? Talaki — Siem atomiem esot pievilkSanas un

atstumsanas speéjas; vai tas jau nava loti noslepumains teiciens*?

Plasakais nosléepuma tematikas spektrs saistas ar dazadu enigmatisko
zimju vai enigmatisko motivu izmantojumu.

Labirints.

Labirints ka noslépuma variacija télots Karla Krazas dzejoli Labirints.
Dzejolis izskan ka mikla ar romantismam raksturigu mitologisku pasaules
arhitektoniku. Vienlaikus cilvéks konceptuali tuvinats 20. gadsimta sa-
kuma noturigajai, Stirnera filozofijas un Ibsena lugas Spoki ietekmétajai
cilvékspoka vai spokcilveka konotacijai:

Klistu tumsa cilveksspoks,
Stingst pie bezdibena klints;
Pari téerauds — debesloks,
Debesloka labirints’.

Romantisko noskanu papildina tumsas, miglas, méness vartu téli, uz
kuru fona izcelta teiku pils un staltais varonis, kas sastopas ar bezgaliba
birsto$o zvaigznu lietu. Tomér romantisma izteiksmes téloto celojumu
aptur sapju démons:

Zvaigznu lietus zili zals.

Sapju demons sed uz klints — —
Labirinta kliedziens skals,
Neatveras labirints — -°

Vérojams, ka romantiska izteiksme tiek sintezéta ar divu simbolu
mijiedarbes iestarpinajumu, apliecinot latviesu modernisma raksturigo
dazadu literaro virzienu simbiozi.
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Mikla. Neizzinatais.

Neuzzinata noslépuma, neizpétita labirinta semantika saglaba talako
mekl&éjumu, nosléepuma izzinasanas iespé€ju. Sasaisté ar modernistiem rak-
sturigo sapna iracionalas laika izjutas atveidi noslepums savijas ar nogri-
musas pils ka lidzaiznesta nosléepuma un neatminamas miklas semantiku.
Sada arhitektoniska veidojuma iedzivinata statiska personazu pasaule
K. Krazas dzejoli Sapnu pils:

Sapni karaliena snauz;
Augsta torni karals balts
Noslepumu neizpauz;
Noslepums ir ledi kalts’.

Dzejoli Sapnu pils ieziméts arhitektonisks pretstatijums jiras dzelmeé
nogrimusi pils — statiskums; jiras virsma trakojosa vetra — kustiba. No-
slepums ir abu limenu sasaiste. Tas vienlaikus apveltits gan ar statiku,
gan ar dinamiku un no tagadnes skatpunkta ir izteikti funkcionals — gan
konkréta objekta, nogrimusas pils, noslepuma izzinu, gan modernistiem
raksturigo izzinu vispar:

Sapnu pili miegs ir gars ...
Noslepums ir neatklats:
Ziemeljiura kavu kars —
Ledus kalnos vetra $pac...®

Pieminetie Karla Kruzas dzejoli Labirints un Sapnu pils lidz ar dzejoli
Noslepums ieklauti viena dzejolu krajuma Salta nama (1913), krajuma,
kura noslépuma semantikai atvéléta ipasa funkcija — dazadi variéti izzinas
motivi. Kriiza nenosauc noslépumu konkréta varda, bet saista ar to tumsas
parpemtu pasauli, kura izpladusas robezas starp redzamo un iedomato
pasauli, un dzejoli Noslepums, lidzigi ka ieprieks$ raksturoto labirinta
télu, te papildina bezdibena téls — gruti nojausamu aprisu un lidz ar to ari
satura izteicgjs:

Nak nakts ar savu dzilo elpu

Un plivuri ap kokiem tin,

Kad staiga noslepums pa telpu
Un zvaigznes svéto stundu svin...

Bet — kas tur iet pa lauka ezu
Un lenam tavu vardu saucé —
Un svétais miers ar kluso mezu
Ir tumsa bezdibena rauts...°
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Neizzinati un noslépumaini var bat ne tikai mitologiski, stihiski téli,
bet ari konkreéti telpiskie téli. Adolfa Ersa Italijai (1923) veltitaja dzejolu
krajuma dzejoli M#zZiga par miklu tiek nodévéta Roma savas monumen-
talitates, majestatiskuma un vésturiski nozimigo saknu del. Bagata kul-
turteksta iespaida Roma ir pilseta noslepums, pilseta vilinajums:

Roma, kaut es zinat spéjis,
Kolonmezos tavos kas
Tuksto$ gadus atdusas,—
Tavu miklu uzminejis,
Zinatu — cik lielums mazs".

Noslépums ka neizzinata sféra aprakstits K. Skalbes stasta Letargija.
Taja telota letargija gan ka slimiba, kas moka Launa miesu, un vins par-
pratuma dél tiek apglabats, bet letargija ir ari metafora cilveku vienaldzi-
bai, kurlumam, aklumam vienam pret otru — atrasanos moralas letargijas
stavokli. Launa sieva Elena ir vienigais cilveks, kas saprot, ka Launs nav
slims, bet tikai iemidzis:

“Vins nevar bit nomiris... Vai mirona vaigs ir tik silti balts?” Elena
Saubijas. “Vel nerociet Sodien, vél nerociet, vins uzmodisies,” ta ludza,
ka klausidamas noslepuma, ka pati brinidamas par saviem vardiem.
“Ak, man vairs nav ceribas! Vins slimoja tik ilgi un nu jau treso dienu
gul zarka.”

“Vel nerociet, lai paliek vel sodien! Vins uzmodisies...”!!

Si epizode ir projicéjama uz sabiedribas individiem, kurus vél nav
parnémusi visparéja morala letargija, kas vél spgj atmosties un glabt citus,
uztvert citu cilvéku dvéseles pulsaciju ka vinu personibas noslépumu —
ipaso un neatkartojamo eksistences ritmu.

Brinums.

Starp noslépuma kategorijai pakartotam sizeta epizodém ka ipass,
lidz ar to neprognozéjums, alogisks, iracionals notikums ierindojams
brinums. Tas var bat interpretéts ka téls (visbiezak metaforisks), telplaiks
vai epizode, kas saistas ar nejausibu, tadé] sizetveidé iecienits ka darbibu
nospriegojoss véstijuma elements. Stasta Nakts A. Ersa télotais savadnieks
pirms Pirma pasaules kara nestas tragikas ir dievinajis savdabigos un
atskirigos individa ritmus gaita, vaibstos. Vinu piesaistija sejas, kuras
bija nolasamas ipasas cilvéka spéjas — tieksme péc nezinamiem merkiem,
kas izpaudas ka sapnainiba un piemita tikai ipasajiem. Erss raksta: (..)
cits cita biezi raugamies pec brinuma, viens otra sapnotus dzilumus
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meklejam, bet atrodam tikai sevi'®. Ikdieniskaja cilveka A. Ersa modernais
meklétajs nesaskata brinumu.

Aplakotajos tekstos diahrona griezuma ieziméjas noslépuma temati-
kas parnese no 20. gadsimta pirmas desmitgades literaro radikalu poétikas
uz otras un tresas desmitgades literaro tradiciju, kad radikalisms atkapjas,
saglabajot agrako literataras izaicinataju poétikas kodolu, vienlaikus
sapludinot to ar kultursituacijas izvirzitajam prasibam péc groda sizeta,
konkrétibas télu un véstijuma veidojuma. Tadé] noslépuma tematika un
no tas atvasinatie téli un motivi iegst marginalaku vietu literaro darbu
kopaina, vienlaikus klastot precizaki, kas atvieglina to semantikas uztveri,
bet nonivelé to nojéguma ietverto abstrakto, izpladuso raksturu.

Noslépuma tematika, tapat ka vairakas citas noturigas 20. gadsimta
pirmas desmitgades poétiska leksikona kategorijas, atpazistamas J. Aku-
ratera 20.-30. gadu proza. Ar to piesatinats stastu krajums Gimetnes
(1930). Stasta Daugavietis jaunais zemgalietis Brunis Pirma pasaules kara
notikumu virpuli, ziedojot savu dzivibu un ar noluku ielauzot laivas
dibenu, nogremdé Daugavas tideni sevi un vacu zaldatus. Par vina varon-
darbu un upuri nevienam nav lemts uzzinat, tadél véstitajs atplivuro So
pagatnes noslépumu, izmantojot nedzivo notikuma liecinieku — nogrimuso
laivu. Noslepuma izzinasana klast par véstijuma aizsakuma impulsu:

Noslepumu zina vienigi veca osu laiva, kura tagad gu] un triud Daugavas
dzelmé iepretim senam pils drupam®.

Uz racionalitates un iracionalitates robezam balansé stasta Juze cen-
tralais personazs:

Par Juzi rundja, ka vins esot kas launs un vipu patstavigi vajajot launie

gari. Vienatne vins sarundjas bieZi ar sevi un meétajas ar rokam. Kads

tumss noslepums guleja par vipu un katrs labprat nogriezas, kad redzeja

Juzi nakam'™.

Juzes noslépumainibu pastiprina vina nemiers nakti, kad vins sapni
meétajas un kliedz. Noslépumainiba izraisa bailes. Apkartéjos ta veido
plaisu starp Juzi un paréjiem, ka ari vélmi rast skaidrojumu Juzes nemiera
nosléepumam. Nespéja uzzinat patiesos objektivos noslepuma apstaklus
rada visparinatu versiju par tiem, demonstréjot noslépuma kategorijas
tipiskako ipasibu. Noslépumam jatiek minétam, pat ja atminéjumu vai
ta butibu neizdosies uzzinat:

Un kad tagad atminos lielo ubagu Juzi un vina kliedzienus nakti, tad

saprotu vairak ka toreiz. Man liekas, ka visa cilvece ir nodarijusi ko

tumsu un noziedzigu un vina mocas ar baigu nemieru. Man liekas, mums
visiem ir nemiera pilnas sirdis un tas gaida, kad reiz par mums lalinas
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ciruli un zvani un pacelsies lieldienu saule, ka varens ercengelis ar savu
spoZo zobenu".

Noslépumi padara saisto$u ari Jana Platera personibu stasta Varonu
cilts. Tomer tie vairs nav saistiti ar modernisma poétikai raksturigo per-
sonibas koloritu, bet gan ar ta praktisko darbibu, proti, ar alus darisanas
recepti:

Vins pats mala iesalu, pats kurindja, pats tecindja, vésinaja, lika raugu

sedza ar kaZocinu, nogarsoja un riupéjas ka vecmate par bérnu, kuram

paslaik janak pasaule. Vipam bija savi noslepumi, kurus nevienam neiz-
deva, bet kuri deva alum to debeskigo saldumu un elliskigo speku, kas

tik neizprotami darbojas bauditajos'.

Prozaiska konteksta noslépums interpretéts J. Akuratera stasta Maldi-
Sanas sveta nakti, kad Ziemassvétkos Nomalnieks, dodoties majas péc
viesibam, noklast iedomata vadataja rokas, un péc ilgiem braucieniem
pa tuvéjo apkartni zirgs iesiluso viesi atved nevis savas majas, bet gan
atpakal ciemos:

Zirgs parasti tados priecigos gadijumos zina celu labak ka vina kungs,
bet Soreiz vai nu to neapzinigi pagriezusi atpakal kunga roka, vai ari
tas bijis kads vadatajs — noslepumains nakts gars, kas to izdarijis".

Akuraters labvéligi ironizé sirmo Nomalnieku saimnieku — pagatnes
laiku simbolu, vienu no senas, laimigas cilts. Nomalnieku saimnieka un
vina parstavéto laiku télos, kas jau ieplostojosi gadu jura, Akuraters izsaka
nostalgiju par monolitam, spécigam personibam, stradigiem, labvéligiem,
sirsnigiem, dabu un tautas manus godajosiem cilvekiem, kas modernaja
saskeltas personibas pastavésanas laika aizgajusi nebutiba. Tadejadi skie-
tami realistiskaja, uz fabulas dominanti balstitaja sizeta rakstnieks iekausé
dzilakas idejas par personibas modelu transformacijam un parveidem
20. gadsimta sakuma Latvijas sabiedriba.

Noslépuma tematikai 1913. gada pievérsies Pavils Rozitis simbo-
liskaja literaraja pasaka “Laimas bikeris”!$. Pasaka domingjosais brinuma
vadmotivs izteikts ar Laimas bikera télu: Katram cilvéekam ir savs nosle-
pums, Ruru tas nevar citiem izpaust, jo trikst vardu vina izteiksanai. Un
labi, ka tas nav izteicams, jo, izteikts, vins butu ka noplukts zieds, kas
smarZa izpauz savas mirstosas dzivibas vaimanas. Ari kénindélam kads
noslepums bija — Laimas dotais bikeris. Un sveti glabaja kenindels savu
noslepumu, dzili sirdi apraktu.” Laimas bikeris simbolizé cilvéka gara
un praktiskas dzives vajadzibu sabalanséSanu un piepildijumu, kas iz-
pauzas ka laimes sajuta. Bet virkne télu pasaka iezimé kontrastéjumu
iespéjamam notikumam — brinuma realizacijai: kars, kas nepielauj laimes
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sajutu realizaciju, marodierisms, laimes pirksana un pardosana, launa
burvja riciba, atnemot bikeri Jaudim un noslépjot to nesasniedzamas kalnu
virsotnés. Stasta jédziens brinums tiek lietots ka sinonims laimes jédzie-
nam. Vienlaikus P. Rozitis ka brinumu, kas nenotiks, trakte cilveka spé&ju
pilniba izzinat sevi, ipasi savu iek$€jo pasauli, kas aizstata ar parmérigu
empirisko izzinu: Vigs ir gudrs kjuvis. Visus pasaules noslepumus vins ir
atminéjis un visas gudribas izpratis. Vins pagzist visas zemes un juras.
Tikai pats sevis, savas dvéseles nepazist.** Brinuma realizésana péc P. Ro-
zisa ieskata ir tagadnes utopija: ir cilveki, kas megina so laimes bikeri
atrast, — par fantastiem vinus sauc.

Literaras pasakas zanra iestigotais mitiskais véstijuma fons, téli un
izteiksme iezimé Saja P. Rozisa teksta laikmeta literarajai poétikai rak-
sturigas notis: tagadnes cilveka*' prakticisma dzinu parnpemto pratu un
racionalitati, kas izveidojusi dzilu plaisu personibas cela uz vienkarsu
“noslépumu” — skaistuma izpratni, idealismu un sirds balss saklausisanu.

Tapat ka citi agrina modernisma koncepti, ari noslépums ka tels vai
noslépumainiba ka motivs un ar tiem saistita subjektiva telplaika uztvere
vai iracionali personibas ricibas un attiecksmes motivi klast par vienu no
raksturigakajam modernas literatras iezimém.
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Zane Lamstera

RACIONALA UN IRACIONALA KORELACIJA
H. ELDGASTA DRAMAS UN ]J. ROZENTALA
SIMBOLISKAJAS GLEZNAS

Summary

The Correlation between the Rational and Irrational in
H. Eldgast’s Drama and the Symbolic Paintings by J. Rozentals

The aim of this article — while paying special attention to the drama of
H. Eldgast, to discover the similarities and differences in the work of Eldgast
and Rozentals, especially in their use of the principles of the rational and irrational.
Although the two artists are not true equals, their works exhibit the early 20®
century trends of character and artistic device implementation.

Three plays by Eldgast are analyzed in the article: Demon’s Paradise (1906
or 1907), On Venus’ Altar (1908), and Agarta (1923). These plays all reflect
Eldgast’s experiments with the new theater, which was significantly influenced
by S. Pshibishevski, F. Nietzsche, H. Ibsen. Although symbols characteristic of
the culture of the early 20" century are accentuated in the works, the plays
cannot be considered as representatives of symbolism.

Similar to the plays by Eldgast, in which the principles of Modernism
intertwine with realistic artistic elements, the paintings by J. Rozentals are also
basically heterogeneous, with gratuitous experimentation with image, color, and
form. It is not uncommon for various styles to appear in a single work, pointing
to the artist’s desire to rationally blend various artistic styles. In their methodology,
both Eldgast and Rozentals are realists, but they are dreamers in their sense of
the world.

There are, however, some similarities between both artists’ use of the female
image, composition, genre, and artistic/literary devices.

One cannot refer to the work of either artist in terms of pure symbolism.
They both combine a realistic presentation of the environs with irrational imagery.

20. gs. sakuma arvien aktualizgjas prasiba péc jauna tipa makslas.
Tas attiecinams ari uz dramaturgiju, tiek spéléts ne vairs runas, bet izpaus-
mju teatris. Lidzas realistiskas (R. Blaumanis) un romantiskas (Aspazija)
dramas tradiciju kopéjiem latviesu literatara ienak jauna dramaturgu
paaudze ar jauniem zanra, tematikas, formas, stilistikas, télu traktéjuma
pieteikumiem (J. Jaunsudrabins, Fallijs, V. Eglitis, E. Vulfs u.c.). Ka sai
stravai piederigu sevi piesaka ari H. Eldgasts ar lugam Demona paradize
(1906), Uz Venus altara (1908)!, Agarta (1923)2.
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Ievérojot gadsimta sakuma latviesu literatira domingjoso tendenci,
proti, meklét izzinas, ietekmju avotus Eiropas literatara, filozofija, ari
jaunie dramaturgi smélas pieredzi citzemju maksla. Ka divas ietekmigakas
personibas latvie$u jaunas dramas attistibas virziba var minét polu sim-
bolistu Stanislavu Psibisevski un belgu dramaturgu Morisu Materlinku.
Buatiska ir ari Henrika Ibsena, Gerharda Hauptmana ietekme.

Jauna pasaules uztvere koncentréta subjekta, dvéselé. Liela uzmaniba
pievérsta ieksgjai darbibai, nevis aréjiem apstakliem. Jaunajai drama-
turgijai vajadzéja aptvert jauna gadsimta cilvéka dzivi un radit dzilaku
izpratni par pasauli atbilstosi filozofijas un psihologijas modernakajam
atzinam (A. Bergsons, A. Sopenhauers, F. Nice, Z. Freids, K. Markss).
LatvieSu jaunas dramas darbiem nepiemit dekadencei raksturigas pasaules
un kultairas bojaejas izjutas.

Apliakojot latvieSu dramaturgu, ipasi H. Eldgasta, veikumu jaunas
dramas konteksta, jaatzist, ka pasaules dramaturgu izvirzitie principi vinu
darbos istenojas, tacu nereti tie ir parak primitivizéti, trafaréti, shematiski,
kluvusi par pasmérki. Autori idejas neatklaj darbiba, tas skiet nedzivas,
biezi vien simboli neiegist visparinajumus. Privialos sizetos autori mégina
iedzivinat globalas problémas un télus, simbolus, $ada veida panakot
asociacijas drizak ar farsu, nevis tragédiju (pieméram, H. Eldgasta drama
Uz Venus altara). Autora raditie téli ir ideju rupori. Ar jaunas dramas
veido$anu bija aizravies ari H. Eldgasts, vipa domasanai pienemamaka
bija drama, kur konflikts notiek varona dvésele, kur (péc S. Psibisevska)
dramas sakums un beigas ir varona dvésele.

H. Eldgasta dramas Démona paradize (1906), Uz Venus altara (1908)
un Agarta (1923) paradas tipiskas jaunas dramas tendences: centralie
téli ir makslinieki, dominé subjektiva pasaule, sarezgita izteiksme. Ka
pagatnes kaislibu iemiesojums, sapnu téls un ka ikdienas kvintesence télota
sieviete. Sievietes gariga pasaule atklata lidzas virieSa — raditaja — mekle-
taja — makslinieka dvéselei, lidz ar to sieviete klust par kreativo speku.
Dvéseles attistibas princips ir vertikale. Eldgasta raditie téli tiecas bégt
no ikdienas, tomér no pasaules nevar aizbégt, to ignoréjot; nepartraukti
tiek izkoptas attiecibas starp “es” un “ne es”. Drama ir dvéseles dinamika.
Sie principi atbilst ideju dramas koncepcijai.

Analizgjot dramaturgiskas kategorijas, jamin, ka autors izmaina
tradicionalo darbibas laiku. H. Eldgasts atsakas no lineara laika, jo cilvéka
dvéselé tas ir nenozimigs, centra ir laikmeta gariga gaisotne.

Par dramas ievadmoto izvélétie F. Nices vardi vedina meklét analogiju
ar gadsimta sakuma filozofija un maksla aktualiz&jusos problému par
kultaras bojaejas apjausmu. Sada aspekta lick domat ari dramas Démona
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paradizé galvena varona Ilgvara téls, kura sakauséti gan Kristus, gan
Nices parcilveka garigo meklégjumu motivi. Laikmeta pretrunigums, kurs
pamata lugas konfliktam ieziméts, radot Ilgvaru, gara aristokratu, kurs
apjaus$ revolucijas vadonu frazu skaluma maskéto dvéseles tuksumu.
H. Eldgasts $o dramu radijis ka idejisku darbu, lidz ar to visi téli ir téli —
idejas, tadél $is dramas uzlukojamas ka ideju dramas. Tapat ka H. Ibsena
Branda, drama Deémonu paradize konfliktu veido ideju cina. Ideju dramas
atklajas domas darbiba, argjie notikumi klast mazsvarigi. ligvars ir kalna
kapéjs, augstakas idejas meklétajs.

I céliena Ilgvars, tapat ka Brands, nostajas pret puli. Tiek veidota
vesela virkne apstaklu, lai raditu dramatisko mezglu, ka rezultata Ilgvars
un Kora ir vienotas darbibas neséji, Ivars — islaicigas pretdarbibas neséjs.

Lugas konflikta atspogulojuma svariga loma tiek pieskirta notikumu
norises vietai — ta biezi kalpo ka dvéseles alegorisks atspulgs, nereti fons
ir parak detalizéti télots un klust par traucéjosu faktoru. Lai raksturotu
vides simbolisko nozimi, autors izmanto arkartigi daudz remarku (tas
ari ir svarigs jaunas dramas komponents). Si paradiba iezimé savdabigu
gadsimta sakuma tendenci — makslas veidu un zanru saplasanu. Drama
H. Eldgasts mégina sapludinat robezliniju starp dramu un epiku. Tomer,
attiecinot o paradibu uz dramu Démona paradize, Skiet, ka zanru sakau-
séjums trauce, dialogi zaudé spraigumu, autors izplast episkas ekstatiskas
atkapeés, briziem méginot pietuvinaties lirikai. I dala uz mezoniga ziemelu
dabas fona atskan divas balsis, stridamies par augstam lietam. Vide un
domas ir abstraktas, tam nav ne ista célona, ne pamata, tas ir kaut ka ne-
nosakama sekas. Tacu II dala darbiba péksni klast nepanesami tiesa.
Socialdemokratiski noskanotu cilvéku sapulce péc pusnakts, kur paradas
viens no abstraktas balss ipasniekiem — Ilgvars, par ko pargjie saka:
Laikmetos, kad vajadzigi darbi, Hamleti nav lietojams®. Tatad jaunais
laiks ir pienacis ar prasibu péc aktivas ricibas, patiesibas meklétaji nav
vajadzigi. Tacu Ilgvars ir no makslinieku - raditaju — meklétaju gints, un
brivibas varda vins aiziet no darbigas pasaules. ligvars izvirza domu par
nakotnes pasauli — gara pasauli, kur valda ne tikai aréja, bet ari gariga
briviba.

Tacu Eldgasta drama nebutu vina darbs, ja neparaditos sieviete ar
§is zemes asinim un reizé ar dieviska dvesmu — Kora. Tad sakas garais
mekl&jumu cel$ caur milestibu, sapém, vil§anos, atteiksanos — uz radito
patiesibu, uz miizam mainigo. Kora un Ilgvars ir gatavi sevi upurét aug-
stakas patiesibas varda: Milestiba uz to, kas naks, ir augstakais prieks
bijusa postisanas*. Ta ir tipiska latvieSu moderno autoru nostaja — nevis
iznicinat bijuso, bet radit ko no jauna.
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Divu meklétaju vientuliba ienak otras abstraktas balss ipasnieks —
Armalis, kurs atradis patiesibu Dieva. Ilgvars un Armalis bitiba ir viena
un ta pati persona, kas iet dazadus mekléjumu celus. Parliecinot viens
otru, vini nonak pie vienas patiesibas: tie ir divi klinsu vientuli, kuriem
pasauliga tieSamiba nespéj dot prieksstatu par laimi un pilnibu. Ilgvars
nav ta cela meklétajs, kas ved uz paradizi, vins meklé drupas, kur apslépta
pilniba, jo mir§ana ir aug§amcel$anas, zaudésana — atrasana. Par Ilgvara
Dievu klast Lucifers, kritusais engelis. Vina Lucifers ir pielidzinams Pro-
metejam. Cilvéks nav radits, lai paklautos, bet lai lidzraditu.

Tikai IV nodala rakstnieks spéjis atrauties no realas dzives. Darbiba
notiek Atlantidas kalnos pussagruvusa pili uz klinsainas pussalas. Ilgvars
ir zaudgjis ticibu, ka pastav augsamcel$anas, jo netic navei, ta¢u peksni
mirst vinu milestibas piepildijums — déls Harrijs. Varbat tadél, ka vini
nespéja délam sniegt atbildes uz jautajumiem? Drama ienak simbolisks
téls Pelékais, kas simbolizé garigu sastingumu. V nodala Zem Ziemela
Polarzvaigznes varoniem palikusas tikai ilgas. Dzivibu nesosais speks ir
Saubas, tuk§uma ir vinu bagatiba, vinu dievs — Lielais Nekas, Haoss.
Iigvars un Kora ir atmingjusi lielo nosléepumu - vini piesauc navi; ne vini
ir mirusi, bet pati nave viniem ir mirusi. So balto klusumu parskel melns
téls Armalis. Vins sastop divus pasdieviskojusos cilvékus, kuri par savu
dievu uzskata mirdzoso vilni haosa, skaidro kristalu, kas, sevi piepildijis,
atgriezas sava pirmbitibas kresla®. Vini ir atgriezusSies pie pirmbutibas,
pie haosa, kad launais un labais bija viens, kad sieviete un virietis bija
vienoti. Patiesiba ir pretstatos, pratam neiespéjamo pretstatu savienoju-
ma — démonu paradize.

Drama Démona paradizé veidota deklarativa forma. Autors centies
atklat dveseli darbiba, tomeér lidz Eiropas limena modernas dramas augstu-
miem H. Eldgasts nespéj pacelties. Parak daudz reali konstruétu remarku,
deklarativas autoritasu piesauksanas. Jatama NiCes ideju ietekme: kultaras
tradicijas noliegSana, vértibu parvértésana, jaunradisana. Eldgasts mégi-
najis apvienot visas sava laika modernas ietekmes: simbolismu (abstraktas
balsis, Pelekais, vampiri, spoki), realismu (siki aprakstita socialdemokratu
sapulce), romantismu (Ilgvara un Koras milestiba). Jaunas dramas tema-
tiska ipatniba nosaka ari jaunu, simbolismam radniecigu télu veidoSanas
panémienu. Démona paradize téli ieceréti simboliski, tiem nav dots dazads
domasanas temperaments, tas ir antagonistisku attiecibu iemiesotas zimes.

Iigvara personibas tapSanu nosaka divu pretéju spéku cina — Ivars un
Armalis. Jau varda Armalis semantika lasitajam liek domat par téla siitibu —
muzigais garigo vértibu meklétajs, kuram socialie procesi ir vienaldzigi.
Armala antagonists Ivars — proletariata cinu lideris. Ka simbolisks Ilgvara
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pretinieks cina ar puli luga ieviests Peléka téls, tomér par simbolu plasaka
nozimé gruti pienemams (te nav ne simbola daudznozimibas, ne dziluma). Pe-
leka tela iemiesots garigais kutrums, pula pasivitate, dvéseles sastingums.

H. Eldgasts tiecies radit jaunu paradizi bez pagatnes. Pagatne traucé
iegit jaunu atzinu, un, lai netraucétu profana vide, dramas par darbibas
vietu Eldgasts izraudzijies kalnu. Tomér kopuma dramas kodols ir racio-
nals, simboli, téli racionali konstruéti, ari nosacitaja vidé paradas parak
daudz racionali veidotu aluziju.

1908. gada tapusi drama (dramatiskas studijas tris epizodeés ar epilo-
gu) Uz Venus altara krietni atskiras no dramas Deémonu paradizé, jo
Eldgasta literarais talants neattistas kada noteikta likumsakariga kéde,
kur katrs posms ir ciesi saistits ar iepriek$€jo, katrs jauns darbs ir jauna
ideja. Skiet, ka Uz Venus altdra 7anriskais un stilistiskais veidojums ir
vistuvakais modernas makslas butibai — tiek ignoréts ne tikai Zanrs un
stils, bet ari literataras veids (saplast dramaturgijas un epikas robezas).
Tomer H. Eldgasts nav istenojis ne vienu, ne otru literataras veidu pie-
tiekami augstvertiga literara limeni. Par modernistisku var uzskatit dramas
karkasu, bet ne idejas, tematu (temats Skiet visai banals un pasaules kul-
tara ieguvis sentimentalitates nokrasu). Darbibas norise parcelta uz cilvéka
dveéseli, tacu aizmirsta viena no dramas butiskakajam kategorijam —
darbibas spriedze. Uz Venus altara par prozai radniecigu darbu ir pamats
uzskatit ari tadel, ka tas ieklauts prozas krajuma Vizzi®. Luga parpilna
ar plasam télus un darbibas vietu raksturojosam remarkam, dialogos
vairak véstijosa neka darbibas elementa.

Dramas Uz Venus altara (1908) centra paradas dekadencei rakstu-
rigais makslinieka téls — Vagnera operu dzedataja Irmgarde Holst, kas
savu dzivi dzivojusi uz skatuves un realitaté bijusi tikai marionete. Drama
darbojosies simboli ir cilvéka iekséjas kaislibas materializéjums, dvéseles
dualisma atspogulojums. Lai nonaktu pie patiesibas, ir japardzivo gan
Venus karsta dvasa, gan makslas saltie upuri. Irmgarde sastop to, par ko
sapnojusi — jaunu, mezonigu dabas bérnu, pilsétas un kultaras nesabojatu
cilvéku. Ménesi liela maksliniece ir pirmatnéja dabas speka rokas. Irm-
gardes sapni paradas operu, baletu téli, liela mistérija: fauni, nimfas, elfas,
Tanheizers, Venus un pats Rihards Vagners, kurs aicina vinu atpakal pie
lielas makslas. Aktrise atgriezas rado$as sievietes statusa. Tomeér vinas
laime tiek sagrauta, jo radijusi bérnu, kas nav lemts makslai, bet gan
milestibai. Bérna nav iedzimusi mates radosa dvésele, bet gan téva gars,
kas kalpo Venum. Kad Irmgardes un savadnieka meita beidzot gatavojas
precéties ar makslinieku, paradas vajpratigais tévs, kurs nogalina meitas
ligavaini. Par visu triumféjosi skan arprats.
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H. Eldgasta drama Uz Venus altara vairs nav absoluti idejiska runas
drama, kada bija Démona paradize, te notikumus virza gan jutas, gan
dvésele, gan darbiba. Dramas notikumi izkartoti logiska seciba.

Télu batibas atklasme H. Eldgastam nav izdevies realizét ne psiholo-
giskumu, ne ari simbolu daudzslanainibu. Galvena varone Irmgarde Holst
atbilst visiem gadsimta sakuma makslinieka dzives parametriem. Svesi-
nieka téla jausams iepriek$éjo gadsimtu tradiciju personificéjums. Si
cilvéka nave ar saucienu Irmgarde, es naku! simbolizé veco vértibu boja-
eju, lai dzimtu jaunas.

Gadsimta sakuma darbos aktualizétas filozofiskas un estétiskas atzi-
nas H. Eldgasts mégina iedzivinat 1921. un 1922. gada tapusaja drama
iz makslinieku dzives — Agarta (veltita Abgarai Skujeniecei). Dramas
centra ir makslinieku pasaule, kuri aiz parpratuma nonakusi saistiba ar
ikdienas cilvékiem, naids un lepnums nelauj varoniem but laimigiem.

Darbiba notiek jurmalas vasarnica, kur muzike Agarta atbraukusi at-
piisties péc pasaules slavas skaluma. Agartas pusmasa Irija ir vinas likteniga
cilvéka (skulptora Gederta Enroda) sieva. Autors atkal izvélgjies ziemelnie-
ciskus vardus, kas neietver nekadu asociativu nozimi, tradiciju. Ar $o vardu
palidzibu autors censas manifestét savu piederibu modernajai pasaulei.

Agarta un vinas tévs Elmars parsav makslinieku pasauli. Apkartéjo
fonu rada vienkarsie cilveki — pusmasa Irija, kas skaista ka grieku skul-
ptara, bet bez dzivas dvéseles, doktors Aldons Daumants, kas parstav
medicinas sféru un uzticigi mil savu sen ieceréto Iriju. Dramas Agarta
varoni savu dvéseles cinu izcina milestibas dé]. Sizets gluzi ka laimiga
pasaka atrisinas visiem labvéligi. Radosie personazi Gederts un Agarta
vienojas milestiba, ko uzskata par savas esibas augstako pakapi, Irija un
Daumants — divi uzticigie, ar makslas pasauli nesaistitie téli atrod piepil-
dijumu viens otra. Saja mirkli paradas vecasmates Miras téls, kura ievies
lugas gaita misticismu. Vina kritiskos brizos aktualizé pagatni, vienlaicigi
budama nakotnes parege.

Antagonistisku télu pretnostatijuma — pusmasas Agarta un Irija —
iesifréts modernistiskajai un klasiskajai makslai raksturigais. Tas ir skaista
izpratnes modelu attélojums. Iepretim klasiski skaistajai Irijai, kuras
dveéseli simbolizé akmens skulptira, veidots Agartas téls, kurs visu laiku
ir nemitiga kustiba, vinas dvéseles simbols ir arfa.

Divdesmitajos gados vairaki makslinieki no ta dévétajiem dekaden-
tiem pievérsas klasicismam (V. Eglitis, E. Virza u.c.). Drama jatama
H. Eldgasta vélme polemizét par $o jautajumu un skaidri deklarét savu
nostaju, ko pamato ar Gederta téla palidzibu, kas no klasicisma sastin-
guma fazes atgriezas pie sakotnéjas radosas, impulsivas muazas — Agartas.
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Lugas centra ir klasiskais milas trijstaris, tacu tas driz vien nonivelgjas,
atstajot ka galveno télu Gedertu, kura dvéseli simbolizé divu pretspéku —
Irijas (klasicisms) un Agartas (miiziga maipa) — cina.

Diemzél ari Sie téli isti nepretendé ne uz rakstura, ne simbola apzimé-
jumu. Personu attiecibas biezi vien jausama ariskiba, shematisms. Lasot
dramas, ka ari H. Eldgasta prozas darbus, traucé smaga, it ka konstruéta
valoda. Autors nespéj domas brivo pludumu savienot ar valodas virtu-
ozitati.

Dramas domas un jutas aklatas deklarativos dialogos, bet ne darbiba,
lugas ir statiskas. Telpa ir ierobezota: pils, vasarnica, istaba. Viss apkarteé-
jais ir it ka sasaurinats, lai izceltos cilvéka dvésele. Autors izmainijis attiek-
smi pret laiku, kas reizém Skiet absoluts absurds, realajam astronomis-
kajam nav ipasas nozimes. Dramas Skiet telpa un laika izolétas, jo telpa
ir sienas un laiks — pagatne, tagadne — muziba. H. Eldgasta veidotie téli
nav daudzslanaini, ka ari par dvéseles dualismu te runat nevar. Mainas
tragiska uztvere — tragiskais nav notikumos, darbiba, bet gan pasa cilveka
dvéselé. Visi lugu varoni atrodas nepartraukta kustiba, jo skaistais ir
vienadots ar kustibu.

Lidzigi ka H. Eldgasta dramas, kur modernismam raksturigie principi
savijas ar realistiskas makslas elementiem, ari J. Rozentala darbi sava
butiba ir neviendabigi, kur biezi eksperimenti ar téliem, krasu, formu ir
pasmérkigi konstruéti. Par to liecina fakts, ka makslinieks viena gada
laika izmanto vairakus makslas virzienus, pieméram, 1903. gada gleznas
sastopamas realisma, simbolisma, jugendstila iezimes. Nereti viena darba
savijas dazadi virzieni, kas liecina par makslinieka méginajumu racionali
apvienot dazadus makslinieciskos panémienus. Izmantojot metodes, J. Ro-
zentals un H. Eldgasts ir realisti, bet péc izjutam — sapnotaji. Butiskaka
atSkiriba ir ta, ka J. Rozentals lidz modernismam raksturigajam izteiksmes
veidam nonak pakapeniski, dazos gadijumos pat neapzinati, savukart
H. Eldgasta dailradé redzama apzinata tieksanas sevi deklarét ka jauna
laikmeta cilvéeku.

Jau 1894. gada diplomdarba No baznicas’, kas tiek uzskatits par
realistiskas makslas ikonu, J. Rozentals neapzinati izmanto modernisma
makslai raksturigo spiralveida kompoziciju. 1898. gada makslinieka dar-
bos vérojamas jaunas parmainas — mainas izteiksmes formas, pakapeniski
tiek atmests no krievu peredzvizniku skolas aizgutais realisms, priekSmetu
modelésana ar gaisménu, ta vieta makslinieks sak izmantot modelésanu
ar krasu un plakném.

19.-20. gs. mija, sastopoties ar Eiropas makslas pieredzi, J. Rozentals
jau apzinati sak izmantot atseviskus panémienus, kas uzskatami par
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tiesiem Eiropas makslas aizguvumiem, citatiem. Salidzinot ar H. Eldgastu,
kas manifestéjosi piesauc modernas kultaras zimes — F. Ni¢i, R. Vagneru
utt. —, J. Rozentals §adas zimes organiski iepludina gleznas. Sada veida
J. Rozentals apvieno pulcina Rizkis deklarétas nacionalas makslas idejas
ar laikmetigu kontekstu.

H. Eldgasts darbos tiecas konstruét jauna laikmeta idejas, jaunu
pasaules jégu tas mainiba, uzsverot dionisisko aspektu, J. Rozentals sa-
glaba racionalo, apolonisko skaidribu. Tomér abu makslinieku metodés
skatamas vairakas kopigas iezimes. Sieviete ka vizuala 20. gs. kulttras
zime, kas ir lidziniece H. Eldgasta dramas uzburtajai sievietei, saskatama
ari J. Rozentala gleznas un grafikas. Sads sievietes tips — gariem, jigenda
linijas ritmizétiem, atrisuSiem matiem, jutekliskam lapam, puspievértam
acim —sava butiba ir ambivalents téls: gan sieviete démons, vamps, valkira,
gan melanholiska batne. Sada butne saskatama gan vika zimé&uma
Zeltmata Kopoto rakstu 1. séjuma® (1904), gan darbos Kardinasana’
(1901), Akts' (1901) u.tml. Sads tipazs raksturigs visai 20. gs. sakuma
makslai, tapéc nevar runat par Eldgasta un Rozentala savstarpéam
ietekmém.

AriJ. Rozentala kompozicijas, zanra un glezniecisko lidzeklu izman-
tojuma redzami lidzigi principi ka H. Eldgasta dramas. Tie atspogulo
20. gs. sakuma modernas makslas tendences. Gan Eldgasts, gan Rozentals
izmanto dazadu stilistisko virzienu sapludinasanu. Pieméram, glezna
Nave' (1897) uz reali konstruéta fona atainota jauna sieviete ar mirusu
bérnu uz rokam, kam pari parliekusies nave — iemiesota vizuala téla, kas
patapinats no folkloras. Tiesi $ads pats princips izmantots glezna Teika'?
(1899), Melna cuska miltus mala® (1903), Gulbju jaunavas'* (1904-
1911).

Ne H. Eldgasta, ne J. Rozentala gadijuma nevar runat par simbolismu
“tira” veida, abi makslinieki racionali savieno realistiskas vides ataino-
jumu ar iracionaliem téliem. Ari J. Rozentala darbos plasa skaita paradas
gan no sengrieku mitiem, gan citu tautu folkloras aizguti téli, kas, lidzigi
ka H. Eldgastam, iemieso dabu, tas parvértibas idejas. Uztvert satirus,
nimfas, faunus, meza garus u.tml. tikai simboliska limeni nevar, detali-
zétais vides télojums rada lidzigu situaciju ka H. Eldgasta dramas konkreé-
tas remarkas. Atskiriba ieraugama télu koncepcija: H. Eldgasta raditie
teli lielakoties disoné attélotaja vidé vai ari ar vides palidzibu tiek paspilgti-
nats kada simbola nojégums, J. Rozentals sadus télus ieklauj daba, simbo-
liz&jot dabas pirmatnéjos, pirmbutibas spékus.

Ari abu makslinieku izteiksmé jausama lidziba. H. Eldgasts apvieno
eksaltétu, simboliem, metaforam parblivétu valodu ar ikdienisko, panakot
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neviendabigu iespaidu. J. Rozentala izteiksmes klasts aridzan ir bagatigs,
tas raksturo 19.-20. gs. mijas makslai raksturigo sintezéjoSo attieksmi
pret dazadiem izteiksmes veidiem: viena glezna var but savienots gleznie-
ciskums ar plakanibu, tonalas ar lokalajam krasam, siki triepieni ar pla-
siem krasu laukumiem.

Salidzino$a aspekta var konstatét ari abu autoru attieksmi pret para-
tekstualitati'. H. Eldgasts ideju dramu virsrakstos uzsver darba jégu,
apzinati izmantojot mitiskus télus — Agarta, Venus utt. Lidzigs princips
saskatams ari J. Rozentala dailrade, pieméram, gleznas Leda un gulbis,
Naves upe utt.

Lai ari dzivé abu personibu celi uz kadu laiku tikas, nevar runat par
savstarpéjam ietekmém. Dailradi var analizet salidzino$a aspekta, atklajot
20. gs. sakuma modernismam raksturigas tendences.

Atsauces un piezimes:

Eldgasts H. Vigni. Riga, Saulitis, 1908. — 146. Ipp.

Eldgasts H. Agarta. Riga, Valters un Rapa, 1923. — 160. Ipp.

Eldgasts H. Démona paradize. Riga, 1906. — 26. Ipp.

Turpat, 45. Ipp.

Eldgasts H. Démona paradize. Riga, 1906. — 106. Ipp.

Eldgasts H. Vigni. Riga, Saulitis, 1908. — 146. Ipp.

Rozentals J. No baznicas (Péc dievkalpojuma). 1894. a.e. 175 x 103. signéts
un datéts LNMM ipasums.

Rozentals J. Vaka ziméums Zeltmata Kopoto rakstu 1. sejumam Sarkanads
lilijas.

% Rozentals J. Kardinasana. 1901. a.e. 45.7 x 30.4. signéts LNMM ipasums.
10 Rozentals J. Akts. Ap 1901. past. ogle. 75.5 x 51 LNMM ipasums.

1 Rozentals J. Nave. 1897. a.e. 69 x 98. signéts un datéts LNMM ipasums.

12 Rozentals J. Teika. Ap 1899. a.e. 97 x 67. LNMM ipasums.

Rozentals J. Melna ciska miltus mala. 1903. a.e. 68 x 98. signéts un datéts
LNMM ipasums.

Rozentals J. Gulbju jaunavas. 1904-1911. temp. tusa. 20 x 17. Privatipasums.
Teksta/sizeta attiecibas ar virsrakstu/nosaukumu.
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Rudite Rinkevica

NOSLEPUMA SEMIOTIKA LATVIESU RAKSTNIEKU
BERNIBAS TELOJUMOS (20. GS. 20.-30. GADI)

Summary
Semiotic of Mystery in the Narratives of Childhood of the 1920-30s

Mystery is one of the important semantic components of childhood description
in literature. It advances the plot and creates a particular picture of childhood or
seeks for the child’s world vision either in the autobiographic descriptions of
childhood memories and in the adventure stories or novels where children are
the main characters. Mystery is connected with adventure: the mysterious
stimulates fantasy and/or active action. Besides, the category of the mysterious is
connected with the category of discovery but at the same time discovery of mystery
has not become the dominant of a plot as it will be in the detective genre.

Writers describing the perception of mystery in childhood reveal the
development of the creative thinking of a child.

Bérnibas tematika jau kops 18. gadsimta bijusi aktuala ikvienas tautas
literatara, turklat, ka savulaik atziméja krievu literatarzinatnieki J. Jukina
un M. Epsteins, bérniba nav izoléta un periféra — taja sastopas globalas
vesturiskas un psihologiskas cilvéka koncepcijas, taja paliekosas pedas
atstajusas divu pagajuso gadsimtu maksliniecisko mekléjumu butiskakas
iezimes!. Ari latviesu rakstniekiem bérniba vienmeér bijusi viens no nozi-
migakajiem radosas iedvesmas avotiem un pasaules modela elementiem.
20. gadsimta 20.-30. gados bérnibas télojums klust par buatisku dailrades
sastavdalu vai pat dominanti vairaku autoru dailradé. Bérniba nosaka
personazu mentalo strukturu, personibas veido$anas pamatu. Jau 19.,
20. gs. mija tapu$aja proza nojausama koncepcija, ka bérnibas pieredze
un izjutas cilvéku pavada visu mazu un klast par stabilu rakstnieku dail-
rades pamatu. Ta, pieméram, latviesu literaturas vésturé A. Brigaderes
autobiografiska trilogija Dievs, daba, darbs, E. Birznieka-Upisa trilogija
Pastarina dienasgramata, J. Grizina Varnu ielas republika un J. Sirmana
30. gados tapusie piedzivojumu stasti tiek uzskatiti par $o rakstnieku
makslinieciskas jaunrades augstako virsotni, kura atklajas rakstura tapsa-
na un apkartéjas pasaules izzinasana. Autori galvenokart aprakstijusi
gluzi ikdieniskas paradibas, kas, atbalsodamas bérna dvésele, ieguvusas
pirmatklasmes skaistumu, bet sakotngji biezi vien jaunatklajuma pamata
ir kaut kas bérna pratam neizprotams, noslépumains, empiriski neizskaid-
rojams. Tadgjadi nosléepums klast par butisku bérnibas télojuma katego-
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riju vienlaikus daudzveidigas un tradicionalas izpausmés. Tas ieklaujas
tik svarigaja piedzivojuma semantika, kas nosaka veéstijuma dinamiku,
virza sizetu un veido noteiktu bérnibas ainu vai atklaj bérna pasaules ska-
tijumu gan autobiografiskajos bérnibas atminu télojumos, gan piedzivo-
jumu stastos vai romanos, kuros galvenie personazi ir bérni.

Psihologe Mara Vidnere atzimé, ka bérniba ir vecums, kad pietrikst
pieredzes un ir informacijas deficits®, tadél apkartéjas pasaules un vienlai-
kus sevis izzinasana ir organiska un passaprotama ikdienas rutinas sastav-
dala. Turklat bérns ir apveltits ar bagatu iztéli, kas kompensé pieredzes
trakumu un dazkart lauj radit savu iluzoro realitati. Noslépumainais —
nezinamais, neizprotamais, vilinosais, pat baisais — klust par fantazijas
rosinataju un/vai stimulu aktivai ricibai, jo minéta veésturiska posma bér-
nibas télojumos sakotnéji iracionalais noslépums véstijuma iegust prag-
matisku, racionalu raksturu ar noslieci klat atminamam. Tas, no vienas
puses, ir pretruna noslépuma ka tada batibai, bet ir saistits ar bérna
pasaules uztveri, kura ipasi svarigs ir atklajuma moments. Tadéjadi no-
slepuma kategorija bérnibas stastos ciesi saistita ar atklajuma kategoriju.
Savukart pati noslépuma atklasana nebut neklast par véstijuma domi-
nanti, ka tas batu klasiska detektiva — jau minéto autoru tekstos i intriga
visbiezak ir vai nu viena no sizeta linijam, vai epizodisks moments, kam
tomeér butiska nozime rakstnieka raditaja bérna pasaules aina. Detektivam
raksturiga intrigas uzturésana, tiesa, ar politisku zemtekstu, bet vienlaikus
bérniskigi naiva un jasmiga, ir viena no galvenajam sizeta linijam J. Grizi-
na stasta Varnu ielas republika. Rakstnieks, véledamies sava bérnibas
piedzivojumu stasta ieklaut ar1 “lielas politikas™ epizodes, izmanto par-
bauditu panémienu — noslépuma atklasanu. Noslépums $aja gadijuma
saistas ar dzivokli nr. 44 turpat Varnu iela, kura kadu bridi ir pagridnie-
ku - Latvijas Socialdemokratu stradnieku partijas — slepena mitne. Vélmes
noskaidrot, kas mitinas noslépumainaja 44. dzivokli, pamata ir zinkare
un piedzivojuma alkas. Saja zina batiski, ka gan J. Grizina stasta, gan
citos bérnibas témai veltitajos 20.-30. gadu prozas darbos noslépumu
biezi vien raksturo noslégtiba jeb noskirtiba, ierobezota telpa, pieméram,
bénini, dzivoklis, pagrabs, malkas kambaris, lade u.tml., savukart par
nozimigiem noslépuma prieksvéstnesiem klast dazadi priekSmetiskas
pasaules atributi: logs, durvis, durvju zvans, vaks, grozs u.c., kas turklat
jau pasa teksta nodéveti par noslépumainiem.

Tad mans skats pavérsas piekta stava pie noslepumaing (pasvitrojums
mans — R.R.) 44. numura loga: panirb gaisa meica ar érgla degunu un
no rokas, no zila tinté sameércetajiem pirkstiem izlaiz papiriti. (..) Bet
meica loga pa to laiku jau nozudusi: tikai logs palicis lidz galam atverts.
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Un man ieSaujas prata, ka tur tomer ir kads maja. Kapec gan vins man
Sodien neatbildeja uz triskartéjo zvanisanu? Tikko tacu biju tur...’

Savukart pasi Varnu ielas bérni savus noslépumus — tautas sapulces* —
apspriez malkas kambari vai pagraba, jo ta iespéjams izvairities no
pieauguso kontroles.

A. Brigaderes trilogija Annele ar noslépumaino, respektivi, lidz $im
sveso, tade| parsteidzo$o, sastopas biezi un nebut ne kada ipasi norobezota
telpa, bet ari rakstnieces stastos noslépums saistas ar bérna pardzivojumu,
ko nereti izraisa noteiktas telpas zimes vai priekSmetiska pasaule. Psiho-
loge M. Osorina uzskata, ka

mijiedarbiba ar priekSmetiem bérns izdzivo attalumu starp tiem, to lie-
lumu un formu, smagumu un blivumu. Un vienlaikus iepazist pats sava
kermena fiziskos parametrus, apjaus to nedalamibu un pastavigumu.
Pateicoties tam, vinam veidojas pasa kermena téls — nepieciesams
konstants telpisko koordinasu sistema. (..) Jo vairak pasaule ir objektu —
savdabigu dzives skatuves personaiu — nosaukumu — jo pasaule bernam
klist bagataka un pilnigaka’® (tulkojums mans — R.R.).

Pieméram, vecmaminas kambariti Annele konstate, ka tur jau stav Lizinas
kurvitis ar savu noslepumu® (pasvitrojums Seit un turpmak mans — R.R.).
Noslépums izradas labs un skaists, kas rosina mazas meitenes dzivo iztéli:
tur ir sakaltusi cukurmaizite, rupigi satiti sainisi ar krasainam lupatinam,
dziparu galiem, prievisu atgriezumiem’, ko pa nedélu Lizina sakrajusi
masai, un pats galvenais — gramatas. Noslépumu, Annelesprat, glaba ari
lielas sievas Anus kurvis, kas staveéjis vipas gulta ciesi aizvazts, atver savu
noslepumu®, mates zala, sarkaniem gailiem rotata lade, kas ir zinams
atskaites punkts meitenes augsanai $i varda tie$saja nozimé, un viens no
meitenes agrinas bérnibas piedzivojumiem ir iespéja ieskatities lades dzilaja
noslepuma’. Un, tapat ka citas trilogijas epizodés, Anneles iztélé atdzivojas
lades iek$pusé iemontétas kungu un damu figaras — dons Zuans, donna
Anna un donna Elvira. Bérna iztéle visos tekstos ir viens no butiskakajiem
noslépuma semantiskajiem komponentiem, bet A. Brigadere to akcentéjusi
visspilgtak: Annelei netritkst ne nieka, jo ta izples savas fantazijas zelta
audu un iegusta taja visu pasauli'®. Jasecina, ka, pateicoties bérna iztélei,
noslépums ari rodas. Tadéjadi noslepuma telpiskie orientieri saslédzas ar
ta semantikai raksturigo emociju un sajutu pasauli, kura dominé pardzi-
vojums, gaidas, parsteigums, bailes. Bérnam ipasi svarigs ir piedzivojuma
solijums, kas pat nav japaskaidro: noslépumainibas statusu likumsakarigi
ieglist jau ta pieteikums, un, protams, svariga ir ari solita izpilde. Plass
emociju spektrs caurvij galvena varona ikdienu J. Grizina stasta Varnu
ielas republika, gaidot Cakaru Jana noslépumaina apsolijuma realizé$anos
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dzive — zénam skiet, ka laiks velkas, ka gaidamais notikums bas aizraujoss,
interesants, neparasts, kam intrigu pieskir nenoteiktibas fakts:

Bija pagajusas pars nedelas no kaujas, kad Janka man teica noslepumai-
ni: “Rit nekur neaizej!” Otru ritu péc mates aiziesanas uz darbu vairs
neaizmigu, ka parasts, bet paliku nomoda. Diena solija ko interesantu,
tapec vairs nepaliku gulta, bet, klusi aizmigusajam bralim pari parkapis,
uzcelos. Stundas leni vilkas gaidas"'.

Talakie notikumi — brauciens uz jarmalu un uzdzivosana “pa kungu modei” —
visai tipiski realistiskajai bérnu prozai beidzas ar pilnigi pretéju atrisinajumu
un citam emocijam — vil$anos, pat fiziskam cieSanam, dusmam, aizvai-
nojumu, bailém un asaram. Pat, ja 20.-30. gadu bérnibas témai veltitajos
prozas tekstos didaktika nav klaji jaitama, viena tendence ir izteikta: ja bérns/
bérni noslépumainaja piedzivojuma, ko turklat ieplano pasi, dodas vieni,
bez vecaku atlaujas, tas cietis fiasko un sagadas nepatikamus pardzivojumus.
Taja pasa laika tiek aktualizéta ari noslepuma glabasanas téma, kas izteik-
taka ir J. Grizina stasta un J. Sirmana 30. gadu bérnu proza. Ta J. Sirmana
stasta Jiras zaki zéni, kuri devusies patvaliga brauciena ar kugi, kapteinim
neatklaj, kapéc grib tikt uz Gambiju: Mées... més to nevaram teikt,— no-
slepums'2. Bet ari $aja gadijuma celojuma parbaudijuma sistému veido
jau minéta emociju gamma no ceribas, izfantazéta lidz piespiedu atgrie-
$anas bridim skarbaja realitaté un solijumam, ko lidzigu vairs neatkartot.

Citas emocijas bérns izdzivo, ja apsolitais celojums, brauciens, apcie-
mojums u.tml., budams nezinams, pirmreizigs, tatad ari vairak vai mazak
noslépumains, notiek kopa ar kadu no pieaugusajiem. Protams, ari $aja
gadijuma, nonakot konfrontacija ar sveso, nepazistamo telpu, iespéjama
vilSanas, sava ego parvértésana, tomer ir lielaka varbutiba, ka redzétais,
piedzivotais sagadas pozitivas emocijas — prieku, parsteigumu, izklaidi.
A. Brigaderes trilogija plasaja Zemgales panorama ipasa vieta ir Jelgavai.
Annelei, pirmo reizi turp dodoties kopa ar vecakiem, lai apciemotu masu,
pilséta ir liels noslépums, svesa telpa, kuru tuvaku padara Lizinas klat-
butne. Pirmreiziguma, jaunatklasmes efekts, iedomatais pilsétas téls mijas
ar realitaté gato prieksstatu, kad noslépumainibas plivurs izgaist:

Tirpinosas dzirkstelites izskréja Annelei caur kritim. Jelgava! Kur vipa
ir ta Jelgava? Vina skatijas augstuma. Tur neka nebij. Vipa skatijas
zemumd. No pelekas miglas auga lauka neredzeéti jumti un torni, bet
mirdzet nemirdzéja nemaz. Kas ta par Jelgavu, kas nav augsti celta un
nemirdz? Ne, tada ka Jeruzaleme laikam gan nebus ta Jelgava'.

Vienlaikus pirmaja ciemosanas reizé Jelgava Annelei ir gan negativi par-
dzivojumi (te vainiga parak gara un bérnam nepiemeérota kleita), gan
sirsnigi, masas un vecaku milestibas caurstravoti brizi.
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Tatad noslépuma semiotikai bérnibas télojumos ir raksturiga gan
daudzveidiga emociju gamma, gan noslépuma partaps$ana jauna kvalitaté —
atklajuma, kas izriet no bérna pieredzes paplasinasanas, tadéjadi sakot-
néjais noslépuma pieteikums, iegidams realakas aprises, ir bagatinajis
bérnu ka toposo personibu. M. Vidnere uzskata: Jo lielaka ir cilveka
pardzivojuma pieredze un tas radosa virziba un labveliba, jo lielaka ir st
kreativitates speja— empatija'*, un ta ir visai raksturiga bérnibas pasaules
atklasmé 20.-30. gadu latviesu proza. Si perioda tekstos emocionalas un
empiriskas pieredzes paplasinasanas visbiezak saistas ar dabas pasauli,
kuras pakapeniska iepazi$ana ir viena no domingjo$am bérnibas telojuma
struktiiram, jo seviski autobiografiskaja atminu proza. Bérnam saistoss
un noslépumains skiet viss ka tuvaka, ta talaka apkartné: E. Birznieka-
UpiSa Pastarins ar gluzi vai detektiva aizrautibu seko kakenes gaitam, lai
noskaidrotu, kur ta slépj savus kakénus. Un, jo vairak tos slépj, jo dedzi-
gaka ir zéna vélésanas So noslépumu atklat: Bet, jo vairak vina slepa, jo
vairak man karoja zinat, kur vini atrodas®. Tikai caur pasa pieredzes
prizmu bérns gist gandarijumu no atklajuma un sper pirmos dzives pazi-
$anas solus.

Mazliet cits rakurss piemit naves noslépuma skaidrojumam —jo seviski
bérnibas atminu télojumos naves motivs ik pa bridim ievits sizeta. Muzibas
prieksa apmulst ka pieaugusie, ta bérni, un naves noslépuma semantika
saistita ar eksistencialam, vienlaikus bérna uztverei pieskanotam pardo-
mam par dzivi un par to, kas aiz tas, kad §is zemes gaitas beidzas. Si no-
slepuma skaidrojums izriet no bérna religiskas audzinasanas un lidz ar
to — pasaules kartibas izpratnes. A. Brigaderes trilogija Dievs, daba, darbs
Annele prato, kur péc naves ir vecais valenieks Mika — debesis vai elle.
Vinai un bérniem vispar ir |oti svarigi gt atbildes uz saviem jautajumiem,
jo bérns ir radis visam rast vai sanemt izskaidrojumu, bet dzivibas —
naves noslépuma atklasana bérnam ta ari paliek lidz galam neatrisinats
uzdevums, tadéjadi pati noslepuma iracionalitate, batiba — noslépums ir
tas, kas ir un paliek nosléepums — izpauzas visspilgtak. Turklat Anneli
pieauguso atbildes neapmierina, vina netic Anui, ka Mika nu esot de-
besis'®, bet pati doma, ka ari ellé Mika vis neies, jo Dievs visus grékus
vinam piedos un galu gala — kas tad Dievam no ta, ka Mika elle!”. Annelei
pieaugot, izkristalizgjas ari vinas attieksme pret dzivibas — naves noslé-
pumu, sava apzina fokuséjot aizmaza telpu, kuras noslépumu nav lemts
izzinat: ko cilvéki tur dara, ka dzivo, par to tikai var minstinaties, bet
skaidribu zinat nav nevienam lemts. Par aizmuza aizgajusiem zina tikai
tik daudz, cik pieminas vini ir atstajusi zemes virsu'®. Naves motiva ievi-
jums teksta uzskatami demonstré pasas rakstnieces pasaules uzskatu un
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pilnigak atklaj makslinieciskas pasaules ainu, kuras galvenie komponenti
minéti jau pasa trilogijas nosaukuma — Dievs, daba, darbs.

Zimigi, ka 20.-30. gadu bérnibas télojumos naves noslépuma semantika
nav saistita ar bailém vai Sausmam, bet pardzivojumus, ko varétu dévet
par baisiem, nereti izraisa saskarsme ar vienu vai otru tagadnes dzivé sak-
notu noslépumu. Si iezime vairak gan raksturiga ne tik daudz klasiskajiem
autobiografiskajiem atminu télojumiem, bet vairak piedzivojumu stastiem,
kam nenoliedzami ari pamata médz but autobiografiski motivi. Bailu sajuta
visbiezak ir nezinama prieksa, bet ta iet kopsoli ar loti lielu piedzivojumu
kari un vélmi pasapliecinaties, atklajot noslepumu un tadéjadi apmierinot
savu zinkari. Turklat M. Osorina uzsver, ka “briesmigo jeb baiso vietu”
apmekléjums grupa ir viens no pasiem pirmajiem agrinajiem patstaviga
pétijuma méginajumiem, viens no apkartéjas vides nozimigu elementu emo-
cionalas izdzivosanas méginajumiem un bérnu mita formésanas pasaule®.

Baisas izjutas parnem Varnu ielas bérnus J. Grizina stasta, kad vini
slepus beidzot ielavas slepenaja 44. dzivokli: Ieksa bija stipri baigi, ta ir
pirma emocionala reakcija un fakta konstatacija, kas tomér nenovérs$ no
ieceréta plana — dzivokla pamatigakas izpétes. Zéni, vienlaikus baidoties,
zemapzina gaida paradamies ko tadu, kas atbilstu Sausmu poétikai —
asinainu roku, pirkstu nospiedumus, elles masinu, resp., spragstvielu,
papira ietitu gluzi ka Zigomara 3. sérija Nozieguma uz kapsetas sola®,
briljantus u.tml. Bet ta visa vieta tiek atrasts nevis spridzeklis, bet rita-
kurpes, damu zeke (virsaitis So atradumu ieliek kabata, teikdams, ka, ja
tiesi nenoderesot musu noslepuma atklasanai, tad to varesot velak izlozet,
jo ta musmatem busot noderiga lapisanai®!), sérskabes plekis uz gridas,
sapeléjusi tomati istabas kakta, cilvéka zobs. Noslépuma mekléjumus
pavada rakstnieka labsirdiga pasironija, kas gribot negribot atkal konfron-
té bérnu alkas un iztéli ar realitati. Vienigais atradums, kura vértibu zéni
neapzinas, bet kas bijis dzivokla iemitnieku — pieauguso - lielakais no-
slepums, ir socialdemokratu, kuriem te bija konspirativais dzivoklis,
iespieddarbi. Pasiem neapjausot izdarita svarigumu, tiesi “republikani”
no krasns izvelk un paslépj gan Cizu, gan citus socialdemokratu iespied-
darbus, kas vélak partop papira pukos un pacelas virs pilsétas. Bérna
pasaules uztveres logika prasa, lai o notikumu Varnu ielas zéni un mei-
tenes uztvertu ka kartéjo piedzivojumu vai spéli, un autors spiests to res-
pektét. Tomér vélésanas simboliski sasaistit esosos un nakamos “labakas,
taisnigakas nakotnes” cinitajus ir neparprotama, un rakstnieks stastu
nobeidz, pauzdams savas simpatijas jau minétajai partijai.

Butisks emocionalu pardzivojumu izraiso$s noslépuma un no ta
izrietosais piedzivojuma komponents vairakos bérnibas stastos ir gramata
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vai kada cita lasamviela. Gramatu ka |oti butisku bérnibas zimi $aja laika
perioda tapusajos tekstos raksturo zinama semantiska viennozimiba: gra-
mata paver noslépumaino brinumu pasauli, kas tik loti atskiras no ikdie-
nas, ta ir ka cel$, kas iezimé attistibas perspektivu — jo vairak lasisi un
macisies, jo talak dzive tiksi. Gramata rosina iztéli, rada lidzpardzivojumu
un zinamu aizmir$anos no ikdienas, vélmi identificéties ar gramatu varo-
niem un vinu gaitam. J. Grizina Varnu ielas republika par bérnu favoritu
kluvis Zils Verns un vina piedzivojumu romani, kuros noslépums ir viens
no svarigakajiem motiviem: Noslepumaina sala, 80 000 jidzes zem iidens
un Kapteina Granta bérni. Tiek uzbuvéts “kugis” Kapteinis Grants, kat-
ram stabinam uz ielas bija savs nosaukums, nemts no Zila Verna romana
un akceptets no visam apkartnes valstim*?. Jana ka galvena lasitaja uzma-
nibu pie gramatveikala piesaista ari miklaina gramata “Romeo un Jilija”,
un tas vaka bilde dod iemeslu sacerét desmitiem tas izskaidrojumu, turklat
Janis sevi atklaj ka potencialo rakstnieku, jo ari vins sacer stastus, kur
darbojosas personas gan ir realas — vin$ pats un masinista Zelmina. Sa-
vukart E. Birznieka-Upisa trilogija Pastarina dienasgramata pirma lasam-
viela, turklat lasita neskaitamas reizes, ir tam laikam tradicionala ta
saucama lubu literattra: Barenite Lizbete, Neredzigais Kaspars un vina
dels, Tratina, tas bara berns, Cilvéka sirds, Priezu kalna Roze (iecienita
lasamviela ari Annelei; ka sieviesu un mazu bérnu “raudinama” gramata
ta palikusi arl Kaudzites Matisa atminas), ari Jekaba Zvaigznites apko-
potas Pasacinas. Turklat publiska, skala lasisana lauku majas ir piedzi-
vojums gan lielajiem, gan mazajiem: ta ir vienlaikus izklaide, izglitoSanas,
“logs uz arpasauli”, saistosakais no briva laika pavadi$anas veidiem, jo
konkurentu, protams, tolaik nebija:

Gramatas vacam no visam malam kopa, visvairak caur skoleniem, jo
Annele no miasmajam apmekleja skolu. No Skujam atveda kadu vecu
gadgajumu “Latviesu Avizes”. Lasijam tur no vienas vietas visus pasaules
notikumus. Visbiezak no vinam parlasiju teiku par Dundagas zalo jum-
pravu un pils liko berzu®.

LasiSana ka process tuvina dazada vecuma un dzimuma, pat sociala
statusa cilvékus, kuri pulcéjas kopa uz gramatas vai laikraksta lasisanu
un klausisanos, lidzdzivojot un noticot dzirdétajam. Audiala notikumu
vai stastu uztvere ir emocionals piedzivojums un pardzivojums vienlaikus,
ta ir bijiba rakstita varda prieksa, kas paveris tik noslépumaino un cilvekus
uzrunajoso literatturas pasauli.

Attelojot noslépuma uztveri, izpratni un interpretaciju bérniba, rakst-
nieki télaini un psihologiski precizi atklaj radosas domasanas attistibu
bérna:
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Radosaja domasana cilvekam japienem jauns skatijums uz lietam, situd-
cijam, norisem, dazadas jaunas idejas, to risindjumi, kuru rasands nav
Sabloniskas domasanas rezultats*.

Tadejadi bérni spilgta piedzivojuma parvers visu nosléepuma rosinato un
aktiva darbiba vai iztélé notiekoso.
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Ingrida Kupsane
IRACIONALA KATEGORIJA G. JANOVSKA PROZA

Summary
The Category of the Irrational in G. Janovskis’ Prose

In the prose of G. Janovskis, the irrational lays the foundation for the
structure of the artistic world. Nevertheless in some novels the variable manifes-
tation forms of this category occupy a significant role. In the works of
G. Janovskis, the elements of Christian thinking not infrequently appear, updating
the existence of God and faith motives. Largely they resound in the context of
war horrors as well as in connection with the tragic feel for the world of an exile.

The motif of fatalism is substantial. The destiny is not associated with God
or ascendancy over a person. It is interpreted as a peculiar superior power, which
is not precisely defined — a rule which governs the progression of life. More
frequently, the destiny is merciless, unfavourable, and it does not offer a har-
monious existence for a person but inflicts suffering and blows one after another
as if testing a person’s forces.

To reveal the character of portrayed protagonists, their world view,
G. Janovskis sometimes, alongside with realistic characters, introduces fantastic
ones (the Swamp pop, the Black man and others), which helps the author to
construct an emotional and semantically dense message in the plot.

One more peculiarity, which is used to denotate the phenomenon of
G. Janovskis, is to be noted. There are some novels which can be considered as
prophetical — what is described in them is straightly related to the life of the
author himself. The writer has an ability to predict, to a certain extent, his own
destiny and, on a broad scale, what is going to happen to Latvia and compatriots
in the native country. In the novel An Eventide (1980), the eye disease spreading
as well the life in the old people’s home (since 1984) had been forecasted. In its
turn, a year later (in 1981) the novel In the Swamp, which is also considered as
prophetical because it was set in the unfettered Latvia, which was developing as
a result of rapid and unstoppable collapse of Soviet Empire, was created.

£

G. Janovska proza iracionalais nek|ust pa makslinieciskas pasaules
uzbuves fundamentu. Tomér dala romanu §is kategorijas variativam iz-
pausmes formam ir sameéra svariga loma. G. Janovska darbos nereti para-
das kristigas domasanas elementi, aktualizéjot Dieva esamibas un ticibas
motivus. Galvenokart tie ieskanas kara témas konteksta, ka ari saistiba
ar trimdinieka disonativo pasaules izjutu.

Butisks ir ari fatuma motivs. Liktenis netiek asociéts ar Dievu, vina
gribu vai iespaidu uz cilvéku. Tas tiek interpretéts ka savdabigs, precizi
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nedefinéts augstaks speks — likums, kas nosaka cilvéka dzives virzibu.
Rakstnieka literarajos tekstos liktenis biezak ir nezéligs, destruktivs, kas
cilvéekam nepiedava harmonisku esibu.

G. Janovskis nav bijis ipasi religiozs cilveks. Rakstnieka attiecibas ar
religiju varétu tikt raksturotas ka neitralas. Tadél visai nepamatota skiet
Karla Krona Trejos Vartos pausta parlieciba, ka rakstnieka pasaules ska-
tijums ir viengabalaini kristianisma kultura izveidots domasanas skati-
jums'. G. Janovska atticksmi pret Dievu, vina redzéjumu visai precizi
atklaj dzejolis Neticigais (1985):

Es neticu, ka nave Kad beigsies zemes gaitas,
kads jaunu dzivi smels. miis apnems mugigs miers.
Kas zemes klepim davats — Neviens miis nesagaidis
neviens to nepiecels. Un roku nepasniegs.

Es neticu, ka tiesats Un tomeér: zemes klepi
par grékiem launais tiks, tiks mums reiz atbildets,
un neticu, ka piedots vai Dievs ir tadu svéti,
biis tam, kas iet pie bikts. kam sen nekas nav svéts.

Savukart ticiba liktenim raksturiga gan rakstnieka varoniem, gan ari
pasam autoram. Ka saka Z. Skujins, laika perspektiva atskatoties uz
dzivi, nevilSus nakas domat par kadu racionali neizskaidrojamu sakritibu
klatbutni, kas ietekméjusi noteiktus pavérsienus dzives norisu pladuma.
Nav runa par ticibu fatalai nolemtibai, bet gan par cilvéka izzinai netve-
ramam likumsakaribam, kuru loma ir vairak vai mazak jaotama kada
dzives rituma posma. G. Janovskis, pieméram, atzist, ka liktenis — labvéligs
vai nelabvéligs —, ieraujot vinu parvértibu virpuli, ir tam palidzgjis, devis
vielu rakstiSanai?.

Ka liktena providence uzlukojama ari prozaika rakstita sasauce ar
autora dzivé péc vairakiem gadiem notiekogo. Sai sakariba minams ro-
mans Novakare, kura véstits par veco lauzu pansionata Indrani mitoso
aklo Ojaru Zallazdu. To varétu definét ka G. Janovska fenomenu, proti,
Spéju zinama meéra paredzét gan savu talako likteni, gan ari plasaka
meéroga to, kas notiks ar Latviju un tautieSiem tévija. Romana Novakare
atklajas nojausma par acu kaites progresésanu un dzivi pansionata. Fnu
menueta (1969) Marcis saruna ar Sveicieti Bigleru ieskice apokaliptisku
ainu, stastot par to, ka vairs nav ilgi jagaida lidz bridim, kad degs Mas-
kava, kad pludis asinis, kad sléptais naids lauzis visas sluzas un brazisies
par piesmieto un noladéto Krievijas zemi®. Savukart 1981. gada top ro-
mans Purva, kas ari uzlakojams ka pravietisks, jo ta darbiba risinas Latvija
péc padomju impeérijas sabrukuma.
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Liktenis G. Janovska proza manifestéjas dazadas pakapes nepiecie-
Samibas ietvaros, veidojot noteiktu graduétu paradigmu: no stingras
predestinacijas, kas determiné dzives norises, lidz liktenigai nejausibai,
kas atklajas ka peksna, acumirkliga un netisa augstakas gribas iejauksanas
cilveka muza.

Prieksstats par likteni ka predestinaciju rakstnieka dailradé veido
savdabigu caurviju motivu, kas ieskanas jau pirmajos romanos un saglaba
savu nozimi lidz pat pédéjiem darbiem. Liktena apzimésanai rakstnieks
izmanto virkni sinonimisku vardu savienojumu, kuros vienojosais ir rak-
sturojums “Lielais” (Lielais Rezisors, Lielais parmijnieks, Lielais Sledzéjs),
tadéjadi akcentéjot ta transcendento iedabu un varu par cilvéku. Ka jau
tika atziméts, liktenis netiek identificéts ar Dievu, kaut ari véstijuma veé-
rojama tendence to daléji personificét, pieskirot tam cilvéciskus vaibstus
ar maskulinam iezimém. Pieméram, romana Mozaika:

Liktenis bija rundjis. Lemums pienemts. Ka tads liktenis prata ieslepties
avizes lapa un pacietigi gaidit, lai to atrod. Visu So laiku es biju nojautis,
ka tas mani vero. Man gandriz bitu pietricis drosmes — iet un vipu
satikt. Ka virs viru. Nu tas bija padarits. Un izlemts®*.

Véstot par cilvéka un liktena attiecibam, izskan atzina par dzivi ka
spéli, kura noteikumus nosaka liktenis. Dziesma mezam Umurs, ieslidzis
pasapceré, doma:

Mums katram bija sava loma. So lomu més katrs spéléjam tiesi tik labi,

cik jau nu tas bija misu spekos. Tikai mes neviens laga nezinajam, ka

beigsies peédejais celiens. Varbut Lielais ReZisors, kas mums lika nakt

un iet, pats par to nebija isti skaidriba. Vins izmegindja vienu variantu,

tad otru, bet més tikai paklausigi spelejam talak®.

Viskonsekventak predestinacijas ideja iemiesota romana Mozaika —
darba, kas nav publicéts gramata, bet iespiests ar turpinajumiem avizé
Briva Latvija 1996. gada. Romans tiek pozicionéts ka atminu lauskas,
sizetiska darbiba risinas Riga 1939. gada. Véstijuma centra jauns puisis
Arturs, kas studé klasiskas valodas. Péc dabas vins vairak ir vérotajs,
kam par darbibu tikamaka 3kiet nesteidziga apcere. Sadai dzives pozicijai
loti atbilstosa ir ari Artura gandriz ikvakara nodarbe — Katakombu (lat.
catacumbae, griek. kata — ‘lejup’; kymbe — ‘dobums’) apmekléjums. Ta
ir ipata dzertuve liela nama pagraba, kuras labirinti atgadina Romas
katakombas. Te tiek pavadits laiks sarunas ar studiju biedriem Ernestu
un Fredi. Tiesi Katakombas Arturs, ja ta var teikt, tiekas ar savu likteni
vaigu vaiga. Soreiz tam ir citads veidols, proti, Liela parmijnieka griba
tiek pausta ar Ciganietes muti. Kadu vakaru sastapta Ciganiete un tas
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teiktais par Artura nakotni iezimé pavérsienu vina dzive. Sacito vins uztver
ka to, kas vinam ir nolemts, kas jagaida un jaakcepté: Lielais parmijnieks
visu manu dzivi iegrozija citas sliedes. Japienem, ka es tads nebiju ne
pirmais, ne vienigais®.

No pirmas tikSanas reizes Ciganiete Arturu, lai ari netiesi, tomér
pavada vina turpmakajas gaitas. Jauneklim liktenis ir véligs — Arturs sa-
stop un iemil Noru, kurai puisis ari skiet simpatisks. Lidztekus piesatinatai
un harmoniskai jatu dzivei, pozitivas parmainas notiek ari materialaja
joma. Arturs iegust finansialo stabilitati un neatkaribu, proti, vins sanem
zinu, ka Holandé miris vina téva bralis Jekabs, kas dalu sava mantojuma
novélgjis brala délam.

Pédéja sastapsanas ar Ciganieti, kad vina parego nakotni ne tikai Ar-
turam, bet ari vina draugiem un Norai, vértéjama ka lazuma bridis, kas
uzrada liktena ambivalento dabu. Ciganietes vardos ieskanas nojauta
par krasam parbidém $o cilvéeku mazos, par notikumiem, kas katram
nesis smagus Liela parmijnieka lemtus triecienus.

Tadeéjadi Mozaika, viena no rakstnieka dailradi noslédzosajiem ro-
maniem, spécigak neka iepriekséjos darbos tiek pausts uzskats par likteni
ka augstako gribu, kas ne tikai laiku pa laikam iejaucas cilvéku dzive,
vai nu tos savedot kopa vai izskirot, ka tas pamata vérojams iepriekséjos
romanos, bet ari ka parrealu spéku, kura klatbutni cilvéks jat pastavigi
un kas vai nu strauji, vai ari pakapeniski maina dzives ritéjuma vektoru.

Skarba determinétiba, tapat ka sasaisté ar predestinaciju, ir klatesosa
ari prieksstata par likteni ka dabas likumu. Pieméram, Dziesma mezam
teikts:

Sis meZs vél ir mans, un vina $alkona, un nosléepumainiba. Putna klie-

dziens. Gaismas un énas. Ja, ari tumsa un tris lakturi, kurus Orions nakti

izkar debesu mala. Un lielais Sledzejs, kas zina par tumsu un gaismu,

Pats mani izdzesis, kad bus piendcis mans laiks’.

Tomeér jaatzimé ari butiska atskiriba starp iepriek$nolemtibu un dabas
likumu, jo pirmaja gadijuma ir runa par likteni ka iracionalu jédzienu,
savukart otraja tas ir racionals, dabisks likums, ko nosaka cilvéka biolo-
giska iedaba.

Dazkart liktenis paradas ari ka taisnigs vai netaisnigs (no cilvéka po-
zicijam raugoties) sogis. Tas var tiklab bargi tiesat, ka apzélot. G. Janovska
prozas cilvéku skatijuma liktenis biezak nepelniti soda, daudz retak “iecel
saulite”. Ta romana Par Trentu kapj migla Arturs Skuja par kroga Dvesefu
putenis sastaptajiem anglu sabiedribas atstumtajiem autsaideriem
lietuviesiem, iriem un bijusajiem latviesu legionariem teic: Lai ari liktenis
tos bija ieslaucijis méslaine, vinu spitigais gars vél bija dzivs®. Tiek pausta
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parlieciba, ka cilvéks ar stipru gribu, neraugoties uz liktena skarbumu,
varas spélém vai kadam citam vinu iespaidojosam determinantém, spéj
saglabat nesalauzamu staju, iekséju gara spéku, kas palidz izdzivot un
but jebkuros apstaklos.

Ka vél vienu aplukojamas paradigmas komponentu var atzimét likteni
ka nejausibu jeb apstaklu sakritibu. Ta ir péksna, islaiciga un lielakoties
vienreizéja liktena iejauksanas cilvéka dzivé, kuras sekas ir iemesls par-
mainam. Enu menueta liktenigas sakritibas del Marcis Umurs, ieradies
Heidelberga, apmetas tai pasa nama, kur pirms 40 gadiem uzturgjies
Martin$ Unduléns. Nevilsi béninu skapi ieraudzitais latviesu virsnieka
formas térps klust par sakumpunktu Maréa dzives parvértibam. Romana
Helmi Ojara Térauda dzives metamorfozes aizsakas lidz ar skietami ne-
jausu tikSanos vilciena, kad péksni no paveca vecpuisa vin$ partop par
precétu viru — Leminga kungu, kas kopa ar pievilcigo sievu dodas naudas
zvejosanas turé. Piepesais mirkla liktena pieskariens rada savdabigu do-
mino efektu, kad nejausiba nosaka nakamas norises, kas seko cita citai,
iezimgjot kvalitativas izmainas.

Kopuma prieksstati par likteni ka augstako gribu dazados kontekstos
manifestéjas semantiski atskirigos, bet savstarpgji saistitos jedzieniskos
dotumos, kas ietver gan nepiecieSsamibas, gan nejausibas elementus. Vie-
nojosais ir tas, ka lielakoties $i semantika gist negativu konotaciju, proti,
ja istermina liktenis skiet esam labvéligs, tad ilgaka laika posma perspek-
tiva tas tomér ir netaisns un skarbs attieksmé pret cilvéku.

Dievs G. Janovska proza uztverams ka morales princips, sava veida
kategoriskais imperativs. Tas reprezenté jabitibas sféru, kas ietver univer-
salas un visparcilvéciskas veértibas. Izmantojot Dieva motivu, tiek pausta
un apliecinata prozas cilvéka prasiba péc taisniguma, milestibas, huma-
nisma un sapratnes savstarpéjas attiecibas, péc komunikacijas, kas iekséji
sakarto un bagatina.

Lielakoties Sie individa izvirzitie moralie likumi, ar kuriem katram
batu saskanojama un veidojama sava uzvedibas stratégija, tiek konfrontéti
ar to, ko varétu definét ka apstaklus, tas ir, realas esamibas klatbutni un iespai-
du noteiktas izpausmés, pieméram, totalitaras varas uz iznicinasanu vérstie
mehanismi, sabiedribas mietpilsoniskums, liekuliba, konformisms utt.
Apstakli veido vidi un nosaka situacijas, kuras it ka tiek parbaudita cilvéka
izturibas un cilvéciguma amplittda, vina spéju un iespéju potencials un robezas.

Par individa un apstaklu saduri G. Janovskis vésta, veidojot emocio-
nali spriegu stastijumu par kara norisém, laiku, kad, skolotaja Kaldes
vardiem runajot, speka stajas “atriebibas evangelijs”. Karlim Meisteram
darba Pec pastardienas piedzivotas varmacibas un bezjédziga slepka-
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vosana liedz ticét, ka cilvéks varétu but radits péc Dieva vaiga un lidzibas,
jo dveseli vinam devis vienigi velns. Katolu priesteris romana Pie Tornas
atzist: Visu savu muzu esmu kalpojis Kristum — Tavam delam — un Vina
milestibas macibai. Péec visa, ko esmu redzéjis, mani ir palicis tikai naids’.

Tomeér G. Janovska cilvéks nav naida apologéts. Spécigaks par atmak-
sas, atriebes vélmi ir dzives apliecinajums un cilvéka humanas puses uz-
svérums: [..] es esmu lepns nest cilveka vardu, es esmu izmeklets nest
Dieva lidzibu sava seja un Kristus sludinato taisnibu sava dvésele". Sai
gadijuma ir runa ne tik daudz par ticibu Dievam ta konfesionalaja izprat-
né, cik apstiprinajums laba dominantei cilveka, balstoties uz visparcil-
vécisko vertibu akceptéjumu. Rakstnieka tvéruma pieredzétas Sausmas
un ierastas pasaules bojaejas apjausma nedod cilvékam tiesibas nocietinat
savu sirdi un sét iznicibu naida un atriebes karé. Augstaka personibas
esmes forma izpauzas ienaida parvarésana.

Lai gan G. Janovska prozas cilveka pasaules skatijuma religijas di-
mensija nav minama butiskako kategoriju vida, tomér ir gadijumi, kad
cilveks pusneapzinati vélas saskari ar parlaicigo. Tas ir kads sevisks psi-
hisks stavoklis, kas liek meklét iracionala tuvumu. Cel$ uz dievnamu tiek
rasts saasinatas emocionalitates brizos, ko raksturo iekséja nestabilitate,
izjutu haotiskums, bailes vai satraukums.

Pieméram, Marcis Umurs Enu menueta atver dievnama durvis, lai
dazus mirklus pabutu viens, noskirts no dzives rituma ar savam satrauk-
tajam domam. Ir tikai sakrala telpa, sveCu gaisma un érgelu brazmaina
muzika:

Umurs sedeja un klausijas. Arivina pasa salkoja domu un izjitu brazmas.

Varena mizika to rava lidzi ka nevaldami palu ideni. Vins gaidija kadu

atbildi, kadu izlidzindjumu sai lielajai trauksmei. Varbit noplaks skanpu

vilni, apklusis nemiers un ka saule ramaja vizma iezaigosies koralis,
varens un plass, un atnesis skaidribu un apgarotu mieru''.

Dievnama tiek mekléts dvéseles miers, saskana ar sevi un mazigo. Ta ir
vienatniba sakrala klatesamibas apjauta, kas ieksgji attira un sakarto.

Diemzél baznicas apmekléjums nerada gaidito harmoniju, bet, gluzi
otradi, raisa dzilu vilsanos:

Piepesi iecikstejas un nejauki skali noribéja durvis. Umurs paveras atpa-
kal. Bija ienakusi cetri amerikanu turisti ar saviem fotoaparatiem. Vinus
varéja viegli pazit pec to kustibam, apzinati pavirsajiem celotaju terpiem
un vienaldzigajam sejam. Tas bija jaunekligas, nobarojusas, augstpra-
tigas. [..] Liganiem soliem tie staigaja pa baznicu ka pa savu ipasumu
un, zibsnidami fotoaparatus, uznéma altari un kanceli'?.
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G. Janovskis runa par to, ka religija pakapeniski klust par preci, ko
piedava par atbilstosu samaksu. Tiek pausts, ka baznicai raksturiga ten-
dence komercializéties un komercializét ari kristigo milestibu un labda-
ribu. Sakralais tiek noniveléts, pat degradéts, svetuma simboli vulgarizeti.
Tlustracijai vél dazi pieméri: stasta Svesuma tiek runats par to, ka draudzes
namam nepiecieSama nauda, bet tik svéta vieta neklajoties Zupot un spélét
uz naudu (domati spélu automati), tapéc draudzes nams formali piederésot
Trimdas sabiedriskai kopai, tatad laicigai institucijai; Dziesma meZam
sabiedribas farizejiskums tiek atklats ar kongresa locekla starpniecibu,
kurs apgalvo, ka iet baznica katru svétdienu, bet izradas, ka tikai tapéc,
lai velétajiem par vinu rastos labs iespaids'. Balsis aiz tumsas Janeks
bilst, ka baznica jaiededzina svece par sevi un délu, bet sadzas, ka svétie
tévi par tam plesot gluzi bezkaunigu naudu'®. Romana Helmi pie diev-
nama puiseli spélé bumbu - par vartiem viniem kalpo vecs ozola stumbrs
un Krusta sista téls u.tml.

G. Janovska prozas cilvékam but nozimé dzivot garigi — ne tikai ju-
tekliski, apmierinot savas dzivei nepiecieSsamas fiziologiskas vajadzibas,
nodrosinot sev materialo komfortu, bet ari saskana, tacu ne tik liela mera
ar Dievu, ka ar pasa definétam un vienlaikus universalam vertibam, prin-
cipiem, akceptéjot pagatnes klatesmi un apjausot nakotnes perspektivu,
ticot dzivinosai un glabjosai milestibai.
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Sintija Buhanovska

MISTISKAIS OTRA PASAULES KARA NOTIKUMU
INTERPRETACIJAS: IESKATS MEMUARLITERATURA

Summary

The Mystical in the Interpretations of World War II Events:
an Insight into Memoirs

The aim of the present article is to disclose mystical experiences related to
World War II events as revealed by different social groups - soldiers, deportees,
farmers — in their memoirs. The article is based on the assumption that mystical
experiences can be manifested in various forms depending on the author’s world-
outlook, belief and other aspects; moreover, the mystical itself is a polysemantic
phenomenon. As such, it can be conveyed by the images of destiny, miracle, fate;
however, a thorough analysis of contemporary memoirs unveils the fact that the
mystical may be defined as individual or collective silence. The article particularly
looks at the mystical in miraculous escape stories, idealization of the dead as
well as activities that facilitate coping with painful past memories and emotions.

Laika, kad patiba funkcione ka pateérina prece', vérojama tematiska
un maksliniecisko izteiksmes lidzeklu zina daudzveidiga autobiografisko
darbu popularitate gan Latvija, gan citviet pasaulé. Starp $adiem darbiem
nozimigu vietu ienem véstijumi (memudri, atminu stasti, dienasgramatas,
gimenes hronikas u.c.) par pardzivoto Otra pasaules kara laika, turklat
pédéjos gados noverojams, ka kara laika notikumus un to sekas doku-
menté, interpreté un publicé ne tikai $o notikumu aculiecinieki, bet ari
vinu bérni, t.i., otra paaudze (pieméram, Sandra Kalniete, Anete Kobaka
(Annette Kobak)). Raksta Mistiskais Otra pasaules kara notikumu inter-
pretdacijas: ieskats memuarliteratira mérkis ir definét, kas ir mistiski noti-
kumi, pardzivojumi un pieredze un ka tie subjektivi atspoguloti pédéjos
gados publicétajos memuaros par 1939.-1945. gada notikumiem.

Raksta minéto teorétisko atzinu ilustrésanai izmantoti Latvija un
arzemeés publicéti darbi, kas ierindojami memuarliterataras klasta, proti,
Ineses Veides atminu stasts Skaudrajos laikmetu grieZos. Skats uz miisu
zemi caur cilveku likteniem (2006), latvietes Mirdzas Vaselnieks Labrencis
dzivesstasts, ko gramata The Rings of My Tree: A Latvian Woman’s
Journey (2004) pierakstijusi amerikaniete DZeina Kaningema (Jane
Cunningham), Daina Grinvalda darbs Ka es redzeju tas lietas. Mana
teva Jana Grinvalda dienasgramata. 1940-1945 (2002), Vernera Liguta
atminu pieraksts Virsotnes eéna. Latviesu virsnieka stasts (2003).
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Mistiskais ir vairaku zinatpu intereses loka, jo memuarliteratara
minéto mistisko notikumu analizé bez literaturzinatnieku atzinam tiek
izmantoti ari psihologu, teologu, sociologu un citu zinatnu parstavju
teorétiskie atzinumi, tapéc $is uzskatams par starpdisciplinaru pétijjumu.
Svesvardu vardnica mistiskais tiek skaidrots ka noslepumains, miklains,
neizskaidrojams, ar pratu neaptverams?, bet pasi darbu autori, izklastot
notikumus, kurus dévé par mistiskiem, min vardus brinums, liktenis, ne-
jausiba, ka ari dazkart atzist, ka $adas pieredzes raksturosanai nav atbil-
stoSu vardu. Literatarzinatnieks Deivids Eberbahs (David Aberbach), ana-
lizéjot narativus, kas vésta par mistiskiem notikumiem, secinajis, ka tie
atskiras dazadas religijas un kulttras un var izpausties ka slimibas vai
dziedinasanas zimes, bezspéciba vai maka pielagoties mainigiem apstak-
liem, iltzijas vai skaidraka realitates apzinasanas, garigo speku izsikums
vai radosas darbibas uzplaukums?, tadéjadi uzsverot, ka mistiskajam ir
daudzveidigas izpausmes, kas izprotamas tikai attiecigaja notikumu kon-
teksta. Lidzigi secinajis Marks Frimens (Mark Freeman), apgalvojot, ka
transcendences formas ir atkarigas no misu specifiskas dzives telpas,
misu unikalajiem esibas veidiem*. Tas izskaidro faktu, kapéc pat vienas
socialas grupas un dzimuma individi var sniegt atSkirigu personisko
vértéjumu par lidzigi pieredzétiem notikumiem.

Memuaros par Otro pasaules karu un ta sekam galvenokart dominé
véstijumi par tragiskiem notikumiem, kas ietekméjusi autoru turpmako
dzivi. Plasaka konteksta, saistot vienas socialas grupas parstavija stastu
ar lidzigiem $is grupas parstavju stastiem, ka ari apkopojot dazadu grupu
pieredzéta izklastus, tie vértéjami ka traumatiski un tragiski visai nacijai.
Pieredzéta dokumentésana, tas ir, dzivesstasta izklastiSana vienota un
logiska narativa, darbu autoriem rada iespé&ju vardos izteikt un formulét
pagatné notiku$us notikumus, ricibu, tas sekas, atsaukt atmina ta laika
sajutas, kas biezi vien saglabajusas tikpat spilgtas ka notikuma bridi,
tadéjadi var apgalvot, ka rakstiSana ir ne tikai radoss process, bet ari
nozimigs virzitajspeks, lai individs sakartotu un veidotu jégpilnu dzivi.
Literatarzinatniece Li Gilmora (Leigh Gilmore), analizé&jot autobiografis-
kus darbus, kuru centra ir dazadi traumatiski pardzivojumi, norada, ka
valoda ir butisks, tacu ne vienigais instruments, kas lasitajam sniedz infor-
maciju par darba autora dzivi, jo vienlidz svariga ir zemapzinas valoda’.
Tikai caur t.s. zemapzinas valodu - retrospekcijam, murgiem, emocionalu
notikumu atkal/pardzivosanu — iespéjams nonakt pie strukturéta narativa.
Vienotu véstijumu palidz veidot ari atsevisku simbolisku jédzienu izman-
toSana, un latviesu autoru darbos tadi ir liktenis un brinums. Antropologe
Vieda Skultane norada, ka atsauksanas uz likteni vai neizskaidrojamu
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notikumu - tatad mistisku! — liecina par to, ka autori rezumé ieprieks-
minéto véstijumu vai ari attieciga notikuma izskaidrosanai viniem gruti
atrast vardus® — formuléjamu, logisku, racionalu, skaidri definéjamu pama-
tojumu. Brinums un liktenis ir memuaros biezi izmantoti, daudznozimigi
vardi, to pielietojums atkarigs no pieredzétas situacijas, tacu visbiezak
lasamas tadas frazes ka Vai es esmu liktena pamests (..)¢” vai Mani sagraba
bezceriga pamestibas sajuta®, kas norada uz autora nedrosibu, apjukumu,
nespéju pienemt lémumus, ka ari ietekmét notikumu gaitu. Klusums,
nevarésana aprakstit notikuso, verbals sastingums raksturigs un minéts
daudzu autoru darbos un attiecas gan uz individuali, gan kolektivi pardzi-
votiem notikumiem, tapéc latvieSu un arzemju memuarliteratira nereti
lasami Ineses Veides domai lidzigi izteikumi:

Starp mums pastaveja tads ka nerakstits likums, kurs palika spéeka piec-
desmit gadus,— nekad, nekur, ne ar puspléstu vardu nepieminet miisu
agrako dzivi. Nebija nekadas norunas, ne vienosanas. Instinkts lika
mums kluset. Ta bija ne tikai misu gimene vien. Cilveki kluséja, it ka
pieplaka pie zemes, lai vipus neskartu represijas. Liedza runat ari sape,
un bijusais vairs nekad netika skarts. It ka dzives filmai $i dala bitu
izgriezta, lai ari sirdi ta vienmeér palika dziva’.

Par traumatisku, tragisku notikumu, kas ietekméjis un mainijis individa
dzivi, netiek publiski (biezi vien ari g§imenes loceklu starpa) runats, tadél
fraze tas jau mans liktenis memuarliteratura kalpo ka punkts, pieturzime,
aiz kuras neseko paskaidrojums.

Aplakotajos memuaros izdalami vairaki véstijumi, kas dévéjami par
mistiskiem §i jédziena plasikaja nozimé, turklat vérojams, ka autori
mégina tos gan racionali skaidrot vai pamatot, gan minét ka faktu, bet
nespéj vai nevélas sniegt savu interpretaciju. Mistiskus notikumus min
abu dzimumu un dazadu socialo grupu parstavji neatkarigi no tautibas,
dzivesvietas, pieredzéta, un tas liek secinat, ka ekstremalos apstaklos un
emocionala zina nestabilas situacijas, par kadam neapsaubami uzskatamas
deportacijas, dzive izstutijuma vai emigracija, ikdiena piedzivota lidzcil-
veku nave, bads, nezina par tuvinieku likteni un savu nakotni, ikviens
individs tic arpus racionala un izskaidrojama pastavo$am zimém. Sabra-
kot lidzsingjai, akceptétajai vértibu sistémai, redzot visaptveroSu netaisni-
bu un cilvéku bezspécibu ietekmét notikumu virzibu, individs klast pade-
vigs, zaudeé cinassparu un lielakoties paklaujas vairakuma vai augstaksta-
vosu instanc¢u léemumiem. Nolemtiba, izmisums un bezpalidziba minéta
ne tikai Grinvalda, Veides, Kaningemas un Liguta darbos, bet daudzu
Otra pasaules kara aculiecinieku pierakstos, tacu ikreiz, kad Skietami
bezceriga situacija notikumi atrisinas pretéji sagaidamajam rezultatam,
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$ads notikumu pavérsiens tiek attiecinats uz sargengela, liktena, kadas
citas augstakas varas vai neizskaidrojama spéka klatbutni vai labvelibu.
Tadgjadi autori atzist, ka notikusais nav vinu apzinata izvele vai darbibas
sekas.

Raksta turpindjuma tiek pievérsts atseviskiem véstijumiem, kas ilustré
iepriek$minétos apgalvojumus, izdalot $adus tematiskus lokus: 1) aprak-
stus par brinumainiem izglabsanas gadijumiem, kas tiek saistiti ar liktena
labvelibu vai sargengela klatbutni; 2) véstijumus par kaut ka gaidam,
resp., nedefinéjamam prieks$nojautam un garigu sasprindzinajumu; 3) dar-
bibas, kas raksturojamas ka mistiskas vai ritualiem piemitosas, lai atgtitu
garigu lidzsvaru vai pasiedvesmu.

Memuaros domingjosajiem véstijumiem par liktena labvélibu un
sargengela vai cita speka klatbutni ir vairaki iesp&jamie skaidrojumi.
Pirmkart, esot uz but/nebut/dzive/nave robezas, individs neredz iespé&ju
lemt un veidot savu dzivi péc pasa vélésanas, jo butiskakos dzives jauta-
jumus (par darbu, dzivesvietu u.tml.) izlemj valdo$as varas parstavji. Otr-
kart, traumatisku notikumu aculiecinieki lielu véribu pieskir racionali
neizskaidrojamiem notikumiem, kas izmainijusi vinu turpmako dzivi.
Memuaru autori nereti min pédéjo kugi vai vilcienu, ar kuru autors devies
prom uz kadu dro$aku vietu. Sadi stasti un zimes tiek izcelti, vienmér
paturéti atmina un glorificéti, jo tie mainijusi vai ietekmejusi individa
turpmako dzivi.

Verners Liguts darba Virsotnes éna vairakkart atsaucas uz liktena
labvélibu, bet ka ipasi nozimigas vina stasta minamas divas epizodes:
viena no tam vin$ pédeja bridi atlec nost no raktuves, kura notiek spra-
dziens, bet otrreiz generators sadraga cilveku, kas stav pie releju skapja —
ta pasa, pie kura médzis gulét Liguts, jo te vareja izstiepties visa garuma'.
Mirdzas Vaselnieks Labrencis véstijuma ari atziméjami divi spilgti atga-
dijumi: vispirms ar pédéjo kursgjoso vilcienu vina noklast Liepaja, lai
talak ar kugi dotos uz Vaciju, bet péc tam, uzlidojumu laika, jaunaja mitnes
zeme ieiet nevis D patvertné, kur péc pienemtajiem noteikumiem jauzturas
arvalstu bégliem, bet gan A patvertné, kas paredzeta vaciesiem. Uzli-
dojuma laika D patvertne tiek sagrauta, bet péc notikusa Mirdza saka:

Es nespéju atbildet uz jautajumu, kapeéc es biju dziva, bet citi emigranti

né. Visu savu miigu es sekoju kada cita vadibai un reti nepaklausiju.

Sodien es rikojos tiesi tapat'!.

Tacu iespéjami ari citi stasti, proti, raksta sakuma izvirzito domu, ka
ne vienmer lidzigi notikumi tiek interpretéti identiski, ilustré Ineses Veides
vardi: Es raudu, jo negribu braukt prom no Latvijas, un likteniga karta
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kugis nemaz nepienak'. Minétaja laikposma abas jaunas sievietes ir
aptuveni viena vecuma, ir izglitotas, taCu ar vardu liktenis tiek raksturotas
dazadas pieredzes — ja Mirdza, dziedot Dievs, sveti Latviju, ar smagu
sirdi pamet dzimteni, tad Inese Veide ir pateiciga liktenim par iespéju
palikt Latvija.

Lai pardzivotu traumatiskos notikumus, autori galvenokart pievér-
susies Dievam, ari pasiedvesmai, prata spelém (Saham, dambretei), rado-
§am nodarbibam - ziméS$anai un rakstiSanai, tacu nereti tieck minétas
mistiskas vai ritualiem pielidzinamas darbibas. Interesanta epizode no
cinas ar dusmam atstastita Labrencis darba:

Es nodomaju: ja es pa pastu varétu nosutit dusmas par itin visu, ko
man un manai tautai ir nodarijusi komunisti, es justos labak. Ta es ari
izdariju®.
Vina detalizéti izklasta, ka dusmam pieskirusi formu un iepakojusi, ka
tas nosiutijusi — palaidusi cela sarkanbaltsarkana karoga uz Maskavu. Jo
interesantaku $o véstijumu veido paraléla darbiba, proti, vél nepieredzéts
pérkona negaiss. Mirdza uzsver, ka dusmu nosutisana un pérkona negaiss
radijusi ipasu katarsi.

Analizéjot autobiografiskus darbus, ka viens no pretrunigakajiem
jautajumiem tiek minétas attiecibas starp faktiem un fikciju, patiesiem
notikumiem un autora fantaziju, radoso izdomu. Lasot Labrencis dzives-
stastu, nav iespéjams parliecinaties, cik daudz no stastita ir patiesibas,
cik iztéles, vai dabas spéki netiek izmantoti ka spilgts makslinieciskas
izteiksmes lidzeklis, kas tekstam pieskir ipasu poétisko noskanu un saista
lasitaju uzmanibu, tomér emocionali zimigaja fragmenta Labrencis runa
ne tikai par garigu, bet ari fizisku kermena attirisanos, atbrivosanos no
pagatnes, kas gan nav mainama.

Memuaros par Otra pasaules kara notikumiem un to sekam raksturiga
tévzemes idealizésana, un nereti ipasi mili vardi tiek veltiti gimenes lo-
cekliem vai nejausi sastaptiem labiem laudim, tacu Daina Grinvalda (ari
Vernera Liguta) darba véstits par mirusa cilvéka idealizé$anu. D. Grin-
valda darba tas ir Jana Grinvalda pirmais déls Janis, turklat bérna nave
[..] tiek uzskatita par vienu no smagakajam zaudejumu formam' (Janitis
tragiski miris no aizlaistas pneimonijas). Pétot sérosanu un smagus zaudeé-
jumus, D. Eberbahs, L. Gilmora, Dzeina Tugendhata (Jane Tugendhat)
uzskata, ka ilazijas, halucinacijas un sapni par atkalredzésanos ar miruso
ir sérosanas laiku pavadosi, bet parejosi fenomeni, turklat parasti sérotajs
tos apzinas ka iztéles auglus. Lasot J. Grinvalda dienasgramatas ierakstus,
iesp&jams apgalvot, ka autors ne tikai sapnojis par miruso délu, bet fiziski
izjutis vina klatbutni ari nomoda. Grinvalds raksta:
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4. jalijs. Sapnoju. Es zinoju radiniekiem par déla navi. Smagi. Tad piepesi
redzu, ka mans déls stav. Saucu, vins smaida un nak pie manis. Jo tuvak,
jo bédigaks vins izskatas. 11-12 gadus vecs, bals. Aicinu sésties. Nevarot.
Mugurkauls slims. Nemu rokas, glastu, Sausmas, cik vins slimigs, sicins.
Pat drusku svesa sejina. Bet mans délins dzivs. Slikti gerbies, kaili, mitri
gurni. Mili pieklaujas man, stasta, cik vinam Sausmigi. Bijis slimnica,
troksni, salis. Noticis parpratums — par mirusu nosaukts [oti slimais. ..
Domaju sapni, kaut tas nebitu tikai sapnis. Es glastu, rundju ar vinu,—
tas nevar biit sapnis. Viss dabigs apkart, koki, Latvijas ainavas, izjitu
gaisu un gaismu. Parbaudu sajitas, iespaidus, viss dabigs, normals. Ir
tik nopietni, svarigi un saldi®.

Jana Grinvalda pierakstos t.s. zemapzinas valodai — murgiem un
emocionaliem pardzivojumiem — ir batiska loma, jo lidzigas epizodes
atkartojas biezi, turklat nereti skaudro atminu ierosinataja ir apkartéja
ainava — abeles, ozoli, lauku sétas vai citi Latvijai raksturigi simboli.

Cel$ uz pagatni ir ne tikai cel$ uz ieprieksgjo jégpilno dzivi ar ierasto
laika ritéjumu un tévzemi; tas ir ari cel$§ uz zaudéto es. Vieda Skultane
atzimé, ka cilvéki kaunas par savu jauno identitati, kas vinus izcel. Ta
rodas no kopigo idealu zaudesanas un nespéjas piepildit véelmes'e. Ta-
déjadi tiek izmantota ikviena iespéja, kas lauj pietuvoties individa vélmém,
vértiborientacijai, idealiem, parraut eso$o bezspécibu, bezierunu paklavibu
un nolemtibas sajutu, tomér latvieSu autoru memuaros reti minéti
gadijumi, kad individs apzinati pretojies valdosajai varai. Nespéjot izskaid-
rot un definét notikuso, tas iegist mistiska atgadijuma statusu, kas sada
interpretacija tiek saglabats turpmakajos stastos un atminas. Kopigi mis-
tiski notikumi, to lidziga vai pat identiska atspogulosana lauj izdarit
secinajumu, ka $adi véstijumi klast par tautas/tautu kolektivo narativo
identitati un atseviskos gadijumos var iegtt jauna mita statusu. Minéto
apgalvojumu ilustré 1940. gada junija notikumu atainoSana Liguta un
Veides darbos: Visur bija tada savada noskana'” un Valdija smaga no-
maktiba. Visam pari klajas it ka tumsa ena's.

Otrkart, par mistiskiem dévéti notikumi rada teksta uzbuves zina
augstveértigaku veéstijumu, veidojot to vienlaicigi dramatisku un poétisku.
Emocionala zina spilgti stasti ir nozimigi gan autoram, kurs savu pardzivo-
jumu ir dokumentgjis, jo liecina par spéju stastit par pieredzéto un aplukot
notikuso citu notikumu konteksta, gan lasitajam, jo autobiografiskos darbos
klausitajs ir ne mazak batisks ka runatajs®, jo tikai uzmanigs klausitajs
runatajam atdos stastu bez vardarbibas®. Tomér emocionali véstijumi,
tostarp arl tie, kas ataino mistiskus notikumus, brinumainas izglabsanas
un nejausas, bet liktenigas tik$anas, prieksplana izvirza jau pieminéto
jautajumu par faktiem un autora iztéli, kas aplikojami atseviska pétijjuma.
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Valentins Lukasevics
ANTONS SMULANS: DZIVE UN TEKSTS

Summary
Antons Smulans: Life and Text

The present article regards the coherences between the person’s biography
and its depiction and interpretation in fiction, publicistics, and popular science
literature as well as folk tradition. The author of the article provides information
on his own experience of learning about A. Smulans’ works and texts referring
to him. The diverse types of information sources and forms of explication both
complement and disturb each other. The aim of the article is not to reveal the
authenticity of facts on A. Smulans’ life or provide their assessment in axiological
categories but to bring out the contemporary mythmaking mechanisms, show
the way of functioning of the notions like charisma, popularity, life-story.

.
%

Kad macijos Ozolaines astongadigaja skola, més ar klasi bijam aiz-
braukusi ekskursija uz Kaunu. Saja pilséta apskatijam ari Velnu muzeju.
Acigakie no mums pamanija interesantus mala kinkeézinus, savukart gide
pastastija, ka mis intereséjosas sikplastikas autors ir Antons Smulans
(Ontons Smulans, 1927-1972) — keramikis no Latgales. Ta es pirmo
reizi izdzirdéju $o uzvardu — tik skanigu un Latgalei organisku.

Jau macoties augstskola, nejausi sanaca izlasit Vizmas BelSevicas
dzejoli Latgales acis, kura pieminéts Antons Smulans. Dzejoli Latgales
ezeri metaforizgjas par cilvéka acim, ieskanas ari citi motivi, savukart
viena neparasta atkape trisstrofu dzejola centra vésta tiesi par Antonu
Smulanu.

Japiebilst, ka $is dzejolis ir viens no zimigakajiem Vizmas Belsevicas
dailrade. Dzejolis uzrakstits 1973. gada, vairakkart parpublicéts, ietverts
ari izlaseé levziedu aukstums, no kuras ari te citéts.

Vizmas BelSevicas dzejolis Latgales acis:

Ja tavi ezeri ir tavas acis, Latgale,
Tad ko tu redzi?

Vilpu trisas nonirb

Ka domas éna.

Skropstu zalie doni

Vien isu plivu veja piemiedzas.

Ne bridi nenovers tu savus ezerus
No augstuma, kas bula saule zvero
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Vai zvaigénu lenos lokus met.
Tu vero,

Ka augstai bui?

Ka uzkapt ziluma?

Ja tavi ezeri ir tava teiksma, Latgale,

Ta seno atminu un jausmu zila pekle,

Kur meistars Smulans gaja velnus meklet,
Lidzi velni vipu dzelmé parava,

Tad cik vel pasaku un zilu brinumu

Tu saule celsi?

Skaistums — tava slape.

Tu dziesmas veldzejies un savu malu vapes,
Bet slapst un slapst un nespej atdzerties.

Ja tavi ezeri — tie zilie ziegeli

Par sleptu speku — bérza seklu siku.
Kur visa liela koka nemitigums

Un varenums ka ciesa spirale

Pirms straujos lokos augsup trauciena
Un saknu plasa dzilup izversiena.

Redz tavi ezeri, ka aizgrimst vakardiena
Jau nakotne.

Vel visa — nakotné'.

Tad Jana Petera piektaja dzejolu krajuma Prieksnojautas izlasiju vienu
gana divainu dzejoli — Nakts brauciens Latgale:

Vejs saplésa brandvina glazi.
Vejs sauca pec maizes un sals.
Bet zveroja ogles krasni,

un mocijas krasni mals.

Un Daugava nebeidza tecet,
un kupols bij debesis zils.
Kads iededza svetbilde sveci,
un atklajas Daugavpils.

Ka Daugava cilajas airi!

Ka maldijas malduguntins!
Tur zibéja meitenes kairas,
bet birztala stavéja Vins.
Vins aizgaja guntinas lasit,
jo Vins bija Smulana gars.
Vins gaja péc Jersikas prasit,
bet pusu to pargrieza stars.
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Un tads Vins mums paliek — uz pusem:
kroga — satans, bet svecturi — dievs!
Vins tagad var mierigi duset

zem gladiolzobeniem.

Ar gladiolzobeniem ziliem

mes cértam, lai naktij tas sap.

Lai dumaka celas no siliem
un Latgales debesis kapj.

Tur Latgales debesis augstas,
kliedz dzérves. Te, kiiti, bléj jers:
es stiepju par ezeru plaukstas
un topu viens Latgales bérzs.

Un tagad man tik daudz uz méles,
un tagad man tik daudz uz sirds.
Ka nevaru nenoveélét

jums zvaigzni, kas neganti mirdz.

Jums zvaigznes. Man — zeme. Un kopa
kads izSautas bultas sauc.

Un ozola, kupla un doba,

dun bites. Bet bisu nav daudz’.

Lidz galam nepateiktiba un iracionalitate véjoja no Siem dzejoliem,
majieni bija domati zino$ajiem, skita, ka acu prieksa ir kaut kads kultar-
noslépums. Sarunas ar Latgales kultairas darbiniekiem 20. gs. 90. gadu
sakuma §is sajutas tikai pastiprinaja, jo bija gan izvairiSanas runat par $o
tematu, gan aizdomigums, gan pretrunigas versijas un faktologija par it
ka vieniem un tiem pasiem notikumiem.

Tikai 21. gs. pasa sakuma man izdevas iepazities ar aculiecinieku
publicétiem stastijumiem par Antona Smulana dzivi, dailradi, bet jo ipasi
vina navi.

Jana Pujata 1985. gada uzrakstitaja un tikai 2002. gada izdotaja
gramata Latgales keramika par Antonu Smulanu ir rakstits daudz — sakot
ar 45. lappusi un beidzot ar 58. lappusi. Citésu tematam svarigako infor-
maciju:

Ludzas poddaru centra radoso sasniegumu augstaka virsotne, slavas

karogs un reizé ari tragiskais noslégums ta stihiskas attistibas posmam

ir Antons Smulans (1 927-1972). Popularitates zina vins var meroties

pat ar Andreju Paulanu. Smulana talants iekvélojas un uzliesmo spéji,

tacu tikpat atri, meteoritam lidzigi, tas ari ienirst nebitiba, péc tam,

kad metis Zilbinosu gaismu Latgales keramikas kultiras padebesos. Bi-
dams dziesmu, teiksmu un pasaku teicéjs mala, ari pats vins ir paraudzis
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par poezijas apmirdzétu teiksmu. Par vina dzivi un radito télu pasauli
dzejnieki skandé varsmas un stasta kinokadri. Vitauta Liadena un Arnol-
da Burova filma “Ragainais velns” (1971) galvenais varonis un galvenais
aktieris ir pats meistars. Vinam dzejolus veltijusi Arija Elksne, Antons
Kuikojs, Olga Lisovska, Viktors Livzemnieks, Boriss Kunajevs, Ausma
Pormale, Evgenijs Ruskans, Jeronims Stulpans, Andris Vejans®.

Sai pasa gramata ir konkretizéti minéto autoru dzejoli, kuri ir veltiti
Antonam Smulanam — Arijai Elksnei tas ir dzejolis Velnu meistaram Smu-
lanam, kurs publicets 1963. gada iznakusaja vinas dzejolu krajuma Uz
tavu veselibu, zeme!, Antonam Kuakojam tas ir dzejolis Uguns pieligsana,
kurs publicets 1979. gada iznakusaja vina dzejolu krajuma Mala vezums,
Olgai Lisovskai tas ir dzejolis Velni, kurs publicéts 1983. gada iznakusaja
vinas dzejolu krajuma Sarkana debesmala, Viktoram Livzemniekam tas
ir dzejolis Nav miera. Malu meistara Smulana pieminai, kur$ publicéts
1982. gada iznakusaja vina dzejolu krajuma Aiz dangam darzs, Ausmai
Pormalei tas ir dzejolis Cetrdesmit piecos gados mirt. Antonam Smulanam,
kurs publicéts 1973. gada iznakusaja vinas dzejolu krajuma Zem kokiem
klausities, Evgenijam Ruskanam tas ir dzejojums Velnu podars, kurs
iznaca Riga 1975. gada, Jeronimam Stulpanam tas ir dzejolis Antonam
Smulanam, kurs pulicéts 1981. gada iznakusaja vina dzejolu krajuma
Mana plava, Andrim Véjanam tas ir télojums Ekvators cela vidu. Divas
sastapsands ar Antona Smulana velniem, kur$ publicéts 1981. gada
iznakusaja vina gramata Ekvators cela vidi.

Nedomaju, ka Janis Pujats nebija pazistams ar $i raksta sakuma
pieminétajiem Vizmas BelSevicas un Jana Petera dzejoliem. Jana Pujata
atlasitie Antonam Smulanam veltitie teksti ir komplimentara, glorificjosa
rakstura, bet Sie divi no $is rindas izkrit, taja neiederas.

Par Antona Smulana tragisko navi Janis Pujats raksta:

Tacu visam iecerem parvelk svitru peksna nelaime. Atrazdamies Ludzas
centra 1972. gada 15. septembri, vins redz ugunsgréku tuvuma esosaja
muzeja teritorija. Steigsus skrien dzést. Lai tiktu atrak, brien pari upitei,
kas savieno Mazo Ludzas ezeru ar Lielo. Tumsaja rudens vakara vieniga
acs steiga ne visai skaidri rada slideno upes dibenu. Slid slima kaja -
kritiens deni, un meistars aiziet 45 gadu vecuma, pasa speku brieduma.
Tikai aptuveni apjausts, biitiba nesaprasts un nenovértets*.

Antons Kukojs savas atminas raksta sadi:

Vienreizeja bija ari velnu meistara aiziesana miziba 45 gadu vecuma.
Pat mistika, isti neizprotama. Dzivé man iegadijas ta, ka es, Janis Unda,
Osvalds Zvejsalnieks, Zurnalists Antons Rancans, Ludza pazistams kul-
turas darbinieks Péteris Zipko (nu ari muziba) bijam kopa ar Antonu
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Smulanu pavisam isi pirms vina naves. Taja diend tika atklata Ludzas
un Rézeknes makslinieku darbu izstade, kurd tika eksponéta ari A. Smu-
lana sikplastika. Péc izstades neoficialaja dala, kur tika pacelta ari daZa
glazite, Antons bija tads neierasti nemierigs. Te vips klastija keramikas
cepla murésanas ipatnibas, te atkal par savam tuvakajam iecerém. —
Puisi, nakoso sestdien drosi brauciet pie manis! Sabrivésu alu, kurinasu
cepli, busiet visi gaiditi,— vins teica. Péc laicina jau posds uz savu
Kucovku. lesot kajam. Ne jau pirmo reizi. Cik ta cela: 5-6 kilometri.
Kad Smulans bija prom, Antons Rancans, izgdjis ard, atgriezds vairdak
neka satraukts: — Muzejs deg!

Izskrienam — tiesam! Ugunsgréks muzeja puse! Tacu, ka vélak izradijas,
ne muzeja teritorija, bet pari ielai: lidzas divstavu ekai dega Skunisi.
Mes aizgajam lidz tiltam. Cits pat iesaistijas dzesana. Un neviens, kas
tur ar spainiem no ezera Sauruma nesa ideni dzesanai, nepamanija, ka
turpat, krasta, aizrijies ar iideni, iet boja cilveks. Kas tagad var pateikt,
kapéc Smulans, ieraudzijis ugunsgréeku, bija devies uz to pusi pa taisno,
pari ezeru Saurumam. Drosi vien slicis, sarijies ideni, drosi vien kads
no dzesejiem vinam palidzéjis izkliut krasta... Un, kad uguns liesmas
bija garam, rita atrasts miris. Morga vinu ievietoja ka neatpazitu, un
tikai, kad tévs Jazeps Smulans (ari podnieks) saka uztraukties, kur
pazudis déls...’

Pirms paris gadiem man gadijas dzirdét vienas Ludza dzivojosas
pensionétas skolotajas (veléjas palikt anonima) stastijumu, ka 20. gs.
70. gados Ludza un tas apkaime bija popularas legendas, kuru galvenais
personazs — Antons Smulans.

Vienu $adu legendu vina man ari izstastija.

Japiebilst divas lietas. Pirmkart, $i legenda, pats par sevi saprotams,
nevésta par patiesiem, Antona Smulana dzivé reali notikusiem notiku-
miem. Otrkart, jau Atmodas sakuma sis legendas saka izzust no cilveku
atminas (jaunrades?), Sobrid tas atceras tikai retais.

Luk, kada ir bijusi popularaka legenda.

Piedzimst puika, iemacas no téva amatu, taisa podus un svecturus.
Tacu ne lielas naudas, ne ari lielas slavas nav. Kadu dienu podnieks séz
majas viens pats, pipé. Te atveras durvis, un pa tam ienak velns. Podnieks
grib mukt projam, bet kajas ir ka svina pielietas. Velns apsézas pie galda,
sak miligi runat, apjautajas par kaiminiem, Sigada razu. Kad ir izrunatas
daudzas lietas, saka, ka nav godigi, ka tik prasmigs un talantigs maksli-
nieks dzivo tik pieticigi, ka par vinu un vina darbiem zina tik maz cilveku.
Velns ir gatavs novérst $o netaisnibu. Podnieks jauta, ko velns grib preti,
un sanem atbildi, ka vina uzdevums bus izveidot veselu miljonu velnu
skulptarinu.
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Saja vieta velns piemin, ka §is figiirinas ir tikai rotallietas. Patiesiba
gan izradas, ka péc viena varianta §is figiirinas ir velna nomaskéta armija,
péc otra varianta — cilvéki, kurus vins uz laiku atlaidis no elles.

Lai ari ka tur ir, podnieks piekrit velna piedavatajam darijumam.
Nopirkt no vina figarinas brauc cilvéki no talam zemém, par vinu raksta
avizes, vinu apbrino sievietes un apskauz viriesi.

Tacu darijuma ar velnu bija punkts, ka tad, kad $is miljons figarinu
tiks uztaisits, velns vinu paraus pie sevis.

Cita varianta atkal minéts, ka podnieks no $is iegitas naudas
nedrikstéja ziedot baznicai un, ja vins$ kadreiz ta izdaris, velns par sodu
vinu panemsot pie sevis.

Kadu dienu podnieks pagatavoja miljono figarinu (cits variants —
kapusvétkos aizmirsas, un noziedoja baznicai naudu), un, kad tas notika,
velns panéma vinu pie sevis.

Ka redzams, $1 legenda ir eklektiska, akumuléjusi gan folkloras
materialu, gan kulttras mitus.

Nezinu, vai Vizma BelSevica un Janis Peters bija pazistami ar $o vai
kadu citu lidzigu legendu. Jebkura gadijuma ir jaatzist, ka Antons Smulans
ka dailliterataras un folkloras tekstu prototips gan kvantitativi, gan
emociju dziluma zina nav parspéts lidz pat 3ai dienai.

Atsauces un piezimes:

1

Belsevica V. levziedu aukstums. Riga, Liesma, 1988. — 34. Ipp.

2 Peters J. Prieksnojautas. Riga, Liesma, 1979. — 128.-129. Ipp.

3 Pujats J. Latgales keramika. 19. gs. vidus — 20. gs. 80. gadi. Rézekne, Latgales
Kulturas centra izdevnieciba, 2002. — 45.-46. Ipp.

Pujats J. Latgales keramika. 19. gs. vidus — 20. gs. 80. gadi. Rézekne, Latgales
Kulturas centra izdevnieciba, 2002. — 58. Ipp.

Kukojs A. MiZs Latgales kultira. Rézekne, Latgales Kultaras centra
izdevnieciba, 2005. — 69.-70. Ipp.

Literatura:

BelSevica V. levziedu aukstums. Riga, Liesma, 1988.

Kukojs A. Muzs Latgales kultira. Rézekne, Latgales Kultaras centra izdevnieciba,
2005.

Peters J. Prieksnojautas. Riga, Liesma, 1979.

Pujats J. Latgales keramika. 19. gs. vidus — 20. gs. 80. gadi. Rézekne, Latgales
Kultaras centra izdevnieciba, 2002.

79



Laimdota Lo¢mele

RACIONALAIS UN IRACIONALAIS JAUNAKAS
LATVIESU PRESES UN LASITAJU ATTIECIBAS

Summary

Rational and Irrational Interpretation of Contemporary Latvian
Press Narratives

It is an accustomed opinion that press like other media is a great rationalizer
that imposes certain order upon the incoherent everyday life. The present paper
deals with the relationship of the newspaper text and the reader, it attempts to
investigate the way texts and audiences influence each other.

Media have been claimed to manipulate the audience that passively consumes
the message. It has been asserted that readers interpret media messages irrationally —
people are persuaded to do something that they do not really want to, i.e., to
accept information passively, to form an obedient and easy to manipulate crowd.
This point of view has been replaced by several others — more dynamic and
complicated ones. Recently media have been viewed as narratives that are to be
interpreted where the reader is allotted an active part. The possibility to make
irrational interpretations is always there, however, reading is a double-direction
process because media and audience influence each other. According to
contemporary theorists, there are several types of interpretation (intentional,
symptomatic and adaptive), some of which are more acceptable than others. To
define the kinds of intepretation, there are such points of view as the intention of
the text or that of the reader, as well as the inclination of the reader to underread
or overread the text. The process of interpretaton is explained with the help of
narratology and semiotics. In the article the theoretical ideas are illustrated with
the examples from Latvian dailies.

£

Jédzienu racionalais un iracionalais nozime $aja teksta ir sada: racio-
nalais — tas, kas paklaujas prata autoritatei, uzskati, kuri izradas patiesi
vismaz no subjekta viedokla, riciba, kas ietver sevi piemérotus lidzeklus
meérka sasnieg$anai un procesi, kas ir uzticami, augligi, rezultativi. Iracio-
nalais turpreti balstas nevis uz pratu, bet citam autoritatém - ticibu,
intuiciju, emocijam utt.

Prese ir racionalizacijas lidzeklis — instruments pasaules sakartosanai,
vienotu viedok|u formulésanai, savas vietas apzinasanai socialaja hierar-
hija, sociala kontakta uzturé$anai, balstoties uz prata apsvérumiem un
racionalu domasanu. Rikoties racionali preses lasitajam nozimétu rikoties
logiski, nemot véra, vispirms, pasa uzskatus un intereses. Iracionali butu
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emociju iespaida aviztekstu ietekmétam, nobalsot par partiju, kura par-
liecino§ak un aktivak sevi reklaméjusi. Si raksta uzdevums ir pétit, uz
kadiem pamatiem ir veidotas preses un tas lasitaja attiecibas? Jautajums
galvenokart ir par to, ka avizteksts ietekmeé lasitaja uzskatus un ricibu.

Mediju pétnieks Arons Deiviss (Aeron Davis) iz3kir vairakus viedok|us
un pieejas jautdjumam par mediju un adresata attiecibam!. Frankfurtes
kritiska kultaras teorija saista masu uzvedibu ar masu medijiem un kul-
taru, apgalvodama, ka pastav galvenokart vienpusiga tekstu iedarbiba
uz masam, kuras tiek manipulétas, i teorija lasitaju nostada pasiva loma,
individs ir varas efekts, ar ideologiska uzsauciena palidzibu subjekts
(subject) tiek paklauts un ka tads vispar nepastav arpus paklausanas
(subjection)?. Altusers, pieméram, sazinas lidzeklus nosauc par ideologisku
valsts aparatu’. Sis viedoklis ir pazistams ka burvju lodes teorija (magic
bullet theory vai hypodermic needle model)*. Minéta teorija nepietieckami
novértéja vienkarsa lasitaja spéjas izprast mediju zinojumus, ta ignoréja
personigos, sabiedriskos un kultaras faktorus, kas ierobezo mediju iespai-
du, ka ari §i teorija parspiléja mediju ietekmes atrumu un plasumu. Sis
viedoklis ir marginalizgjies un vairs nav populars.

Cits skatijums ir, ka adresats apzinati racionali gust gandarijumu un
atbalstu no medijiem vai ka mediji ir nenozimigi, jo viendabiga auditorija
neeksisté. Tapat pastav uzskats, ka nav viena stingra mediju efekta, bet
ir nepartraukta sérija mazaku iespaidu, kas veido auditorijas izpratni
par medijiem. K3 ari vél viena pieeja, kas uzsver auditorijas aktivitati un
apzinas interpretacijas robezas, sastopoties ar tekstiem, kas atkartojas
un kas ir relativi slegti.

No nosauktajam pozicijam visproduktivaka skiet ta, kura nem véra
interpretacijas robezas un preses teksta specifiku. Sis viedoklis ir dina-
misks, jo tas akcepté teksta un lasitaja mijiedarbibu. Literataras teorijas
ieguldijums §1 jautajuma izpéte saistas ar to, ka preses teksti ir stastijumi,
kas savukart nozimé ari interpretacijas problémas.

Narativs ir domasanas instruments, tas tiek saukts par batisku zina-
$anu formu un tiek ierindots blakus valodai ka cilvéka prata centrala
funkcija’®. Preses teksti ir ipasi stastijumi, narativs ir veids, ka sakartot
notikumus, izteikt to svarigumu, definét vértibas, paust viedoklus, infor-
meét lasitaju, panakt no lasitaja vélamo reakciju. Stastijums ir valodas
veidojums, kuru jainterpreté. Kolidz ir runa par interpretaciju, ta nevar
vairs piekrist Frankfurtes teorétikiem, cik lasitaji neaizsargati pret stasti-
jumiem, kuru retorika manipulé, ka kulttras teksti mas “tur gusta” un
doma musu vieta. Bez lasitaja teksts ir nedzivs, tam vajadziga masu lidz-
daliba, jo tikai lasitajs pieskir nozimi tekstam. Avize, kuru neviens nelasa,
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neatstaj nekadu iespaidu. Interpretacija rodas katra atseviska lasitaja
galva. Ar interpretacijas palidzibu més izpauzam savu varu par tekstiem
un $ vara ir tikpat liela ka tekstu vara par mums. H.P. Abots apskata
divas galvenas tendences narativa izpratné: 1) teksta nozimes sasauri-
nasanu (underreading) un 2) teksta nozimes paplasinasanu (overreading)°.

Ne visa informacija nonak lidz lasitaja pratam, ka savulaik uzskatija
teorétiki, hypodermic syringe model raditaji, kas pauda, ka mediji savu
manipulaciju it ka injicéjot adresata apzina. Avizes lasitajs, nelasa visu
avizi, tas var apskatit tikai virsrakstus, lai redzétu, vai $is teksts vispar ir
interesants. Var lasit tikai kopsavilkumu vai raksta sakumu, kur jaunakais
ir pateikts un paréjo atstat, var ari izlasit visu laikrakstu rapigi un tikpat
verigi aplakot reklamas, tomér maz ticams, vai kads to dara, jo avize ir
tekstu kopums, lai izdabatu dazadu adresatu gaumém. Bez tam, lasot
avizi, nozime veidojas atri, vienu domu izspiez nakama, reti kurs avizi
parlasa vélreiz. Nav daudz tadu, kas intereséjas par vakardienas avizi.
Preses lasiSana jau sakotnéji ieceréta ka interpretacijas sasaurinasana,
kas tiek ari sagaidits, pirmas lappuses tiek apskatitas rapigak (jo tur ir
aktualitates) neka pédéjas. Laikraksti pasi veicina interpretacijas sasauri-
najumu, izcelot kadu vienu tematu ar tematisko lappusu vai atvérumu
palidzibu, kas automatiski samazina citu loti svarigu rakstu un tematu
nozimi. $adu lappusu atvérumu veido$anu sauc par topikalizaciju, kas
ne vien pauz to, ka visa lappuse ir par vienu tematu (topic — temats), bet
ari to, ka $§im tematam tiek pieskirta ipasa nozime — ta ir aktualitate,
svarigaka neka citas zinas (topical — aktuals)’.

Pieméram, rubrika par cinu pret narkotikam Diena (13.02.07) vei-
dojusi atvérumu ar ipasi uzkritosu virsrakstu — Valdibai narkomanija
otrskiriga. Saja numura rubrika Mans bérns un narkotikas sastav no
trim rakstiem. Galvenais no tiem pauz, ka narkotiku apkarosanas prog-
ramma ir, bet nav naudas tas istenosanai. Otrs raksts ir par aktualitati —
par jaunieti, Jaundzeikara délu, kas aizturéts pie stares narkotiku reibuma.
Vel ir raksts Sesi aizturetie aizdomas par narkotiku lietosanu Jurmala.
Atvérumu grezno liela nulle, radot, cik lidzeklu pieskirts narkomanijas
apkarosanai. Redzamas divas fotografijas — Gundars Bérzins, bijusais
veselibas ministrs, un Dzintars Jaundzeikars, bijusais iekslietu ministrs,
kura délu aizturéja aizdomas par brauksanu narkotiku reibuma. Abas
amatpersonas esot bijusas atbildigas par lidzeklu pieskir§anu narko-
manijas apkarosanai. Situacijas nopietnibu un valdibas vainu pastiprina
papildus pievienotais nepadarito darbu saraksts, kuri iekrajusies, jo nebija
finanséjuma. Lidz ar $adu temata izvérsumu apkartéjie raksti paliek éna.
Lasitajs so atvérumu tulit pamanis un to izlasis. Diena turpina rubriku
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par bérniem un narkotikam, apraksta ari citus gadijumus, jo tadu netrukst.
Pieméram, par mazgadigo toksikomanu, kur$ saindgjies ar skiltavu skid-
rumu un miris, bet Sis notikums neveicinaja temata topikalizaciju, jo
viena tada bija jau nesen notikusi, ka jau aprakstits. Otrs iemesls nenolie-
dzami ir tas, ka analizétaja gadijuma bija iesaistits sabiedriba pazistamas
personas déls, turklat Dz. Jaundzeikars bijis atbildigs par narkomanijas
apkarosanu, loti strauji un nervozi reaggjis uz notikumu ar délu, un tas
izraisijis pastiprinatu mediju interesi. Nupat aprakstita lappuse par nar-
komanijas problémam izcel jautajuma svarigumu un liek saudzét sevi un
citus, turoties talak no $im kaitigajam vielam. Var rasties secinajums, ka,
ja jau valsts nevelta pietiekosi véribas $ai problémai, var nebut neviena,
kas sniedz atbalstu, ja cilvéks klust atkarigs.

Sada nozimes sasaurina$ana ir racionala pieeja ikdienas haosam —
rita laikraksts pazino, kas notiek, kas ir svarigs, definé problémas, lai,
sastopoties ar tam, nebutu apjukusi. Pa celam uz darbu, vilciena izlasita
avize, parrunajot kadu vardu ari ar pazistamu cilvéku vai ieklausoties
radio vai TV zinas, noteikti sasaurinas rakstita nozimi.

Pretéjs process ir nozimes paplasinasana, kad teksta ir nokluséjums,
kur$ jaaizpilda ar kaut ko piemérotu, lai veidotos teksta veselums. Abas
aprakstitas tendences — underreading un overreading — ir acimredzamas
paradibas. Tomér lasitdji aizmirst par tam vai ari vienkarsi neapzinas,
ka vini atri skiro informaciju svarigaja un nesvarigaja, interesantaja un
neinteresantaja utt. Neatturama lasitaja vélme ir veidot pabeigtu stasti-
jumu. Ja teksta ir nokluséjumi, tad lasitajs mégina tos aizpildit, pievért
acis uz vienam detalam, piedomat citas. Tapéc, lai ari §is tendences ir
stipras, tas var samazinat lidz minimumam, tadéjadi veidojot péc iespéjas
racionalaku pieeju un tuvojoties ta saucamajai intencionalajai interpre-
tacijai. Umberto Eko interpretaciju skaidro ar lasitaja noluka intentio
lectoris un teksta noluka intentio operis dialektiku, kur pirmais ir orientéts
uz lasitaju, bet otrs — uz tekstu®. Eko apgalvo, ka intentio operis nav
atrodams teksta virspusé. Teksta noluks ir lasitaja secinajuma rezultats.
Lasitaja iniciativa galvenokart sastav no secinajumu izdarisanas par teksta
noluku. Teksts ir lidzeklis modellasitaja veidosanai, kur$ neveido vienigo
pareizo secinajumu, bet gan bezgaligu to skaitu. Empiriskais lasitajs ir
ka aktieris, kurs§ veido secinajumus par modellasitaju, kuru postulé teksts.
Ta ka teksta noluks ir veidot modellasitaju, kur$ ir spéjigs izdarit secina-
jumus, tad modellasitaja iniciativa ir veidot modelautoru, kurs nav empi-
riskais un kas galu gala sakrit ar teksta nolaku.

H.P. Abots iedala interpretaciju trijos veidos: intencionalaja, simpto-
matiskaja un adaptivaja. Kop$ Svéta Augustina laikiem, lai interpretétu
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Svétos Rakstus, jaievéro veseluma princips, t.i., nozimei, kas rodama viena
teksta dala, ir jabat saskana ar tam nozimém, kas ir citas dalas. Tatad
par teksta interpretaciju uzskatama tikai visa teksta interpretacija’. Sis
Svéta Augustina likums kontrolé visus interpretacijas veidus, ierobezo
lasitaja iespéjas radit attalinatas, parspilétas interpretacijas, tomér neiz-
nicina skaidrojumu dazadibu.

Presi grati interpretét péc Si veseluma principa, jo preses teksti ir
sadrumstaloti, tie jau ieceréti ka dazadu zinu un rakstu kopums, kas var
but sava starpa ari pretrunigi. Pieméram, avizes pirmas lappuses var
nozimes zina kontrastét ar pédéjam vai pat taja pasa lappusé, ka laikraksta
Diena (16.03.07) raksts, kas mudina veidot naudas uzkrajumus, taupit,
lai cinitos ar inflaciju, un reklama GE Money, kas piedava patérina kre-
ditus ar atvieglotiem noteikumiem. Viedokli ir saskelti, un tada gadijuma
lasitajam japielieto nozimes sasaurinasana un/vai paplasinasana, lai iedibi-
natu noteiktu viedokli sev pasam. Ari stastijjuma robeZas ir nenoteiktas,
jo teksts var but virsraksts, raksts, lappuse, numurs, avize ka serials izde-
vums. Tomér katru atsevisku rakstu lasitajs interpreté péc jau minéta
veseluma principa. Kopuma kop$ Svéta Augustina laikiem ir notikusi
radikala izmaina teksta uztveré. Toreiz svétie raksti bija dieviska autora
darbs un $is autors bija neparspéjams vienotibas veidotajs. Turpreti mas-
dienu pretrunigajam lasitajam vienotiba ir kaut kas tads, ko var piemérot
tekstiem, uzspiezot tiem nozimi vai ievirzi.

Sekojot Svéta Augustina likumam, nosaciti par visobjektivako un
racionalako var saukt intencionalo lasisanu — teksta interpretaciju —,
paturot prata implicéto jeb netieSo autoru — to, ka aiz teksta slépjas viena
radosa persona. Domas un spriedumi, pie kuriem nonakam, tiek uztverti
ka Sai identitatei piederigi. Daudzi uzskata $o interpretacijas veidu par
isto un vienigo, jo teksts nak no kada, kas mums vélas to pavestit, notiek
komunikacija starp lasitaju un implicéto autoru. Jautajums par interpre-
taciju ir saistits ar stastitaju, kuram lasitajs uzticas. Kaut ari presé katram
lielakam rakstam, komentaram vai reportazai ir minéts autora vards,
lasitajam tomér avize pati ir §is autors, kurs it ka ietver gudribu, zinasanas,
viedokli, jutas, kas ir saskana ar visiem narativa diskursa elementiem.
Tadas frazes ka Dienas eksperimenta mérkis bija (Diena, 26.02.07), Dazas
avizes jau zinoja (Neatkariga, 26.02.07) vai neskaitami daudzreiz lietotais
Diena/Neatkariga jau rakstija, ka liecina par stastitaja identitati. Sis
interpretacijas veids ir pievilcigs ar to, ka caur netieSo autoru tas saglaba
raksta veselumu un ievie$ kartibu, interpretéjot kadu notikumu vai para-
dibu, ka ari pieskir tekstam nobeiguma akordu. Netiesais autors ir kon-
strukcija, kas pieprasa netiesa lasitaja konstrukciju. Tadéjadi katrai avizei
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ir sava auditorija, kas dzivé nepastav ka grupa, bet rada virtualu kopibas
sajatu ar it ka lidzigi domajosajiem. So interpretacijas veidu tradicionali
un pamatoti uzskata par uzticamako, tomeér ta ir vienotibas uzspiesana
gan autoram, gan lasitdjam, jo presé pastav daudz empirisku autoru
(reportieru), realu lasitaju ir veél vairak, tie ir vél atskirigaki sava starpa
neka autori.

Simptomatiska lasiSana ir teksta aplukosana no kada noteikta vie-
dokla, pieméram, no feministiska vai psihologiska skatu punkta. Si ir
teksta ielikSana noteikta rami, kas kalpo ka pamats interpretacijai. Inten-
cionala lasisana balstas uz netieso autoru. Narativs simptomatiski izsaka
apstaklus, no kuriem tas nak. Tadéjadi simptomatiska interpretacija ir
sava veida dekonstrukcija, kura apvérs intencionalo lasisanu, lai atrastu
teksta dzilés to, ko autors neapzinadamies ierakstijis. Ta ka §is interpre-
tacijas veids nav balstits uz netieSo autoru, tad ir grati runat par darba
veselumu. Simptomatiski lasits autors ir saskelts starp to, ko ir gribéjis
paust, un to, ko ir spgjis negribot atklat. Ari simptomatiska lasisana ir
racionala, ta balstas teksta, vienlaicigi palaujoties uz paratekstualo
materialu — autora stilu, citiem darbiem, ilustracijam, fotografijam,
personibu utt. Pieméram, Viktora Avotina vai Aivara Ozolina vards so
autoru tekstiem pieskir $adu nozimi: tie bus ar politiskam un sabiedribas
problémam saistiti asi un nesamierinami teksti. Zinot avizes politisko
nostaju, lasitaja interpretacija veidosies savadaka, neka uztverot tekstu
ka politiski neitralu. Pieméram, avizé Diena sagaidam padomiskas pagat-
nes un tas mantinieku nesaudzigu kritiku un amerikaniska cildinajumu.
Diena lasijam kritiskus rakstus par Aivaru Lembergu, bet Neatkariga
vinu atbalstija.

Tresais interpretacijas veids ir adaptiva lasiSana, kas ir teksta parrak-
stiSana un uzlabo$ana. Abots uzskata, ka visi rakstnieki, kuri izstrada
teksta versiju, isteniba ir iesaistiti adaptivas interpretacijas procesa. Zur-
nalisti savac materialu, atrod galvenos pieturas punktus un tad veido
stastijumu. Zurnalista darba, kas biezi médz but lidzigs detektiva darbam,
ne vienmeér ir pieejama visa vajadziga informacija, lai veidotos objektiva
reportaza. Informacijas tuk§umus autors aizpilda ar “radniecigu” mate-
rialu — dazadu specialistu viedokliem, padomiem, vértéjumiem. Pieméram,
Diena (03.05.07) raksta par Krievijas uzbrukumiem Igaunijai. Tekstam
pirmaja lappusé pievienoti musu premjerministra, prezidentes, Lietuvas
un Polijas prezidentu un Somijas premjera viedokli, kas apvienoti zem
virsraksta Atbalsts. Pretéjas politiskas parliecibas presé varétu sagaidit
attiecigi pretéjus viedoklus zem lidziga virsraksta. No minéta redzams,
ka visattalinatakais interpretacijas veids ir adaptiva lasisana. Interesanti,
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ka teksts, kuru laikraksts ir nodrukajis, jau ir adaptiva interpretacija.
Lasitajam tiek piedavats veidot talaku interpretaciju. Ari plasak skatoties,
tas, ko avize izlemj ievietot pirmaja lappusé, ir adaptacija. No notikumu
kontinuuma tiek izvéléti dazi, pargjie paliek éna lidz citai reizei, kad Sie
notikumi vai norises varbut bas uzmanibas vérti. Tadéjadi taisniba ir
Umberto Eko, kurs apgalvo, ka nepastav tada lieta ka patiesam objektivas
zinas'.

Lasitajs var adaptét tekstus. Kads senaks raksts Diena (20.04.04) ir
par Aleksandru Damsonu — pilotu un izgudrotaju (Sasina pédejais lido-
jums), kur$ lidojuma laika avaréjis un gajis boja. Raksts papildinats ar
fotografiju, kura redzama Damsona kaiminiene un fona sasistais lidapa-
rats. Més lasam par lidzcilveka navi, bet nejatam tragisku noskanu. Tapat
ka Ikars iekrita jura un noslika, ari Sis avizraksts parada cilveku, kas
pienéma nepareizu lémumu un gaja boja. Pasaule tapéc negaja boja, arajs
ara ka Brégela glezna, kaiminiene stastija, ka avizes fotografija redzams.
Si avizraksta adaptiva interpretacija varétu bat saistita ar Ikara lidojumu,
ar Brégela gleznu, ar dzejoliem, kurus ierosinajusi $i glezna par pasaules
sapém un cieSanam, ka ari par racionalam un iracionalam interpretacijam.
Ikars bija acimredzami nepareizi interpretéjis ideju par sparniem, ka rezul-
tata gaja boja. Ari Damsons bija kludijies. Pareiza jeb racionala interpre-
tacija cilvékam ir bijusi izdzivosanas kila. Eko piemin, ka teksta inter-
pretacija ieklauj ne tikai teksta linearu izpausmi un lasitaju, kas to lasa
no noteikta viedokla, bet ari kultaras enciklopédiju, kas izprot valodu
un interpretativo tradiciju. Interpretaciju ierosina tas, ka fakti ir saistiti
ar valodu, ar kuras palidzibu izpauzamies un konstruéjam. Racionala
interpretacija ir balstita uz sabiedribas vienosanos, jo sabiedriba piedava
faktualu garantiju, pateicoties kurai cilvéku dzimums ir izdzivojis, bal-
stoties uz interpretacijam, kas ir statistiski augligas. Pieméram, Eko saka:
Messer, Feuer, Scherer, Licht — ist fur kleine Kinder night!"' Nespeléjies
ar uguni! Tie, kas to darija, iekluva liela nelaime vai pasi aizgaja boja.
Eko komenté, ka izglitibas uzdevums ir iegalvot bérniem secinajumus,
kuri tika pieraditi pagatné. Tapat preses uzdevums ir nepartraukti atga-
dinat, ka batu pareizi domat un rikoties.

U. Eko piemin vél kadu ar lidosanu saistitu cilvéku — Leonardo da
Vindi, kura léciens no kalna ar pastaisitu sparnu palidzibu ari bija vés-
turiski priekslaicigs, jo $1 hipotéze bija Tkara parbaudita un izradijusies
neveiksmiga. Tomér bez Leonardo da Vindi idejas par lidosanu, kura
vélak tika tehniski papildinata, cilvéks nebutu vargjis sapnot par lidosanu.
Da Vindi izpratne par cilvéka pacelsanos sparnos bija neaptverama vina
laika, bet musdienas vins Skiet gaisregis un vispusigi apdavinats cilvéks.
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Jasecina, ka iracionalais vienmér nav viens un tas pats. Cilvékam
dazreiz ir patikami kavéties iracionalaja vai ari vins saskata taja jegu vai
atklasmi un tapéc attaisno tadas darbibas, kas pilnigi nepaklaujas prata
diktatam. Tomeér svarigi ir, lai cilveks pats izvélétos starp racionalo un
iracionalo, nevis pasivi un nekritiski pienemtu viedoklus un gatavus lemu-
mus, ko piedava uz izklaidi orientétie mediji.
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I
CITTAUTU LITERATURA

Sigma Ankrava

MASU KULTA EVOLUCIJA EIROPAS VIDUSLAIKU
LITERATURA

Summary

Evolution of the Cult of Mothers in Medieval Europe

The cult of the Holy Virgin, which established itself in Medieval Europe,
developed gradually. The Christian Church in its formative stage absorbed many
influences and elements of local cultures including the pre-Christian practices of
the Mother Cult. This can still be traced in some parts of Europe like Italy,
France, Germany, Spain, Poland, Hungary where there are shrines, cathedrals
and chapels dedicated to the worship of Black Madonna and comparatively
fewer to White Madonna (e.g. Vilnius, Lithuania). There are several explanations
to this phenomenon. Some date back to the first centuries of Christianity when
it established itself in the Middle East, some theories go back to the time of the
first crusades, and some explanations are connected to the Black African culture.
Still it seems that the most convincing explanation is found in the evolution of
the pre-Christian cult of Mother Goddess into the Catholic worship of Madonna
celebrated throughout May.

Skiet, ka viens no interesantakajiem atklajumiem senatnes pétnieciba
ir Marijas Gimbutas iedibinatas mitoarheologijas metodes pielietojuma
rezultata iegutas liecibas par Senas Eiropas kultaru un taja piekopto Masu
kultu'. Par Masu kultu runats ari daudz agrak - seno grieku Démetras
kults, Vidusjuras rajona Kibeles jeb Cibeles pielugSana, Izidas kults Senaja
Egipté, Kali un Durgas pieliigSana Indija un citas Azijas valstis liecina
par Lielas Dieves jeb Lielas Mates kulta pastavésanu daudzviet pasaulé.
Iznémums nav Baltija, kur Masu kults saglabajies lidz pat 17. gadsimtam,
bet ta atskanas latviesu kultara jatamas lidz pat masdienam. Haralds
Biezais ir saskaitijis lidz pat 30 Matém latviesu kultaras tradicijaZ.

Vesturiski Eiropa Masu kults saka transforméties indoeiropiesu cilsu
invazijas rezultata ap 3. gadu tukstoti pirms musu éras. Tas bija laiks,
kad kareivigas indoeiropiesu ciltis parmaca latento matri-linearo un matri-
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lokalo Senas FEiropas civilizaciju. Ka norada M. Gimbuta, tas noticis

salidzino$i miermiligi un bez lielas asinsizliesanas. Rezultata st nozimigaka

seno laiku divu civilizaciju sadursme radijusi to kultiras un religisko
uzskatu sistému, ko masdienas déve par pirms kristietibas jeb paganisko

Eiropas kultaru. Tas bija laiks, kad kareivigie ariesu debesu dievi — karo-

taji — ieguva sievas, masas un meitas, par kuram kluva vietéjas dievietes

Mates. Daudzas no vinam turpinaja saglabat savu integritati un kluva

par lokalas nozimes zemakam dievibam — naram, nimfam, driadam u.c.

attiecigajam kultaram raksturigam pardabiskam butném.
Nostiprinoties kristietibai vélakos gadsimtos, Masu kults transfor-

méjas jaunos veidos:

1) paganiskas naras, nimfas u.c. mazakas dievibas folklora klust par
fejam, burvém un ari raganam,;

2) svarigakas nozimes lokalas dievibas dazkart klust par kristietibas
atzitam svétajam (ka, pieméram, Sv. Brigita 5. gs., Kildare Irija, kas
kopa ar citam klostera masam sargajusi svéto uguni);

3) sakot ar 14. gadsimtu Eiropa ipas$i uzplaukst Dievmates kults, ko
daudzi masdienu pétnieki interpreté — izaudzis no sena Masu kulta®.

Kristietibas vésturé Dievmates kultu institucionalizéja Ekuméniskais
Efesas koncils 431. gada, pienemot Jaunavu Mariju ka Theotokos (tulko-
juma no grieku valodas ‘Dieva neséja’) un noradot, ka Vinai pienakas
visparaka godinasana/byperdulia atskiriba no svétajiem, kam pienakas
godinasana. Dievam vienigajam pienakas pielagsana/latria. Tomér liecibas
par Dievmates kultu ir vél senakas — Romas katakombu gleznojumi, kas
attélo Dievmati ar Jézus bérnu, radusies jau musu éras 4. gadsimta. Ap
to paSu laiku radusies ari lidzigi gleznojumi Maltas salas alu svétnicas.
Sajos gleznojumos Jaunava Marija attélota, séZam ar Jézus bérninu klépi
Debesu Troni, abi kronéti ka valdnieki. Marijas ka Valdnieces godinasana
ipasi uzplauka Krusta kara laikos 12.-15. gadsimta. Tadi ievérojami ta
laika teologi ka Sv. Bernards no Klervo saistija Vigu ar Zalamana Dziesmu
Dziesma slavéto Ligavu. Saja laika Jaunava Marija tiek identificéta ar
Baznicu vispar un klast gan par svarigako vidutaju starp Jézu un cilveku,
gan par visas Dzivibas aizstavi. Tiesi pie Vinas Zélsirdigas un Lidzcietigas
laudis vérsas ar lugSanam aizstavéet pret dazadam slimibam un méri, ko
uztver ka Dieva taisnigo dusmu izpaudumu. Vinai par godu Francija,
kas klasisko un vélino viduslaiku perioda ir Eiropas kulttras centrs, tiek
veltitas grandiozas katedrales.

Ta viduslaiku kultara pamazam tiek reabilitéts viss sieviesu dzimums,
ko kristietiba sakotngji vairak saistija ar “krituso Ievu” un turéja atbildigu
par visas cilvéces gréka kriSanu. Diskusija par jautajumu, vai sieviete ir
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cilvéeks un vai tai ir nemirstiga dveésele, kristigaja teologija izvértas vairaku
gadsimtu garuma un principiali tika atrisinats tikai 6. gadsimta. Anglija,
kas vienmeér, skiet, bijusi konservativaka neka kontinentala Eiropa, teologi
$o ideju piepéma tikai 12. gadsimta. Kontinentalaja Eiropa Marijas
godinasana veidoja jaunu attieksmi pret sievieti vispar. Ta nozimigi
iespaidoja Germanu kara kodeksa transformaciju par Brunniecibas mora-
les kodeksu, kas sievieti teorétiski gan néma sava aizsardziba, gan uzlakoja
ka iedvesmas un pieltgsmes objektu, ko vélak jau 18. gadsimta J.V. Géte
noformulgjis labi zinamajas rindas: MaZzigi sieviskais augsup miis cel*.
Viduslaiku literatira un maksla $i jauna attieksme pret sievieti vispar
radija kurtuazo literattru un kurtuazo makslu, ko klasiskaja varianta
demonstré Provansas trubadari. Veélaka literaturas tradicija Marija ka
Theotokos tiek interpretéta ari ka ‘Kristus trauks/Kristu nesosais kauss’
(kaut gan pastav ari atsevisks jédziens Christotokos), un, iespéjams, tiesi
§ada izpratné ir iespaidojusi legendas par Svéto Gralu. Sajas legendas
uzsverts, ka viriskaja cilvéces pusé vienigais isti cienigais skatit Svéto
Gralu ir skistais, pasaizliedzigais un Dievam tikpat paklausigais ka Jau-
nava Marija bruninieks sers Galaheds.

Ipasa nozime gan Dievmates kulta tapsana, gan kurtuazas kultiiras
veidoSana bija viduslaiku eiropiesu kontaktiem ar Tuvo Austrumu kul-
taram, kas veidojas Krusta karu rezultata. Karotaji, kas Tuvajos Austru-
mos pavadija daudzus gadus un bieZi vien iemacijas ari arabu valodu,
iepazinas ar ta laika arabu literatoru, kura, sakot ar 12. gadsimtu, domi-
néja sufi tradicija. Sufiji bija garigs ordenis, kas islama ticiba izveidojas
ap 11. gadsimtu un savu nosaukumu ieguva no tuksnesa arabu valkata
veltas vilnas/tiibas apmetna safi. Si gariga ordena parstavji uzskatija, ka
Dieva radita pasaule ir tik perfekta un pilniga, ka cilvékam ta japienem
bez iebildumiem un ar pateicibu, tapat ka viss $aja pasaulé notiekosais,
jo nekas taja nenotiek bez Dieva zinas. Tapéc Dievam pienakas muziga
pateiciba. Sufiji uzskatija, ka ir amorali traucét Vinu ar lag§anam, jo tas,
pirmkart, demonstrétu vélmi iejaukties Dieva nodomos.

Otrkart, katra lagsana tiek izteikta, cerot uz atbildi, kas nozime, ka
ludzéjs sevi pacel lidz dieviskam limenim vai ari Dievu pazemina lidz
savam limenim, jo sazinasanas iespéjama tikai starp lidzvértigiem sub-
jektiem. Sjauna maciba uzreiz péc rasanas batiski iespaidoja arabu dzejas
tradiciju’ un izpaudas ka jauna tipa arabu un persiesu dzejas poétika.
Sufiji radija ipasu savas filozofijas glosariju, kur jédzienu patiesa nozime
bija zinama tikai safiju adeptiem. Sajas zinasanas neiesvétitie lasija un
saprata tikai dzejas teksta virspuséjo nozimi. Stfiju maciba tiek dévéta
par sufi vinu/vinu, kura bauditaji reibst patiesibas atklasmes labsajuta.
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Sieviete sufijiem klust par atklasmes un transcendentala simbolu. Safiju
dzeja sieviete jeb iemilota tiek pacelta lidz dieviskiem augstumiem, tapéc
jebkuri parbaudijumi un cieSanas milas varda tiek uznemtas bez gausanas
un ar pateicibu. Tapat nav nekadu ceribu uz pretmilu, jo tas nozimétu
milétaja pacelSanos dieviskos augstumos, kas nav iesp&jams, vai ari sievie-
tes pazeminasanu lidz savam limenim, kas §is milas jatas transformétu
no transcendentala pardzivojuma par ikdienisku un islaicigu piedzivo-
jumu. Mums pazistamie slavenakie sufi dzejnieki un filozofi ir Saadi un

Omars Haijams. Tiesi sufi tradicija vistiesak ietekmeéjusi viduslaiku

Eiropas kurtuazas kultaras veidosanos, kuru iespaidoja ari kristigas

tradicijas normas: neatklat milas piedzivojumus detalas, neatklat iemilotas

vardu un izskatu, milétaju tik§anas laiku nolikt uz nakti, tumsu un tam-
lidzigam paradibam, kas saistas ar Provansas trubadaru un vélak Bolonas

“jauna salda stila” dzejnieku apdziedato “augsto milu”. Austrumu lite-

raturas tradicija $adu ierobezojumu nav.

Pastav viedoklis, ka, budami Tuvajos Austrumos, daudzi karotaji
pievérsusies Dievmates kultam, jo atradusi tam apstiprinajumu vél senakas
kultaras. Ta Templiesu ordena bruninieki ipasi godajusi Melno Madonnu
ka Gaismas Dievmati/Gaismas Devéju un saistijusi ari ar Sabas kéninienes
télu, jo Zalamana Dziesmu Dziesma it ka veltita vinai, un vinas délu Me-
neliku, pirmo Etiopijas valdnieku. Tomeér Templiesu kristietibas interpre-
tacija vélakos gadsimtos izraisija daudzus baznicas iebildumus un beidzas
ar Ceturto krusta karu no 1209.-1229. gadam, kura laika tika sagrauta
Provansa un tas ipasa kultara.

Tomér Melnas Madonnas kristigas ikonografijas tradicija ir arkartigi
nozimigs fenomens. Pétnieku aprindas $im fenomenam ir dazadi skaid-
rojumi:

1) Melnas Madonnas ir vienkarsi laika gaita nomelnéjusi/krasu mainijusi
téli (kontrarguments — tad kapéc krasu nav mainijis/nomelngjis ari
Madonnas térps un citas ikonas detalas?);

2) Madonna ir bijusi afrikanu izcelsmes (kltst ipasi populars masdienu
multietniskaja un multikulturalaja pasaulé neeiropeiskas izcelsmes
kristigo vida);

3) Melnas Madonnas saistamas ar pirms kristietibas Lielas Mates jeb
Zemes Mates un auglibas kultu;

4) Madonna interpretéta ka gaismas avots, kas, pati palikdama nere-
dzama vai tumsa, izstaro gaismu, kas aptver visu pasauli —Italija, uz
altara Salerno katedralé, kas veltita Melnajai Madonnai, rakstits:
Pirms gaismas ir tumsa, un ta ir mate.
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Dazi avoti sniedz zinas (Kalpana Sahni)®, ka Francija vien zinamas
vairak par 300 baznicu un katedralu, ieskaitot Sartru, kur godina Melno
Madonnu, Spanija — ap 50, Italija — 30, Vacija — 19. Visa pasaulé ir
slavena Sv. Lukasa gleznota Cestahovas Melna Madonna Polija. Vai ir
iespéjams noteikt isti pareizo, autentisko Dievmates attélojumu?

Veésturiski vecaka kristiga baznica ir Egiptes koptu baznica, ko iz-
veidojis apustulis Sv. Marks, kas Egipté sacis sludinat jau miisu éras 35.
gada. Dazus gadus vélak apustulis Sv. Toms kristietibai pievérsis masdienu
Irakas teritorija dzivojos$as tautas. Koptu baznica pulce kristiesus jau no
1. gadsimta Palestinas, Libanas, Sirijas un Iranas teritorijas. 2. gadsimta
kristietibu pienéma Arménija un Gruzija. Koptu ietekmé $aja laika kris-
tietibu pienéma ari daudzi Etiopijas un Nubijas iedzivotaji, kas izskaidro
faktu, kapéc Templiesu bruninieki no Tuvajiem Austrumiem sev lidzi
atveda ari Melnas Madonnas télu. Stipri apsaubams, ka vinpu godata
dievmate bija zilacaina blondine, raksta Kalpana Sahni un atzimé, ka
Gruzijas valsts muzeja ir pat redzgjusi Madonnu, atainotu sédosu lotosa
poza. Vina ari apraksta tradiciju, kas saistita ar Les Saintes Maries de la
Mere (Svéta Jaunava Marija pie juras) Melno Madonnu, ko par savu
aizstavi uzskata romi/¢igani. Katru gadu 24. un 25. maija romi no visas
Eiropas pulcéjas un godina Dievmati, ietérpj to jaunas dranas, aiznes uz
juru, veic attirisanas ritualu, izpeldinot jura, un novieto atpakal baznica.
Vini déve Dievmati par Kali Sara, ko iespéjams interpretét gan ka ‘Melna’
(sanskrita val.), gan ka indiesu Durgu jeb Lielo Mati (abas $is interpre-
tacijas viena otru neizslédz, drizak otradi, jo Kali un Durga ir Lielas
Mates divas dazadas izpausmes/avataras).

Eiropas Melnas Madonnas ir slavenas ar dziedniecisko spéku. Dazkart
originalais Madonnas téls ir ikdiena paslépts baznicas svétakaja vieta un
ticigajiem pieejams tikai svétku reizés, bet ikdiena redzamais ir originala
kopija. Kristigaja tradicija Dievmates ménesis ir maijs, gluzi tapat ka
Lielas Mates diena pirmskristigaja tradicija bija 1. maijs jeb Maija diena
(1. maija — Debesu Valdniece, 13. maija — Fatimas Dievmate, 24. maija —
Marija, kristiesu palidze, 31. maija — Marija Zélsirdiga). Maijs un Maija
diena izsenais saistita ar dabas atjaunotni un auglibu. Dievmates skul-
pturalie atveidojumi biezi ir veidoti no abeles vai no valrieksta koka, kas
Rietumeiropa simbolizé auglibu (ka, pieméram, Notre-Dame de Mende
Lozeres pilséta, Francija).

Baltijas teritorija un baltu tradicionalaja kultara ta ir liepa, kas
uzskatita par svétu un ar sievieti saistitu koku, ka ari abele, kas simbolizé
matiskumu. Masdienu Polijas ziemelrietumos, ko agrak apdzivoja prasu
ciltis, tagad atrodas Svanta Lipkas bazilika (Svetas Liepas bazilika). Ka
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veésta legenda, pirmie krusta karotaji, kas $aja teritorija ieradusies, kada
liepa ieraudzijusi Dievmates télu un $aja vieta uzcélusi baznicu. Velak to
sava parzina parnémis Jezuitu ordenis, kas izveidojis skaistu arhitek-
tonisku ansambli. Laika gaita liepa aizgajusi boja, tapéc Dievmates téls
tagad redzams maksligi izveidotaja liepa, bet katra zina tas musu apzina
sasaista divas kultaras tradicijas, kas nevis noliedz, bet papildina viena
otru.

Interesanti, ka stipro un dziedino$o Melno Madonnu katoliskaja
tradicija ir daudz vairak neka Balto Madonnu. Viena no zinamakajam
Baltajam Madonnam ir Toledo katedralé Spanija, otra — Vilna. So faktu,
iespéjams, var izskaidrot tikai iracionali, proti, cilvékam jameklé gaisma
sava sirdi, jo ta ir pati stipraka gaisma.
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Ieva Barga
ANTIKAIS DZEJNIEKS - DIEVI§I,(AIS SKOLOTA]JS

Summary
Ancient Poet — the Divine Teacher

This article deals with important characteristics of the ancient poetry. It is
known that people in antiquity had no chance to write poetry unless they were
inspired by Muses or other divine force, for example, Apollo. The 4" Century
Greek philosopher Plato’s work Politeia is a great material for us to see the
poet’s place in the ancient world, as well as the importance of poetry. Plato
admits that poets are teachers all over Greece. This idea is testified to by two
ancient Greek poets. Hesiod, a didactic poet of the 8%/7% century B.C. said that
he sang about things in the past and future — all truth and nothing but the truth.
Theognis, an elegiac poet of the 6™ century B.C. emphasized that the aim of his
poetry was to be heard everywhere. It is obvious that poet had a prominent and
authoritative voice as respectable as that of a priest. The lyrical persona is often
both a teacher and a poet at the same time. It is stressed by the pronoun ego in
Hesiod’s poem Works and Days and Theognis’ elegies. Poets enjoyed a special
position in society because they could see the future.

Literara darba tapSana antikaja pasaulé tika uzskatita par procesu,
ko varéja raksturot ka mistisku un vienkarsam cilvekam nesaprotamu.
Par ta saturu bija atbildigas muzas vai cita ar dzeju saistita dieviba, pie-
méram, Apollons. Antiko autoru pratus ir nodarbinajusi jautajumi par
dzejnieka un dzejas lomu cilveka dzive, tapec dzejas darbos ir atrodamas
dazadas antiko tekstu atsauces.

Ne katrs vargja sacerét pienacigu dzejas darbu, jo cilvékam bija no-
teikta vieta un loma dzivé, ko nebija iespéjams mainit. 4. gs. p.m.e.
sengrieku filozofa Platona darbi ir nozimigs avots, kas atklaj, kada loma
tika pieskirta dzejniekam antikaja pasaulé. Ja dzejniekam bija lemts but
dzejniekam, tad vins nevaréja bt lopkopis. Sada doma izskan Platona
darba Valsts — viens un tas pats cilveks nevar rakstit dazadus darbus,
pieméram, tragédiju un komédiju, tapat ka cilveks nevar but reize rapsods
un aktieris, pat ne tragisks un komisks aktieris'. Zemnieks ir zemnieks,
vin$ nevar but tiesnesis; kurpnieks ir kurpnieks, kurs nevar stradat par
kuga kapteini; karavirs ir karavirs, kurs nevar nodarboties ar valsts lie-
tam?. Platona domas tiek atklatas Sokrata un Adimanta dialoga. Sokrats
skaidro Adimantam, ka jaizturas kritiskak pret dzejnieku darbiem, jarau-
gas, lai pirmie darbi, ko dzird bérns, péc iespéjas labveligak iespaidotu
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tikumisko audzina$anu un bérnu tikumisku®. Lai izstradatu tikumisko
vértibu sistému, literaraja darba attélotajiem varoniem jabut ar tiku-
miskam vértibam. Tas pats attiecas ari uz dieviem, kuri tiek paraditi
epika, lirika vai tragédija. Dieviem jabut tikumiskiem, ar viniem
piemito$am vértibam neatkarigi no Zanra, kura tiek attéloti*.

Dzejnieks var dzejot, nezinot pirmavotu (istenibu/patiesibu). Dzej-
nieks ar vardiem un frazém var attélot lietas jebkuras makslas krasas, lai
gan viss, ko vins saprot ar atdarinasanu, ir tas, ka lietu atdarinatu citi
dzejnieki. Ikvienam ir prieks lasit, ja kads apraksta brugesanu vai stratégiju
pantmeéra, ritma vai harmonija’.

Jasaka gan, ka antikas pasaules cilvékam ir raksturigs atskirigs doma-
$anas veids, salidzinot ar musdienu cilvéku. Grieka domasanas tipiskaka
pazime ir lietu kopuma sajata. Sakot ar Homeéru, kur$ pievérsas konkré-
tam detalam un individualiem raksturiem, materials tomér tiek “ielikts”
universala rami. Antikaja pasaulé cilvéks vargja bat vienlaikus gan poli-
tikis, gan dzejnieks, tapat pole bija gan valsts, gan spéks, kas spéja ietekmét
ikvienu jomu. Musdienu prats sadala, doma kategorijas, tacu grieku
domasana centas aptvert péc iespéjas plasakas jomas, lai lietas pamanitu
ka organisku veselumu. Sada tendence vérojama ari grieku valoda, kur
leksiku nav iespéjams iztulkot viennozimigi un precizi®. Spéja ietekmét
ikvienu valsti notieko$o lietu ar varda spéku sekméja dzejnieka lomas
palielinasanos valsts dzives ietvaros. Par spilgtu pieméru apgalvojumam,
ka dzejnieks ir nenoliedzama autoritate valsti, jamin 7.—-6. gs. p.m.é.
dzejnieka Solona patriotiska elégija Salamina. Redzédams, ka aténiesi
nespéj megarieSiem atkarot Salaminas salu un ar likumu ir aizliegts pat
ieminéties par $o salu, Solons, izlikdamies par prata jukusu, devas Aténu
pilsétas laukuma, kur deklaméja savu elégiju Salamina, aicinot tautiesus
nepadoties un apvienoties kopigai cinai, lai salu atgutu. Pilsoni tik Joti
iedvesmojas no karstasinigas un patriotiskas dzejas, ka kéras pie iero¢iem
un Salaminu atkaroja.

Darba Ions tiek skaidrots, ka dzejnieki spéj ietekmét savus klausitajus.
Platons dzejniekus salidzina ar magnétu, kas pievelk vienu rinki, kurs
savukart magnetizéjas pats, pievelkot nakamo. Spéju iedvesmojosi runat
sniedz nevis maksla (tebne), bet dievisks speks, kas kalpo ka magnéts.
Dzejnieki ir ka saistitajelementi starp cilvékiem un dieviem. Vinus par
starpniekiem ir izvél&jusies dievi, tapéc klausitaji var novértét Dievu, kas
runa ar dzejnieku muti, vin$ ir atnémis dzejniekiem sajatas un izmanto
vinus ka kalpus. Saja gadijuma klausitajam ir skaidrs, ka vértigie vardi
nav dzejnieka izdomati, bet ta runa Dievs. Ka pieméru var minét Tinihu
no Kalhidas, kur$ rakstija tik briesmigu dzeju, ka to neviens neatceras,
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iznemot paianu — dziesmu Apollonam, ko visi dzied. Iesp&jams, ka tas ir
visskaistakais liriskais darbs, ists mtizu mantojums. Cilvékam nav saubu,
ka $is skaistas dzejas rindas nav cilvéka, bet Dieva raditas. Dzejnieki ir
tikai dievu izskaidrotaji, un katram dzejniekam ir savs Dievs. Lai to pa-
raditu, Dievs liek skanét visskaistakajai dziesmai no sliktaka dzejnieka
mutes’. Ka saka Platons, cilvéka griba ir nesvariga, bet dievu sniegtas
iedvesmas rezultata dzejnieks ar savu dzeju ne tikai izklaidé klausitaju,
bet ari aizrauj un sagada baudu:

Ja pie mums uz pilsétu atnaktu dzejnieks, gribedams iepazistinat ar
savu dzeju, mes vipu dievinatu ka dievisku, apbrinojamu patikas
deveju®.

Ta muazas iedvesmo vienu cilvéku, kas turpina iedvesmot paréjos.
Dzejnieki raksta dzeju nevis makslas dél, bet gan tapéc, ka ir iedvesmas
pilni un ne sava prata. Dzejnieki ir lidzigi Koribantu dejotajiem’ — sacerot
savus labakos darbus, vini nav isti pie prata'’.

Zimigi, ka literaru darbu nav iespéjams sacerét bez dieviska speka
iedvesmas. Platons norada ari uz to, ka, pirmo reizi iesaistijusies ritma
un harmonija, dzejnieki ir afekta stavokli. Pasi dzejnieki saka, ka vini ir
ka bites, kas nes uz sparniem medu no muzu medus struklakam, kas
atrodas vinu darzos. Ka zinams, bite ir tradicionals dzejas darba raditaja
simbols. Dzejnieka pasraksturojums ir diezgan komisks, proti, vins$ ir
viegls, sparnots, dievisks radijums, kas nevar radit, kamér ir pie pilna
prata un nav iedvesmots!.

Antika cilvéka izpratne par dzejnieku un vina darbu tika ciesi saistita
ar pasa darba raditaja dieviskigumu. Dzejnieks bija apveltits ar dievisku
iedvesmu, kuru vinam sniedza muzas vai Apollons. Ta ka Apollons bija
dzejnieku aizbildnis, tiesi vins tika piesaukts, lai ieliktu dzejnieka muté
istos vardus un prata pareizas domas. Tad ari paréjiem radas iespéja
novértét dzeju un pateikties dieviem par $o vienreizgjo iespéju, jo dzejnieks
redzéja vairak un dzilak neka ikdieniskais cilvéks un izprata vairak, tadél
zinama dzives pieredzes un pardomu noteikta didaktika bija ne vien attais-
nojama, bet ari likumsakariga. Dzejnieki tika uzskatiti par priesteriem
vai paregiem, kuriem ir ipasas spéjas redzeét tagadni, pagatni un paregot
nakotni. Tas ari bija galvenais iemesls, kadé| dzejnieks jutas tiesigs un
spéjigs uznemties skolotaja lomu. Zimigi, ka dzejnieka dieviem lidzigais
statuss tika piedévéts ne vien arhaiskaja perioda, bet ari vélak. Platons
saka, ka dzejniekiem piemit dieviska iedvesma, tadel vini ir cilvéces
skolotaji'?. Lidziga doma izskan Aristofana komedija Vardes — dzejnieku
pienakums ir audzinat cilvékus's.
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Antikas pasaules dzejnieks tika iedvesmots ar vienu noteiktu mérki.
Ta ka literaturai ka tadai bija audzino$a nozime un dzejnieka pienakums
bija audzinat un izglitot sabiedribu, tad dzejas darbam bija didaktiska
rakstura ievirze. Ja dzejas darba lasitajam/klausitajam tika atklats un
piedavats kads negativs piemérs, ari tas bija dala no izglitoSanas procesa,
kad dzejnieka auditorija zinaja, ka nevajag darit. Augstaka speka iedves-
motie dzejnieki bija daudz informétaki un zinosaki par savu auditoriju,
tapéc bija tiesigi sniegt pamacibas. Pasi dzejnieki uzskatija, ka vini ir
daudz izglitotaki par lielako sabiedribas dalu un sniedz neaptveramu iegul-
dijumu sabiedribas izglitosana un audzinasana, daloties savas zinasanas
un pieredzé. Tapat bija loti svarigi, ar kadiem darbiem tika iepazistinati
bérni, skolnieki, jaunatne. Homeérs tika uzskatits un dévéts par visas Grie-
kijas skolotaju, jo vina darbi bija pirmie, kas macija bérniem morales un
étikas normas. Nemot véra so apstakli, bija tikai likumsakarigi, ka dzej-
niekam bija nepiecieSams adresats, kam veltit savas pamacibas, tapéc
starp dzejnieku un vina auditoriju veidojas skolotdja — skolnieka attiecibas,
ko rada citats no Servija Praef. ad Georg. 129.9.-12., kur skolotajs tiek
saukts par persona doctoris, bet skolnieks — par persona discipuli:

Hi libri didascalici sunt, unde necesse est, ut ad aliquem scribantur;
nam praeceptum et doctoris et discipuli personam requirit. Unde ad
Maecenatum scribit [sc. Vergilius], sicut Hesiodus ad Persam, Lucretius
ad Memmium. — Sis gramatas ir didaktiskas, tadé] ir nepieciesams, lai
tas tiktu rakstitas kadams; jo prieksraksts pieprasa skolotaja un skolnieka
personu. Kur Mecenatam raksta Vergilijs, gluzi ka Hesiods Persam vai
Lukrécijs Memmijam.

Vins uzsver, ka ikvienam didaktiska rakstura darbam ir nepieciesams
adresats, tacu ne vienkarsi adresats, bet skolnieks, kas macas no autora
pamacibam. Sadu attiecibu veidosanas dzejas darba rada fonu, uz kura
netieSais adresats (klausitajs/lasitajs) var identificéties ar skolnieku vai
tiesi otradi — no ta distancéties.

Dzejas darba bija nepieciesams minét tas dievisko izcelsmi, lai pie-
skirtu darbam maksimalu ticamibas efektu. Nemot par pieméru Homéra
eposus, redzams, ka gan Iliada, gan Odiseja tiek iesakta ar uzrunu mazam.
Eposa Ilidda uzruna tiek veltita muzai, kas apzimé dievisko varu:

Dziedi man, dieviska miza, par Peéleja déla Ahilleja dusmam likteni-
gajam, kas ahajiem nesa bezgala daudz likstu'*.

Ari Odiseja sakas ar muzas piesauksanu:
Dziedi man, miza, par radito viru, kas ilgi jo ilgi maldijies apkart péc

tam, kad Troju bij sagravis svéto®.
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Zimigi, ka mazas tiek piesauktas ari tad, kad dzejniekam stav prieksa
gruts un atbildigs uzdevums, kur varétu nepietikt vien ar pasa runataja
sp&jam un talantu, ka, pieméram, Iliada pirms kugu kataloga [I/. 2: 484—
493].

Tradicija tiek turpinata pirma zinama grieku cietzemes dzejnieka
Hésioda (7. gs. p.m.é.) darbos. Poémas Teogonija 22. un 23. rindina
atrodama informacija par Hésioda negaidito veiksmi iegiut muzas par
aizbildném, kas maca vinam dziesmas, tiek pasniegta no stastitaja pozi-
cijas. Rodas iespaids, ka kada tresa persona atstasta reiz dzirdéto, proti,
tas [mizas] ari Hesiodam macija briniskas dziesmas, kad vins pie Heli-
kona, pie svéta, avis ganija'®. Sakot ar 24. rindinu, Heésiods, jadoma,
runa par sevi ka dzejnieku, izmantojot vienskaitla pirmas personas formu.
Vins stasta, ka pasas mazas vinu ir izvélgjusas par savas labvélibas objektu,
ir iedevus$as lauru koka scepteri (valdnieka, dieviskuma simbols) un
iedvesusas dievisku balsi, lai Hesiods varétu runat patiesibu par nakotni
un pagatni, slavéjot nemirstigos dievus un pieminot muzas gan darba
sakuma, gan beigas. Tiesi tadu shému ari Heésiods ievéro Teogonija,
poému sakot un beidzot ar uzrunu mazam. Savukart poéma Darbi un
dienas sakas gan ar uzrunu mazam, gan lagumu cildinat Zevu. Iespéjams,
ka tas skaidrojams ar poémas saturu par praktiskiem lauku darbiem un
taisniguma principiem, kapéc nepieciesama tiesi Zeva palidziba, jo tiesi
vina parraudziba ir visi darbi, ko veic mirstigie. Poéma beidzas ar isu
kopsavilkumu, kas jaievéro cilvékam, lai varétu dzivot laimigi. To varétu
dévet par slavas dziesmu Zevam, jo viena no galvenajam témam, kas
apskatita poéma, ir taisniba, un Zevs ir tas, kas par to rupéjas. Muazu
pieminésana ir obligats nosacijums, ko nosaka tradicija, un dzejas darbs
tada veida iegist nepieciesamo dievisko auru. Rodas iespaids, ka Hesioda
poéma runatajs, no vienas puses, pats uznemas visu atbildibu, tacu, no
otras puses, ir centieni paradit dzeju ka miazu iedvesmas rezultata raditu,
panakot daudz lielaku dzejas iedarbibu uz klausitaju. Adresats tiek vedi-
nats uz domam, ka dzejas darba sastopamas pamacibas satur ko dievisku,
neatkartojamu, ka vinu maca dieviskais speks, kam veél jo vairak ir japa-
klausa un janem vera sanemtas instrukcijas: Miizas man iemdcija dziedat
neatkartojamu dziesmu'. Skolotaja — dzejnieka interesés ir piedavat dzeju
un to padarit péc iespéjas ticamaku, lai adresatam nebuatu ne mazako
Saubu par tas iedarbibu un spéku. Nosaciti par biografiskiem dévéjamie
fakti veésta, ka Hésiods piedalijies sacensibas par skaistako dzeju ar pasu
Homeru un izcinijis uzvaru, iegustot mazu trijkaji:
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Uz turieni es aizgaju, uz Halkidu, uz gudra

Amfidamanta sacensibam; bet drosmiga déli

Lika daudz ieprieks izsludinatu balvu.

Tur, es saku, ka uzvaréju ar slavas dziesmu, dabiju

Ausaino trijkaji. To es miizam helikonietem

Noliku, tur pirmo reizi tas man iedeva skanigo slavas dziesmu's.

Ari 6. gs. p.m.é. sengrieku dzejnieka Teognida elégijas ir parliecinoss
materials, ar kura palidzibu iespéjams konstatét dzejnieka lomu un
dieviskigumu. Bez dieviskas iedvesmas dzejai truktu ta parliecinosa spéka,
kas liek ieklausities ikvienam, tapéc, muzu iedvesmots, dzejnieks lepojas
ar savu spéju radit tadus dzejas darbus, kas var ietekmeét cilvéeku domas
un darbus, paliekot cilvéku atmina mazigi:

[..] tevi [dzeju] satis ka

Vijolisvainagoto mizu lieliskas davanas;
Visiem, kuri ir ieintereséti, tu biisi dziesma
Tik ilgi, kamer vien biis zeme un saule®.

Skaidri atklajas ari dzejnieka ka skolotaja funkcija:

Tev es lidzigi ka bérnam tévs ieteiksu pats krietno.

Bet tu sirdi un prata to apdoma®.

Es tev, labu domadams, izstastisulieteiksu, Kirn,

ko pats no labiem cilvekiem iemacijos, budams vel bérns*.
Publiskilkopigi cilvekiem ieteiksu®?.

Uzsverot vienskaitla pirmas personas lietojumu, tick panakts autorita-
tiva runataja efekts. Rodas iespaids, ka “es” zina visu un ir pilnigi parlieci-
nats par savu taisnibu jebkura situacija, lai gan teksta ne vienmér var spriest
par vienskaitla pirmas personas identitati. Ka norada zinatniece Katarina
Volka (Catharine Volk), pastav vairakas versijas runataja identifikacijas
mekl&jumos, jo runatajs var bat darba autors vai poétiskais “es”. Reizém
ir iespéjams loti skaidri nodalit abas identitates vienu no otras, tacu reizém
tas saplust viena tik parliecinosi, ka tas varétu atdalit, vienigi balstoties
uz visparéjo fonu, tacu antikajai dzejai ta trukst?’. Kad dzejnieks izmanto
iespéju likt runat poétiskajam “es”, tas lauj pasam autoram distancéties
no autoritativas balss. Autors var runat no skolotaja pozicijas, ja pienem,
ka vienskaitla pirmas personas lietojums norada uz pasu darba autoru, uz
ko vérs uzmanibu ari Platons, sakot, ka, ja teksta runatajs ir vienskaitla pir-
maja persona, tad automatiski tiek uzskatits, ka runatajs ir pats dzejnieks.

Gudriba un erudicija tiek uzskatita par lielako iespéjamo labumu,
kas cilvekam var but. Tikai gudrs un izglitots cilvéks spéj noveértét to
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ieguldijumu, ko sniedz muzika un dzeja, pilnvértigi attistot ikvienu cil-
veku. Zimiga ir atsauce uz to, ka dzejas un muzikas nozime garigaja
attistiba tiek pamatota ar pieredzi. Ar So makslas veida palidzibu cilveka
prats tiek bagatinats, padarot pasu cilveku daudz harmoniskaku un
gudraku. Dzeja tiek uztverta ka kaut kas patikams ne tikai adresatam,
bet ari paSam runatajam. Dzejnieks vélas péc iespéjas vairak akcentét
dzejas lomu, skaidri paradot, ka piedavatais materials ir dzeja.

Batiba nevar noliegt, ka tiesi dzejnieki ir un bija tie, kas pirmie
pamanija apkart notiekoso un saprata notikumu turpmako iespéjamo
attistibu, méginot pievérst visas sabiedribas uzmanibu ar savas dzejas
palidzibu, gluzi vai paregojot nakotni.

Atsauces un piezimes:

POLITEIAS, 395.

POLITEIAS, 397.

POLITEIAS, 378.

POLITEIAS, 379.

POLITEIAS, 600.

Kitto H.D.F. The Greeks. Great Britain, 1951. — p. 169.

ION, 535.

POLITEIAS, 397.

Trakuligi rituala dejotaji, kurus uzskatija par neaprakstama terapeitiska spéka
iemiesotajiem.
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1 JON, 534.
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Hésiods. Teogonija. Darbi un dienas. Riga, Zinatne, 1998. — 10. Ipp.
7 Hesiod. Erga. 662.

18 Hesiod. Erga. 654.—-659.

¥ Theognis, 249.-252.

20 Theognis, 1049.-1050.

2 Theognis, 27.-28.

2 Theognis, 1007.

2 Volk K. The Poetics of Latin Didactic. New York, Oxford University Press,
2002. - p. 10.

R T = Y T

100



Literatura:

Heésiods. Teogonija. Darbi un dienas. Riga, Zinatne, 1998.

Homérs. Iliada. Riga, Latvijas Valsts izdevnieciba, 1961.

Homérs. Odiseja. Riga, Liesma, 1967.

Hesiodi. Carmina. Ed. A. Rzach. Lipsiae: in aedibus B.G. Teubneri, 1913.

Kitto H.D.F. The Greeks. Great Britain, 1951.

Poetae Lyrici Graeci. Rec. T. Bergk. Vol. II. Lipsiae: in aedibus B.G. Teubneri,
1882.

Volk K. The Poetics of Latin Didactic. New York, Oxford University Press,
2002.

101



AnHa CTtaHkeBHUYa

MUCTUYECKIIT MAUP CBOPHUKA
JLIIL. JIE ®AHIO «“JTYX MAJIAM KPAYJI” U IPYTUE
TAMHCTBEHHBIE UICTOPUW»

Summary

The Mystical World of D.Sh. Le Fanu’s Collection of Stories
“Madam Crowl’s Ghost” and other Tales of Mystery

The artistic world of the most creations of D. Sh. Le Fanu (1814-1873) is
remarkable for the presence of secret and the mystical. The collection “Madam
Crowl’s Ghost” and other Tales of Mystery was published in 1923, 50 years after
the author’s death. While creating the picture of the world, Le Fanu used some
folkloric genre structures and the experience of the creators of gothic novels. All
stories of the collection are built according to one structural invariant model —
the visit from the underworld to our world. Le Fanu creates something like a registry
of different possibilities of these contacts, involved persons, and time-place models.
The action mostly happens in an old house, pub, cemetery, or on the road.

The main characters are ghosts that have some basic modifications — murders
and victims. Ghosts can be anthropomorphic, like animals; metamorphosis of
the living and dead are possible.

Le Fanu creates the basis of suspense — the state of cautious waiting and
stress. Situation of extreme emotional tension is built with the help of specific
changes in the surrounding world — sounds, light and color, smell, specific details,
etc.

The most important trait of the artistic world of the collection “Madam
Crowl’s Ghost” and other Tales of Mystery is strong didacticism.

Cpenu aHIIMIACKMX MUcaTelel BTopoii mojoBuHbI 19 Beka [xxo3ed
Ilepunan Jle @anto (1814—1873) 3aHumMaeTt ocoboe Mecto. OH Kiiaccu-
YeCKUii BUKTOPUAHELl, U3BECTHBIN JOOPOTHBIM IMO3UTUBUCTCKUM TOBE-
CTBOBaHMEM C ITOAPOOHBIM U JaXKe CKPYIYJIE3HBIM OIMCaHUEM KOHKPET-
HBIX SIBJICHUI TEKYIIEH SKU3HU' — CaMblil U3BECTHBII €ro poMaH MoJ00HOT0
mnna — Jom y kaadouwa (1861—1862). BMecte ¢ TeM, XyI0OKeCTBEHHBIN
MMP OOJIBIIIMHCTBA MTPOU3BEACHUIA TTMCATEIsI HE CBOAMM K peaucTruiec-
KOMY KaHOHY, TOTOMY YTO OTMEUYEH IMPHUCYTCTBUEM TAMHCTBEHHOT'O I MU~
ctuyeckoro. [To emmHoIyITHOMY MHEHUIO KpUTUKY, Jle Panro, be3ycaosHo,
npuHadaelcum nepeoe Mecmo cpedu asmopos UCMopuil 0 npusuderusx <...>.
Hu 00un dpyeoii nucamenv He ymen mak yoauno obcmasums oelicmeue, mak
UCKYCHO N00amb 3¢hpexmuyio 0emanv?.
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Knawura Jle ®anto Jyx madam Kpaya u dpyeue mauncmeenuvie ucmopuu
(“Madam Crowl’s Ghost” and other Tales of Mystery) nMeeT IOYTH MUCTH -
YeCKYIO ICTOPHUIO TTOSIBJICHMS Ha CBET. Yepes MATHIACCAT JIeT TOCIIe CMEePTH
mmucatens, B 1923 romy M.-P.JIxxeitMc coopalt 1o MaJIomOCTYITHBIM ITepHO-
MMYECKUM U3TaHUSIM 3a0bIThie HOBEJLTHI JIe MaHio MATUAECSITHIX — CEMM-
NeCSITHIX TOMOB M OMyOJMKoBai ux. KHWra, mpuireainas u3 mpoImioro,
ObLJIa BOCIIPUHSITA YUTATEIISIMU C OTPOMHBIM MHTEPECOM, B HEi ITPUBIICK-
JIV ABa OYCHb Pa3HbIX HavYaJIa: MppalliOHAIbHOE, TT0-CBOEMY aKTyaIN3H-
poBaHHOE KyJIbTypoii 20-X ronoB®, 1 3a0bITOE BO BPeMSI MUPOBOI BOIHBI
OIIYIIEHNEe pa3MEePEeHHOCTH XU3HU: B 1920-e 200bt, nocae kamacmpoghot
nepeoti Mupoeoll 60lHbl, AHRAUTICKAS UHMeANULEHUUS CIMaAa nepecmampu-
8amb C80¢ OMHOUICHUe K BUKIMOPUAHCKOI N0Xe, U ecau 8 Hauane 6eKa eé
KACUMUNU KAK 8PeMs CKOBbIBAIOWUX YCA0BHOCMEl U AuYeMepust, Mo meneps
e€ cmabuabHOCMb U HCECMKULL MOPAAU3M CINANU BbI3bIBAMb YEAJICeHUe U He-
KOmopyo Hocmanveuio®.

COOpHUK COCTaBJICH U3 CTPYKTYPHO 1 3KaHPOBO OJIM3KMX ITPOU3BEIC-
HUM. AHIVIMYaHe Ha3bIBAIOT MOJOOHBIN XaHp «3UMHEUN cKazkoii»; Jle
DaHIO0 ONpeaessieT UX KaK ucmopuu <...> u3 paspsaoa makux, Komopwle npu-
AMHO YUMAMb CYyPOBOIl 3UMHell HOublo Y novlaaiouweeo oyaea’. T1ogoOHbIIM
(G OIBKIIOPHBIN 3KaHP CYIIECTBYET Y pa3HBIX HAPOIOB — YCTHHIN pacckas,
TTOBECTBYIOIINIA 0 KOHTAKTE IBYX MUPOB: C OTHOM CTOPOHEHI, YeIOBEUEC-
KOT'0, 3eMHOTO, PeaJIbHOTO, C IPYToil — MHOTO, IOTYCTOPOHHETO (haHTaC-
THYECKOTO 1 CTPAIITHOTO, YYKOTO0, 9aCTO HEOOBICHUMOTO C TTO3UIINHT 3eM-
HOW JIOTKMU.

B nmoctpoernn oco6oii KaptuHE Mupa Jle PaHro onmpacst He TOJIbKO
Ha (DOJBKIIOpHBIE 00pa3IIbl, HO 1 Ha OTBIT CO3AaTelIeil TOTUISCKIX pOMa-
nos I Yonmnomia, Y.P.Mersiopuna, A.Pagxinud u np.°. CTpyKTypHO Bee
HOBEJUTB COOPHMKA BOCXOIST K OMHOM MHBapMAHTHOM MOJIEIIN: TIOSIBIIC-
HUIO B YEJIOBEYECKOM PealbHOM MM pPE TIOCIaHIIa M3 MUpa 3arpooHoro. Jle
®anto, BOCTUTAHHBINA B TTO3UTUBUCTCKON TPATUIINN CO3MAHUS CUCTEM 1
knaccudukanuii (BcmomauMm Y.Jlapsuna, T.Iexcau, I.Cnoencepa,
JIxx.Muiist), co3naér cBoeoOpa3Hblil peecTp BCEBO3MOXHbBIX BApUAHTOB
KOHTAaKTa 3TUX MUPOB, UX YIACTHUKOB M IIPOCTPAHCTBEHHO-BPEMEHHBIX
MOJEJIEN.

Mo:XHO TOBOPUTH 00 0C000M IBYC(HEepUIHOI CTPYKTYpe MPOCTPaH-
CTBa XyI0XXeCTBEHHOTO MUpa COOpHUKA. 3eMHOE, OOBIICHHOE KaK OBI pa3-
MBIKAeTCsl B MTHOOBITHITHOE. B moMe TosSIB/ISIIOTCS TPU3paKku, JInbo B Opesy
WJIA COCTOSTHUY 0OMOPOKA YeJIOBEK OKa3hIBACTCSI B MUPE MEPTBBIX, TOBO-
PUT C HAMU, TTOJIYYaeT MPEeLynpexaeHUs O TPO3SIE OMAaCHOCTU U T.MI.
Ipanniia MexXmy IByMsI MUpaMM JOCTaTOYHO YCJIOBHA: OHA MOXET OTCTY-
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ITaTh OT OCBOSHHOTO YeJIOBEKOM ITPOCTPAHCTBA WU ITPUOIIKATHCS K HEMY.
Yacrto Tepputopust 0OOUTAHUS JTIOACH SBISIETCS OMHOBPEMEHHO U MECTOM
KUTEJIbCTBA MPU3paKoB. [Tutep, repoii pacckasa Ilpuspaunsie 110008HUKU,
TIOCJIe BCTPEUH C MPUBUACHUSIMU 9aCcTO TTOCEIIAET JIOM, TIIe OHU MY BCTpe-
TWINCH; 3IeCh OH M HAXOIMT CBOIO CMepTh. [IprBHIeHIE TOSIBISICTCS TOJTh-
KO B OCOOBIX JIOKYCaX, Yallle BCero 3TO MECTO COBEPIIIEHNSI CMEPTHOTO Ipexa
WJIN CTPAIITHOTO TIpecTyruieHus. Tak, mpu3pak magam Kpayr Bo3Bparia-
eTcsl B JIOM, T OHa 3aXXMBO ITorpedjia B KPOIIEYHOI KOMHaTe peOEHKa,
CBOETO MaChIHKA, YTOOBI IEHBI'M CEMBU TOCTAINCH TOJBKO € neTsiM. [1pu-
3pak Tobu MapcToHa Bo3BpallaeTcsi B pOAHOI 10M, UYTOOBI UCIIPABUTh
CBOIO OIIMOKY M HaKa3aTh MJIAIIIETO ChIHA, IIPHCBOMBIIIETO UMYIIIECTBO
crapuiero opata. DneH KoyiaMmeH, cobna3zHénHas u opomeHHass Konom
JloHOBaHOM, YMHUPAET OT TopsI, ¥ €€ MPpU3paK SIBIsIeTCs WieHaM poaa J1o-
HOBAHOB U IIPOPOIUT X CKOPYI0 cMepTh. [Ipu3pak cynmpu Xoppokca, mo-
BECHUBIIIETOCS Ha TIEPUJIaX CBOETO POIOBOTO JIOMa, IIOCTOSTHHO BO3BpaIlia-
eTcsI CI0JIa ¥ JOBOIUT A0 CMEPTHU MJIM 0€3YMMSI TTOCTOSITBIICB.

JIOKyCHI, B KOTOPBIX TTOSIBIISTIOTCST TIPUBUACHMSI, KaK TIPaBIIIO, OMHO-
TUITHBI ¥ MapKUPOBaHBI 0COO0 MpayHOiIl aTMochepoit. B ommHHATIATH
HOBEJIIaX M3 YeTHIPHAIIIATHA TTPHU3PaKU BCTPEUYAIOTCS B MOJIyPa3pyIIeHHOM
JIOMe HJIM 3aMKe, HaXOISIIIIEMCSI B 3anycmeHuu u ynaoke: <...> dom 6bia 6046~
Woll, Hegecénvlil Ha 8uU0, ¢ 0ABHUMU credamu 3anycmenus <...> @ I3Mom 3pe-
Auuge opsixaocmu, 00UHOHeCmea U ynaoka HU4mo He 8eceauno 832110a; <...>
3a cmeonamu MeabKHyA acad cmapozo paspyuleHHo20 0oMa’.

B mi1T1 HOBeTax MH(bepHAIBHBIC CYIIIECCTBA ITOITagal0TCs HA J0POre,
KoTopast moutu Beerna y Jle MaHio — sIBJIeHNE «4yKOro» ITPOCTPAHCTBA.
Ha mopore crankuBaioTcs HE TOJIBKO C IPU3paKaMi, HO 1 C CYIIIeCTBAMM
IEeMOHUYECKUMU: (hesIMU — TOXUTUTEIbHUIIAMU ACTei, KOJIIyHAMM, U
JTaxke CaMUM IbSIBOJIOM: OH 6podum om 00H020 Jcuauua Kk 0pyeomy, NoKa He
cmemueem <...>. A nocae 3axama Hapoo He AH0OUM e20 6CMPe4ams: CHUma-
om, ymo, 20e OH, Mam HeNnOOANEKY MONCEM 3aAMAaumvcs U Koe-4mo noxyinces.

B At HOBeIaX MpUBUIEHNE CBSI3aHO C IIPOCTPAHCTBOM NMUTEHHOTO
3aBeaenns. B pacckase Cayuail c uepkogHbim cmopoxcem N31aracTcst UCTO-
pus ABYX Apy3eid, TopbKuX MbsHUIl — boba Maptuxa n ®wmnma Creii-
HU. Oma dpyxcoa He dobasunra codymoiabHuKam Hu 60eamemeda, Hu 0o0poil
caaevi<...> Bo6 Mapmun cnoun Yéprnoeo Puna, <...> a Dua, 6 céorw oue-
peods, okonuamenvho coun ¢ nymu booa®. Tpaktupiuuk CieiiHi KOHYaeT
KM3Hb CAMOYOMIICTBOM: OH 83511 3APANCEHHbLI NUCMOAeM, CYHYA 0Y10 8 POm
u cHéc cebe éepxyuiky uepena, 3abpuizeas npu 3mom nomoaok'. Ero apyr,
LIEPKOBHBIN CTOPOXK, OMHAXIBI, YXOIS Ha CITY>KO0Y, B CEp/ILIax OpOCII KeHe
obeltanre He MUTh HU TJIOTKA CIMPTHOTO, 100aBUB KOIIYHCTBEHHOE:!
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Ovseon mens 3a6epu''. Houblo, BO3BpalliasiCh IOMOI1, OH HeG0AbHO OMbICK AN
anazamu nueHyr, npuradnexcasutyio parvuie Puay Cneiinu <...>. B 603dyxe
suman dusuwlii apomam sucku'>. HeaHakoMell, CUISIIIMI HA CKAMbe Y Ka-
0aka, BHaJaJje IIpOCTO MIpuriamaer boba BRIMUTH, 3aTeM IpecieayeT
HECYaCcTHOTO CTOPOXKa 10 caMoro noMa. M3 OTKPHITOM OYTBIIIKI BUCKH BBI-
pBIBaeTCs afmckoe miamMsi. boda crmacaeT ToJIbKo oOpalieHe K MMEHHM BCe-
morytero Tocroma. Beemu edunodywino npusHauo, 4mo nymeuecmeeHHuK
ObL1 He KeM UHbIM, KK NPU3PAKOM CamMoyOuLiybl, KOMOPbLil N0 HAYUWEHUI0 8paea
P00a Henoeeueck020, N0OCMpPeKan 2yasKy-cmopoica Hapyuums e2o NOOKpen-
AEHHBLI HeHeCmuebiMU cA08amu obem'.

CaMolii sipKoit hopMOIf Uy>KOTO ITPOCTPAHCTBA SIBIISICTCS KIAAOMIIE, O
KOTOPOM MJIIET peub B KaX/10i HoBesle coopHuKa. Tak B pacckase /Jlepe-
8eHcKuUll 3a0upa cyvtad 1 3abusika JIapKuH, TTOJTYyIMBIINI TTPO3BUIIE 3a-
IIMPBI, )KeCTOKO M30MBaeT CBOETO conepHrKa Hema MopaHa, Tak 94To TOT ¢
Kposamu <...> ¢ mex nop He NOOHUMACA U MeHblie, YeM uepes 200 ymep om
yaxomku™. Pacriara K youiilie IpUXOAUT HEOXKUAAHHO: OAHAXIbI yTPOM
3agupy HaXOIsIT ITOIyIapaan30BaHHBIM Y TOPOJACKUX BOPOT. OKa3bIBaeT-
csl, HOYBIO, TIPOXO/IsI MUMO KJIamOWIlla, OH 3aMETWJI CTPaHHYIO (UTYpY,
TepeMaxHYBIIIYIO Yepe3 MOTMIBHYIO OTPaIy M CTPEMUTEIIFHO IIPUOJTIKAB-
LIyIOCS K HeMY: SIcHO, Kak xcueoeo, 0baeuénHozo naomoio, Jlapkun yeuden
camoeo Heda Mopana — on moaua npubauxcancs — ¢ 00HANCEHHBIM MOPCOM,
Kak 0bl 20mo8sCh K KyaaurHomy 060io. <...>. B HeckoavbKux uiaeax om Heeo npu-
8uUOdeHUe OCIMAHOBUNOCH, U300PA3UE HA AUUe omepamumensHoe nodoodue Gvl-
3bl6aAIOWE20 632140a" .

[TpukocHOBeHNE K pyKe TIPUBUACHUS TTapaiau3yeT 3aaupy. OcTaBim-
ecsl eMy TOMIbI TIPEeBPaIIaoTCsS BO BpeMsl HEBEPOSITHBIX MyYeHUH eIé 1
moToMy, 4To JIapKiH MOHUMAET SIBJICHHE ITpU3paKa KaK 3HaK BBI30Ba 10-
msaeamocs ¢ HUM Ha mom céeme — ¢ ady'®. Tom Yabdd (pacckas Budenue
Toma HYaghga) BcTpevaet Ha KilaabuUille TPU3PpaK OTIA, KOTOPHI TpeOyeT
OT ChIHA U3MEHUTH 00pa3 XU3HU, OTKA3aThCS OT IMIPUCTPACTUS K CITUPT-
HoMmy. OcnymraBmmiics ora Tom rmornbdaeT Ha ToM Xe Kiamouine. Toma
Yagpga nawau na one moeunvt. On ynan Ha 20408y u caoman cebe wiero"’ .

Yare Bcero KJIagOMIIE 1 SBISIETCS TeM MECTOM, TIe pealbHOe TIPo-
CTPaHCTBO Pa3MBIKACTCS M MOSIBIISICTCST CBOCOOPA3HBIN JTIOK B IIPOCTPaH-
cTBO MH(pepHaTbHOe. UMEHHO B TaK1ie MOMEHTBI BO3MOXKHBIM OKa3bIBa-
eTcs M UCKPUBIICHNUE, TpaHC(hOPMAIIUs BpeMEHHBIX ITapaMeTpoB. Pacckas
Ilpuspaunvie 110606HUKU — PTO UCTOPHUS MOJIOIOTO YeIOBEKa MO MMEHH
IMurep BpaiieH, KOTOPBIIT OTHAXIBI C TIPUSITSISIMU, TIOTJIOTUB KaAXcObLil
noumu no nunme 000po2o eucku'®, HeBepOSITHBIM 00Pa30M I10I1aJa€eT B He-
KWl BpeMEHHOI 3a30p, KOIJla CKBO3b COBPEMEHHOCTD TTPOCTYITaeT PO~
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moe. [Tutep oka3piBaeTCs cpeu TIoAeii JaBHO YMEPIINX, HO KaK ObI BCE
eIIé XXMBYIINX B OCTaHOBHUBIIEMcS TIporuioM. Ilepen ITutepom mmosiBist-
FOTCSI IpU3paKy KanuTaHa JIeBpe 1 ero BO3II00JIeHHOM,, KOTOPBIE, BUINMO,
OBLTM ITOBMHHBI B THOEIN X HE3aKOHHOPOXKXICHHOTO MJIaJIcHIIA, HeTIOT -
peOEHHOE TeJI0 MaJIbIIIa He JaeT UM BO3MOKHOCTH YITOKOUTHCS C MIPOM.
Onu nipocsr [Nutepa oTHecTn pedbEéHKa Ha Kiaaaouiie. [TouyBcTBOBaB ceds
mak, 6yomo ecmynui xcugvim é npedeavt ada', Ilurep 3akaMHaeT IPUBU-
nIeHus UMeHeM [oCImogHMM, 1 B TOT K€ MOMEHT IIPU3pavyHBI MUP TIPO-
IIIJIOTO MCYe3aceT, YCTyIast MECTO COBpeMeHHOCTH. B pacckase becnymmutii
Kanuman Yoauto uz Yoasunea 60roxyabCTBO TJIABHOTO TepOsI IPUBOIUT K
TOMY, YTO €TO TTOCMEPTHAsI CyIb0a OKa3hIBACTCSI CBSI3AHHOI C OCBSIIIIEH-
HOI CBEYOIi, KOTOPYIO OH BbIPBaJ U3 PyK NOKOMHOM XKEHBI, JICXKABIIEH B
rpo0y. Korma cBeuy ciayJaitHO 3aKUTAIOT Y2Ke ITOCIe CMEPTH KalluTaHa, TO
MOSIBJIICTCST €T0 MPU3pPaK, KOTOPHIN B TeUCHNE HECKOJIBKIX MUHYT TIpe-
TepIieBacT BCe TeJIeCHBIC TpaHC(HOPMAIIUN, TIPOMCXOAUBIINE C HUM TIPU
KW3HU U TIOcjie cMepTh. B KoHeuHOM utore <...> nod Hanopom 6ypu u3
OKHA NOMSHYA0 CKBO3HAKOM, HO2U NPU3PAKA 3ACOCAN0 8 KAMUH U CA1edoM 3a
HUM 8¢5 pueypa, 1é2Kas, KaxK 3014, MCHOBEHHO UCHe3Na 8 00BEMUCMOIL cma-
poii mpyoe™.

Tumer nepconaxeii B kaure Jle @aHro, Kak ¥ BapMaHThI KOHTAKTa IBYX
MUPOB, MOTYT OBITH CBEJICHBI K HECKOJIbKIM OCHOBHBIM MOAN(DUKAITUSIM.
[NepBas m HanbOoJIee 3HAYMTETHHASI TPYIIIA NeHCTBYIOIINX JTUII— MPECTYII-
HHUKH, YbU TEMHBIE J1eJ1a HE AAI0T UX AylIaM yIOKOeHUsl. TAKUMM CTpallHbI-
mu ipectyruieHusiMu Jle MaH1o0 cunTaer AeToyouiicTBO U CaMOYOUICTRO.
ITpuynHO# mpeBpalleHus B IPUBUACHUE CTAHOBATCS U OOTrOXYJbCTBO,
0e33aKOHMeE, MbsIHCTBO U, HAKOHELL, J0rOBOp C AbsiBosioM. OT npuBuae-
HUI 9TOTO TUIIA MOXKET XXJIaTh KO3HEMN J1000M YeJoBeK, Aaxe ciaydyailHo
BCTYIIUBIINI ¢ HUMM B KOHTAKT (KaK 3TO IPOMCXOIUT C TePOEeM paccKasa
Omuém o cmpaHHbix codbimusix Ha OHocve-cmpum):. OmepamumensHulii npu-
3paK cmosin nepedo MHOI 601U3U NePUL; HEMHO20 CCYMYAUBULUCH, OH 836elUl -
84/ 8 PYKaAX 6epésKy; 00U eé KoHel Obli HAOPOUleH Ha e2o uielo, nemis Ha
Opy2om npedHasHa1anacsy, cyos no 6cemy, s moei' .

TakoB ke 1 pe3yabTaT BCTPEUM C IEeMOHUUYECKUM ITEPCOHAXEM; B COOP-
Huke Jle ®aHio — 3T0 (hen-TTOXUTUTETBHUIIBI ICTEl ; KOJIYH, KOTOPBI HUKAK
HE MOXKET YMEPeTh, IOMAITHUN TyX 6aHwiu, TIpOpOJaIInii cMepTh (0OBITI-
HO baHwu <...> UCNOAHEHA COUYBCMBEHHOU CUMNAMUL K HeCHACMHOLL cemMbe,
KOmopyio noceujaem u3 NOKoAeHUsl 8 NOKOAeHue*?), a UHOTIA U caM IbsIBOJI.

Bropyto rpyrmimy IpuBUIACHUI COCTABIISIIOT JKePTBBI: HECITPABEUTNBO
OCYXIEHHBIN M Ka3HEHHBIN; 00Ae/IEHHBII HACIESACTBOM U YMEPILIUA OT
ropsi: cobjla3HéHHasl U OpolleHHAas XEHIIWHA, HEBUHHO YOMEHHBIN.
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ITpuspaxku aToro Tuna 6e3BpeaHbl 1151 OOJbIIMHCTBA JIOAEH, MOCKOIbKY
MCTST TOJILKO CBOMM OOMIUYMKAM U UX POJACTBEHHUKAM.

K aToii rpymire nepcoHaxeil mpuMbIKaloT MPU3paKku, HaKa3blBalolI1e
YJICHOB CBOE# CeMbM 3a KOHKPETHBIC IIPeTPEIIeHNST: cKBaiip bay3 mctur
DPOACTBEHHUKAM, KOTOPBIX OH mepnems He Mo2, HO OHU YHACJIe0BaIu €ro
umytectBo; otell Toma Yadda — McTUT OeCITyTHOMY ChIHY 3a ITOpyTraHue
YECTH CEMBH.

Bynyuu XynoKHUKOM, MPUBEPXKEHHBIM BKYCaM CBOETO BpeMEHU (B TOM
YuClie — JTI00BU K neTansiM), Jle @aHro oueHb 00CTOSTENICH B ONMCAaHUHT
npuBUIeHUI. HY 0MH 13 pU3paKkoB He TOX0X Ha CBOero cobpara: Hoc y
Heé bl MOHKULL U KPHOUK08AMbLIL, U3-N00 8K BUOHEAUCH DeAKU; ...ena3a KaK
NAOWKU, G POJICA — HU 0amb HU 835Mb Cam 0bS60A; MU0 Y He2o MoUb-8-moHb
makoe, Kakoe 6610 6 epody; AUUO YEPHOUL JHCEHUUHBL HANOMUHANAO 0OMSAHY -
Mblil KoJcel WUpOKOCKYAblil yepen™ 1 T.I1.

ITpuspaku MOryT ObITH 300MOPGOHBIMU, TTPEBPALIATHCS B JOMAIIHEe
>KWBOTHOE, HAIIPUMEP,— CO0AKY WJIM KOLIKY:

On <...> nocaaney, cmepmu. M mo, umo on npunumaem 00AUK KOWKU —
ACUBOMHO20 Oeccepieuno2o, U, KaK CUUmMaiom, camoz0 MCmuUmenbHo20,—
SCHO 2080puUmM 0 €20 HedoOpbIX Hameperusx <...> Huxmo uz naweii cemvu He
ymep u He caée 6 Jpameannuone om cMmepmenvHoil 604e3HU, He N08CMpe1as-
wuch 00 3mo2o ¢ 0ea0il KOuKoi**.

be3zobpaznbiii néc <...> edeoe boavuie c80UX ecmecmEeHHbIX pazmMepos, Ae-
Jcan pacnpocmépuiucy Ha moeune ckeaipa Toou u cosepuian <...> dukue
menooguiceHus™.

WMHorma oHU ABISIOTCS B 00IMKE KPBICHI, 3MEH WJIU IIPEICTABIISIIOT CO00i
HEYTO HEITOHSTHOE, aMOp(dHoe:

B dywie 5 0bin yeeper, umo kpoica <...>, KOMOPYH s MOALKO YMO 8ude,
Oblaa Heuucmoll cunoil, npuxasulell KpbiCUHblL 00AUK, U 6podura no domy
paou Kaxkoii-mo adckoli HOUHoIL 3ameu’.

.. € KAXCOIM MUSOM SPUMACYL U YICUMKU 6e0bMbl CIAHOBUAUCH 6CE OMEPA-
mumenvHell; HAKOHeY, OHA <...> NPeEPAMUNACD 8 2ULAHMCKYIO 3MeI0 ¢ 2ped-
HeM U no0pazueaouium S36lKom* .

B konue nyea Jlonosan 3amemun — uau emy npusuoesoch — KaKoe-mo enoe
NAMHO; OHO MEONCHHO NPOOGUANOCH NO 3eMAe K NPOX00Y, 8peMeHamu 0ends
MsI2KUe NPLIXCKU,; IMa 6eadsi meaps, CKOAb3usuLas 6001b Kycmos, 0biia, Kax
onucwiean ded, pazmepom He 6oavuie e2o wasnv*.

Mup NpUBHIAEHHUIT — 3TO MUP OECKOHEYHBIX HEOOBSICHUMBIX TpaHC-
dopmarmii, Korma, HalpuMep, OXKMBAaeT HEXWBOI MPEJAMET WM KUBOE
BIPYT MMPEBpaIIacTCs B BElIb:
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Cpednuroro deepuy wkagha yKpaulasa evipe3antas U3 0epesa 6044bs 20106d.
Heeepnutii ceem ceeuu ynan Ha neé <...>. Chauana 3mo 0biaa npocmo uepa
0AUK08, HO 60M 3acC8epKan 21a3, 3a01ecment 0CKaeHHble 3y0bl, HAKOHel,
cman euden OaunnbLi ocmpolii Hoc Ckpyna Mapcmona®.

Bucsuuii nynok kpacroeo u »#céamoeo nauwa nooo3pumensHo NOKa4Ueancs
6 mom mecme, ede ObL10 AuY0. Paspyuennas u evlyeéemuias KaMeHHAs KAAOKA
6 21yOuHe KOMHAMbL NOBMOPSAG O4EPMAHUS U OKPACKY PYK U myaosuua™.

...HeNno0BUICHAS CAMAHUHCKASI (PUUOHOMUS CMOMPEAa NPAMO HA MeHsl. <...>
Cekyndol mpu s 8uden e2o 0m4émaugo, a NOMOM OH HAYAA PACHAbIBAMbCSL,
HO ewyé 00120 medcoy MHOK U CIeHOL, mam, 20e CIosiA NPU3PAaK, COXPaHsA-
€51 cmoab MEMH020 MYMAHA U 5 4Y8CMB08AN, YO CMAPUK ewé 30ect’.

HyxHo otMeTuTh, uTo Jle MaH1o co31aéT KAaHOH CBOE0OPa3HOTO XYHI0-
JKECTBEHHOTO TTprEMa, KOTOPHIi B XX BeKe IMOJIYIUT Ha3BaHUE CACHeHCd —
COCTOSTHUSI TPEBOKHOTO OXXKHMIaHUS M OeCIToKoiicTBa. Yalre 3ToT TepMuH
MIPUMEHSIIOT K MICKYCCTBY KMHeMaTorpaduaeckoMy. OTIIOM cacIieHca Cun-
taloT Anbdpena Xuukoka®, Jle MaHio IPaKTUYECKU B KAXI0i HOBEJLIE
CBOETO COOpHUKA MepenacT Mog00HOe COCTOSIHUE:

S nouemy-mo ocosnasan, 4mo KmMo-mo — HesCHo, 20€ U KaK — 20Moeum 04s
MEHS. CMPAUHyIo MyKY. <...> 045 MEeHs HA4aAach NbIMKA CMpPaxom, Komo-
pas OAUAACh, 03MOJICHO, HACAMU™S,

Ceeua doeopena u ene menaunacy 6 eHezde nodceeyHuka, opocas Ha 6eayro
CMmeHy OAUHHble MeHU, KOMopble NAACAU Melcdy NOAOM U NOMOAKOM U 8
YbUX OUEPMAHUSX OH, NOMEPMEEe8 OM Yicacd, YA08UL CXOOCME0 ¢ 08YMsl He-
BHAKOMUAMU 8 YEPHBIX NAAULAX™.

Curyanusi KpaifHell cTeneHr SMOLMOHAILHOIO HAPSKEH WS BLICTPA-
MBAETCA U Gy1arogaps rmoapoOHOMY OIMCAHUIO OCOOBIX ABJIEHUI B OKPY-
JKAIOIEM MUPE: KaK MPaBWIIO, HAKAHYHE M B MOMEHT BCTPEUH C ITPU3pa-
KOM CJIyX YeJIOBEKA TEP3al0T HeYJIeHOPa3IeIbHbIE, CJIOBHO M3/1aBaeMble
JKMBOTHBIMU 3BYKH, BOIUIN, TPECK W BU3T, HaripuMmep: Crapyoicu Heucmog-
cmeosan 2pom u 3aevieana Oyps, 20e-mo e0aneKke HA6epxy XA0NaAU OKHA, U
2MOM 2POXOM, PACRPOCMPAHABUIULICA NO KOPUOOPAM U AECIMHUYHBIM KACM -
Kam, HANOMUHAN YbHO-MO WYMHYI0 cepOumyio 603uio> . Vinu eiue: Byps 6cé
MAK Jice 8blid, Peeaa u Xpunao 2020Mana 6 KpPOHax Cmapbix 0epesves u Obi-
MO8bIX mpybax’e.

Co3maéTes ¥ COOTBETCTBYIOLIAS LIBETO-CBETOBAS CPEJIA: Yallle BCErO
MPU3PaKY TOABJIIOTCH HOYBIO, aKTyaan3ysd TPaHUILy MEXIY IBYMS MU-
pamu. DUrypsl IPUBUIEHUIN 03apSAIOTCH aICKUM TUTAMEHEM, MEPTBEHHBIM
cBetoM. Tak, ceersmmiica npuspak Cksaiipa Baysa mossisercs Bo TEMe,
OH BBIHOCHT CIISIILIETO IOHOLIY—TIACTyXa U3 IOMY: ...K020d 310 CAYHUAOCD,
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ceem, omKyda OvL o HU wén, pazom nomyx>’. OT HOT Tpu3paKa Magam Kpa-
YA K8epxy noobIManoch Kpachoe nAams, CA08HO Y Heé 3aeopencs nodoar’s; <...>
yougumenvHoe KpacHoe cusnue ucxoouguiee om mpyoKu, 0Kpyscaio myck-
Abim cegemom ecro <...> gueypy (ipuspaka — A.C.), komopas ynodobasiace,
MaKum 00pazom, 0eHeHHOMY memeopy™.

CocrosiHue yXkaca U OTBPAIEHUS TIOAEPKUBACTCS M HATHETAHUEM
JieTaseil, BbI3bIBAIOIINX OTKPOBEHHOE YyBCTBO OMEP3eHUSI: (DUTYpa OIHOTO
U3 TIPU3PAKOB HOKPbLAACH NAMHAMU SHUAU — MO 0bLA0 CKONAeHUe Hepaell,
MO 8bIN0A3AGUIUX HA NOBEPXHOCMY, MO cKpbleasuiuxcs eHympu®. TlosiBie-
HMe IPYroro MPpUBUACHUSI CONTPOBOXAACTCS mpynHoi oHbio*!. T1puspak
KOJIIyHA, MTBITAIOIINIICS COOIAa3HUTD IEBYIIIKY Ha Oepery o3epa, He no0ou-
BaeTCsI CBOETO TOJIHKO MOTOMY, UTO, OITYCTUB B3IJIsI HA BOAY, OHA ysudeia
mam Kpoeagyio psdsb, KOAbUO 3a KOAbUOM CXOOUBULYIOCS U PACXOOUBULYIOCS Y
eé Hoe. <...> Kposasvle Kpyeu cO CKOPOCHbIO Cc8ema pasdedcaniico om eé€ Hoe
10 NOBEPXHOCMU 03epa, KOMOPOe Ha MCHOBEHUe 3aaneno, Kak 2poMadHas Kpo-
saesas ayxca®.

XapakTepHoi1 0COOEHHOCTHIO XyT0KECTBEHHOTO MUPa COOpHUKa «/[yx
madam Kpayar» u dpyeue mauncmeenuvie ucmopuu SIBISICTCSI OTKPOBEHHAS
MUIAKTUYHOCTh. HeraTuBHOE OTHOIIIEHNE K pa3pylIeHHOMY JOMY, TOPO-
re, KabaKy MOXXHO OOBSICHUTD TPUBEPKeHHOCTHIO JIe DaHio BUKTOpUaHC-
KOMY KyJIbTy CeMbU M foMa. Yaiiie BCEro yrmokKoeHusl Mocie CMepTH He
HaXOJAT IyIIY TPEIIHUKOB, B 3MHOM XU3HU OTCTYITMBILIVE OT HPABCTBEH-
Horo umrnepatuBa. He TonbKo yOuiiiia niau rnpenaresib, HO U 4eJT0BEK MO-
paJIbHO NErpaavMpOBaBIIMI, CIIMBIIUICSI, HE COXPAHUBIINUI CBOI OYar,
CTaBINI OPOJSTOI, HE TPOCTO COMHUTEJIEH, HO MPECTyIeH. B co3Hannm
Jle ®an10 MPUYYITMBO COEAUHSIOTCSI OEHTAMOBCKO-BUKTOPUAHCKAST UH-
TepripeTaiust Mopayiu u unei 3.CBeneHO0pra 0 TOM, UTO MOPALbHble 3AKOHbL
6 0YX08HOM MUpe OCYueCmeAsomes oAb Jice AGMOMAMUYECKU Henpeaodic-
HO, KaK (huzuueckue 3aKoHbl, OMKDbIMble HAYKOU 8 MUpe MamepuaibHom™.
IMouTu Bce pacckasbl COOPHUKA 3aBEPIIAIOTCS PACCYKACHUSIMU MOPaJTb-
Horo 11aHa. Tak B pacckasze Omuém o cmpannbix codbimusx Ha OHoicve-
cmpum pedb UAET 0 TOMe, B KOTOPOM KOT/Ia-TO TTOBECUJICST CY/Ibsi XOPPOKC.
JIoM CTaHOBUTCSI CBOEOOPA3HBIM TBOMHUKOM TPpU3paKa CaMOyOUtIIbI,
rOeTbHBIM MECTOM, JIJIST KKJIOTO TiepecTynuBIiero ero nopor. [ToBectso-
BaTesb, eMMHCTBEHHBIN U3 KBAPTUPAHTOB 3TOTO JOMa, BIKMBAET, MTOTO-
MYy YTO MPU3BIBACT HAa TIOMOIIIb aHeeaa-xpanumens n Hebeca*. V1 BrionHe
€CTeCTBEHHO (hMHATbHOE HaKa3aHWe NOMa-3JI0fesl, KaK M IMOCIeIHETO
TPELTHNKA, TTOCEIUBIIETOCS B HEM:

Yem s6153emces 0 00bI4HO20 A8MOPA 2epoil poMana <...>, mem 045 CMUpeH-
HO2O cocmasumensi Smoil UCmopuy UOUMCs CMapbslii 00M, ¢ e20 Kupnua-
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Mu, depesom u uzeécmioil. M nocemy done eaum mue nepedams o Kpyule-
HUU, KOMOopoe 8 KOHeYHOM umoee e2o (31ocyactHblii oM — A.C.) nocmue-
210. <...>uepe3 déa 200a nocae ONUCAHHBIX Gbluie COObIMULL OM 8351 8 ApeH-
dy epau-waparaman <...> Vxazanuwlii dxceHmavmer 6 psdy ceoux 0ocmo-
UHCME He YUCAUL MPe38OCU; 00HANCObL HOUbIO, NPUHSAE 6 Ce0sl HeManoe Ko-
AUYECMB0 BUHA, OH CAYHALIHO NOONCES KPOBAMHDLIL NOA02, 0020pe cam U 0om -
Aa cocée dom™.
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Jekaterina Haritonenko

T.S. ELIOT’S AUDITORY IMAGINATION AND
HIS IMPACT ON THE ANALYTICAL STUDY OF
MUSICALISATION OF FICTION

Kopsavilkums

T.S. Eliota audiala iztele un vina ietekme uz dailliteraturas
muzikalizacijas analizi

Raksta tiek aplukotas dzejas un prozas muzikalizacijas iespéjas, daudzpusiba
un efektivitate.

Atsaucoties uz faktu, ka gan muzika, gan dzeja uzskatama par emocionalu
makslas veidu, Skiet, ka gan muziki, gan dzejnieki varétu pielietot lidzigus
izteiksmes lidzeklus, lai iespaidotu lasitaju emocijas vai paustu savéjas. Zinot,
cik lielus panakumus daudzi komponisti guvusi plasas auditorijas ietekmésana
ar savu muziku, raksta autore uzdrikstas apgalvot, ka dzejai ir vairak iemeslu
aizgut izteiksmes lidzek]us no mazikas neka muzikai no dzejas.

Paturot prata un bridinot lasitaju, ka ir vairakas metodes, ka muziku iesaistit
dzejas sacerésana, autore pievérsas T.S. Eliota dzejai, kura pieeju muzikalizacijai
vina uzskata par visdzilako un visefektivako.

Lasitaja audiala iztele, uz kuru palaujas Eliots, ir lasitaja spéja uztvert iracio-
nalas nozimes, ko pauz noteikts ritms, skapas vai skanu kombinacijas. Eliota
muzikalizacija ir unikala tris elementu sintéze, ko veido valodas akustiskas iezimes,
specifiskas muzikalas strukttras, ko izmanto dailliteratara, un literara darba
lietoto vardu semantiska nozime.

The present research started with the author’s quest for a truth
seemingly irrelevant for a language specialist: what makes the timeless
popularity of the so-called evergreen musical compositions? What makes
young musicians re-make, re-sing, and re-mix pieces like Gerschwin’s
Summer Time or Bob Thiele’s What a Wonderful World?

The ability to perceive music, that is, the realisation of the fact that
certain music can influence the spiritual and physical condition, as well
as the behaviour of a human being, is one of the unique capabilities of
the human body. Certain horizontal sound sequences (or melodies), placed
in appropriate context (harmony), appear especially pleasant or
comfortable for the human ear, and that is what makes a composition
memorable, catchy, and popular.

For sure, composers know about this human feature and use it in the
process of creation. The author’s quest here is partially of commercial
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nature: is there anything a poet can do on purpose to secure his/her poem’s
popularity — popularity that will not be time- or period-bound, but
permanent, not requiring any further promotion? The research presented
here is still at its initial stage, and there are no clear-cut answers to all the
above questions yet, but the author can already share some pegs that
could help finding interesting and useful solutions.

The notions of poetry’s eternal freshness and universal popularity
are very subjective notions indeed. One group of readers may be in
raptures over Byron and Shelley, while others would be filled with
admiration for Russian futurists and consider them the only timeless value
in the world literature. That is why the author of this article has chosen
to be subjective, too, offering T.S. Eliot’s later works (including, e.g. The
Four Quartets) as an example of evergreen poetry that may cause
whoever’s interest and please anyone’s ear for certain reasons that cannot
be explained in the framework of only one discipline.

Eliot recognised that certain music forms, sounds, and rhythms carry
a potent charge of something like social and psychological meaning that
cannot be adequately put into rational order of words. In 1933, in The
Use of Poetry and the Use of Criticism, he called this feeling for sound
and rhythm the auditory imagination. He preferred poetry to prose because
poetry provides a musical pattern that strenghtens our excitement ...
with a feeling from a deeper and less articulate level'.

Music is known to be emotional art. Its task is the reflection of the
world of emotions. In this way, up to the very end of the era of realism in
literature, music could be opposed to literature, for the latter was supposed
to reflect reality. However, as soon as the connection between the word
and the reality became vague (roughly speaking, we may say it is a charac-
teristic trait of modernism and postmodernism), a new conviction emerged
that with the help of words one can achieve the same effect as with the
help of music, that is, to inspire the listener (reader) without making him
analyse the meaning of the text. In Philosophical Investigations, Wittgen-
stein claims that as words lose connection to the world of hard objects,
they become more and more like musical notes. Understanding a sentence
is much more akin to understanding a theme in music as one may think.

In the age when self-discovery has become the most significant task
for every intellectual, the purpose of writing is to convey an emotion.
The best approach for it is intertextuality and fragmentation that allow
mixing the writings of the past together, making them collide and interact,
talk to each other, have a relation with each other. Through this relation,
the demonstration of a more delicate emotion can be achieved.
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And, actually, music is all about relationships: musicologists claim
unanimously that the elements of music acquire their function as partic-
ipants of semantic processes only through relations with other similar
elements?, music, to a much greater extent than all other types of art,
bases itself upon the relations and not upon the subjects of relations>.

Already in 1877, Walter Pater said that all art constantly aspires
towards the condition of music. At that time, the stream-of-consciousness
technique, as the most obvious forerunner of highly musicalised fiction,
still had a long way to go and develop until Virginia Woolf, James Joyce,
and Aldous Huxley would employ it for their famous modernist master-
pieces. Nor were there any clearly manifested attempts to write a musi-
calised piece of poetry or prose. Thus, Pater’s statement must have been
based on intuition, which does not, however, deprive it of any merit (for
how can the role of intuition be belittled when the question of conveying
emotions is concerned?). Pater’s concept gave a stimulus to both fiction
writers and critics, so that the least incredulous of them could accelerate
the natural process of literature aspiring to the condition of music. The
nature of music and the techniques it employs in order to convey any
kind of message are not a secret any longer, owing to the volumes of
publications on musical meaning, especially those appearing since the
modernist era in music started. The reader, in his turn, can now get an
unspeakable pleasure of being let into the sancta sanctorum of the writer’s
soul. And of his own soul as well.

There are numerous ways a writer can go in pursuit of musicalisation.
Some of those ways are wrong, for all that glitters is not gold, and all
that is about or related to music is not yet musicalisation. An ideal creator
of musicalised artistic work deals with language and music as media. An
intermedial approach to fiction-writing means a slight distrust of only
one medium being able to convey the author’s keenest emotions. The
author prefers to involve two media (literature and music in our case)
simultaneously, and thus gets the advantage of having the expressive
and communicative tools of both at his disposal.

Scholars and students often describe onomatopoeia, structural anal-
ogies to musical form, and allusions to certain compositions, as musica-
lisation, mentioning (not without a reason, of course) such authors as
Virginia Woolf, James Joyce, Aldous Huxley, etc. Also Eliot was not
strange to these musicalisation types. A jazz movement poet, he used
syncopated rhythms and distorted sequences of grammar and logic; being
musically literate, he consciously used sound clusters (alliterations,
assonance, consonance, dissonance, melody, cacophony) and transitional
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sections between high and low levels of diction (the analogue of forte
and piano) accomodating different levels of emotional intensity. Imitation
of musical rhythm and structure can be found throughout Eliot’s earliest
works — Prufrock and Other Observations, where he, according to his
own formula of jazz poetry, is rhyming lines of irregular length, with the
rhymes coming in irregular places, and using features of popular song
structure for repetitions and recurrent themes.

In his later works, however, Eliot employs music in a much more
sophisticated way. The music of poetry, he argues, is not something which
exists apart from the meaning®.

We can be deeply stirred, he says, by bearing the recitation of a poem
in a language of which we understand no word; but if we are then told
that the poem is gibberish and has no meaning, we shall consider ourselves
deluded — this was no poem, it was merely an imitation of instrumental
music’. Thus, veritably musicalised poetry is something more than imita-
tion of sound and structure: a musical poem is a poem which has a musical
pattern of sound and a musical pattern of secondary meanings of the
words that compose it, and that these two patterns are indissoluble and
one. The sound of a poem is as much an abstraction from the poem as its
sense®.

Beside all other sources and authorities, Eliot’s poetics was greatly
influenced by the school of imagists with Ezra Pound in the lead, who
was convinced it was the duty of a poet to study music, and a duty of a
musician — to study poetry’. For imagists, music was one of the primary
concerns, and Eliot was highly influenced both by the music as such, or
by what we call classical music, with all the modernist tendencies it was
undergoing at Eliot’s times, and by jazz, whose influence went much
further than the borderlines of one type of art usually allow.

It is really interesting to observe what was happening to the so-called
classical music at the end of the 19% century, with the advent of moder-
nism. Richard Wagner, whose conviction was that the most complete
work of the poet should be that which in its final realization would be
perfect music®, became famous for his compositional style, in which the
leitmotif was a melodic phrase characterizing and representing a theme,
person, or object, and capable of variations as well as connections with
other motifs to form a web of interrelationships. The technique of the
leitmotifs is as old as the ancient opera, and there had been many masters
of leitmotif before Wagner; for a usual opera composer, a leitmotif is a
possibility to signal the viewer about the approach of a situation or
character on stage or in the plot. What made Wagner so special was his
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wish to absolutise the idea of musical drama: he wanted music to do
everything, including the actors’ job. Wagner’s melodies were personi-
fications of his ideas, important situations and characters being all
described musically by a melody which became their constant symbol.
His leitmotifs ceased to be signals — they were aimed at doubling the
plot. This attempt of Wagner’s to involve features of literary narrative in
the process of composition bore quite questionable fruit: Wagner’s never-
ending melody, being a line not rounded up by a cadence, is very difficult
for perception, even for professional musicians. However, literarians
turned out to be more successful in their intermedial approach: Wagner’s
method was quickly adopted by early twentieth-century poets and
novelists’, including Baudelaire and Eliot. Thus, the vicious circle of
relations between literature and music was formed: Wagner composed
his music aspiring to the quality of a poem, and poets borrowed his
technique in order to bring their poetry closer to music.

Wagner brought the harmonic language of music to a desperate pass,
and its further development was impossible without extreme reforms.
Once Wagner lost the connection with the tonal system basis, the
ambiguity and indefiniteness had to be made the new basis. Such reforms
were carried out by Arnold Schoenberg, and it was Ezra Pound in the
Cantos who took the modernist poetics toward the literary analogue of
the Schoenbergian tone row, rows of images variously juxtaposed without
the unnecessary reaching after the dominant. Schoenberg’s notion of
composition without a key centre is often called atonality; in literature,
this principle is more often called total tonality. John Xiros Cooper claims
that the poetic analogue of a key centre is lyric subjectivity, around which
meanings are grouped. Thus, the poetic analogue of the rotal tonality
would be lyric subjectivity dispersed among the pronouns and the
indefinite points of view'. Cooper also thinks that T.S. Eliot’s Preludes
are nothing else but the imitation of total tonality in poetry!!, which
proves Eliot’s own statement that a writer culturally engaged has to be
perpetually in change and development, to alter with the alterations of
living minds associated with it and with the phases of the contemporary
world for which and in which it lives*.

One more proof to Eliot’s self-consistency in this question is his
positioning himself more as a jazz movement poet than the Great Tradition
poet'3. By 1922, the term jazz was often meant to encompass all that was
considered characteristic of the modern condition. Its way prepared by
ragtime, jazz was laden with extramusical meanings from the moment
the larger public began to hear of it'. Because of its connection with
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nightlife, and because of its Afro-American origins, which allowed it to
be figured as a primitive alternative to Western culture, jazz also became
shorthand for modern as opposed to traditional values: relaxed sexual
mores, informality, leisure rather than industry, skepticism rather than
faith, relativity in moral and aesthetic matters'>. Going far beyond the
notion of innovation in music, jazz became an emblem of an age engaged
in rejecting many of the principles, truths, and conventions of its prede-
cessor'®, So, what did Eliot mean claiming that he was a jazz movement
poet? Clive Bell, in Plus de Jazz, says that in literature, jazz appears in
syncopated rhythms and in distorted sequences of grammar and logic" .
Indeed, Eliot was called a ragged meter man because of his following the
ragtime tradition'®, and indeed, many of his works seem to have been
done meaningly incoherent, but still I would hazard a guess that Eliot
went a little further than Clive Bell’s formulated definition.

Musical form starts being present in Eliot’s works not as analogy,
but as an idea. He studies carefully the tools, with the help of which
music achieves the needed effect, and uses the tools without always
keeping to the musical form itself. According to John Adames, melody is
not the primary aspect of the music of [Eliot’s] poetry. What is more
important is how the structure of music provides analogies that help to
facilitate the expression of ideas: a poem’s figurative and literal meanings".
Eliot’s musicalisation is not only for the sake of stirring the reader’s
emotions; to a greater extent, music in his poetry exists in order to help
words express meanings, and this is the point when musical meaning, or
musical semantics, is to be considered.

Music has all the earmarks of a true symbolism, except one: the
existence of an assigned connotation, says Susan Langer?. This statement
looks logical and true, everyone would agree to it, for we have been
always taught there never are two people whose impression from one
and the same musical piece would be identical. Listening to music and
understanding it is a very subjective matter, but there are, however,
scholars who are sure that the effects music produces are predictable.

According to Mark Aranovsky, the notion of musical meaning is of
course related to the processes of understanding and interpreting. The
musicologist distinguishes between the intramusical and extramusical
semantics, the former being the primary, basic semantic layer of music,
without which no other types of meaning are possible, and the latter —
the area of connotations related to psychic phenomena (emotions, feelings,
etc.) or to the psychic reflections of external reality (visual images, asso-
ciations, etc.)?!. It is logical that poets can only rely on extramusical
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semantics, for the basic semantic layers of language and music can hardly

be compared.

Further, Aranovsky claims that extramusical semantics is more
common to one whole or at least to larger units of musical text, but it
would not be fair to deprive smaller units of it. It is indisputable that
intonation can deliver psychic movements, which means that extramusical
elements start penetrating the text through intonation already at the initial
stages of the creative process, especially when such is the author’s
intention.

Theo van Leeuwen, a film maker, jazz musician, semiotician, and
Professor of Communication at the London College of Printing, in his
book named Speech, Music, Sound, gives several examples of sound
sequences that always tend to express (or, I would rather say, evoke)
more or less the same emotions in all listeners:

e Joy: wide pitch range at high pitch level. The melody rises, then falls
sharply, then stays level or descends slightly. Lively tempo. Pitch
glides. (e.g. Joy Spring by Clifford Brown);

e Tenderness: voice at a high pitch level but with a narrow pitch range.
Melody descending slightly and undulating. Medium tempo. (e.g.
Tenderly by Gross & Lawrence);

e Surprise: voice suddenly glides up, or up and down, to a high pitch
level, then falls. Extent of the fall depends on the degree of surprise.
Medium tempo. (e.g. Sudden Samba by Neil Larsen);

e Anguish: voice at a mid-pitch level. An extremely narrow pitch range.
The melody of the pulsed syllables rises about a semitone and returns
to a mid-high level where it becomes so to speak paralyzed. (e.g. My
Heart Cries For You by Ray Charles)?.

It is hard indeed for a poet to do something in this direction. To
reach the needed effect with the help of the above theory, s/he would
have to interweave these melodic patterns into the lines of his/her poems.
Therefore, s’lhe would have to make sure that the lines in question cannot
be read with any other intonation than the one s/he expects. There are
many who would object to a poet’s ability to have such a command of
the written and spoken language, and it is not our task here to over-
persuade such opponents, because, however vividly the described ability
of intonation demonstrates the close connection between music and
language, it rather illustrates the influence of language upon music, and
not the other way round.

But there are no reasons to despair, there are other methods for a
poet or prose writer to musicalise his/her piece of writing.
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Being the phenomenon of a particular culture, semantics originates
and functions only within this culture. The process of understanding is,
therefore, closely connected with the previously acquired experience?.
For the extramusical semantics, this experience can be called musical
memory, the notion akin to cultural memory yet narrowed down solely
to the sphere of sounds and their combinations. Mark Aranovsky allows
the thought that the perception of extramusical meanings starts with the
listener recognizing fragments of his experience acquired in the course of
life. The predictability of effects produced by a certain musical material
(or musicalised poetry) is, therefore, limited by the difference in listeners’
(readers’) background; however, some combinations are inherent (like
the previously described ones).

The author’s point here is that Eliot used the principles of extramusical
semantics in his poems, both on the level of sound combinations and on
the level of associations. He does not try to make poetry sound like music
or look like a musical score. Instead, he makes the elements of language
interact according to musical principles, like musical units do, without
actually becoming music or losing any of their initial qualities. In The
Four Quartets, for example, Eliot uses there-and-back-again narrative
device in a way different from typical literary returns. As David Barndollar
puts it in his Movements in Time, in traditional narratives, development
(of characters or situations) takes place explicitly during the journey and
return, and the conclusion sums up those changes in a straightforward
way. In Eliot’s poems, the change is in the way readers view the recurrent
images, which have not changed except for their position in the poem.
The image of Rose, for instance, is explained no more in the final stanza
than in the first one. However, is new resonance in the terminal position
results from the reader’s change in perspective — a movement despite
stillness**. In this way, Eliot deprives the language of its unique ability to
explain itself, and relies fully on the reader’s emotional sensations, like
composers do when setting their musical themes in different contexts
throughout a piece.

By this brief description of what musicalisation may mean for a piece
of poetry or even prose, the author did not intend, of course, to proclaim
musicalisation a must-do for every poet who wishes to capture the reading
world, but rather to show that musicalisation can serve as one of several
brilliant ways to involve as many of reader’s senses in reading as possible.
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Barbala Simsone

DEFINEJOT NEKADZEMI: 5
DAZI TEORETISKI FANTAZIJAS ZANRA ASPEKTI

Summary

Defining Neverland: Some Theoretical Aspects of
Fantasy Genre Literature

The present article is an attempt to define some theoretical aspects of the
literary fantasy genre. The central characteristics of the fantasy genre is its
deliberate violation of the laws of reality as it presents various models of the
relation between the real and the unreal. The basic characteristic of fantasy
narrative is transformation of the impossible into fact. However, the literary
form of the fantasy genre is characterised by a high degree of formalisation and
some basic structural elements — definite, essentially uniform construction
principles of the plot, characters, and internal regularities. These basic
characteristics have been analysed in the first part of the article.

Fantasy as a narrative inspired by imagination has been a significant part of
culture since the era of mythogenesis because magical tales can be found in the
oral and written tradition of all nations. However, in specific historical periods
the possibilities inherent in fantasy narrative have been expressed in different
types of fiction. The second part of the article discusses the basic differences
between several fantastic fiction genres and fantasy literature as well as describes
the division of the fantasy genre into four sub-genres — heroic fantasy, sword
and sorcery, horror fantasy, and comic fantasy.

£

Ka katrs dailliterataras darbs, ari literaras fantazijas romans aizsakas
ar viziju jeb ideju, tacu zanra literaro formu raksturo augsta uzbuves pa-
matelementu formalizacijas pakape — noteikti, batiba nemainigi sizetiskas
struktaras, télu un ieksejo likumibu konstrukcijas principi. Fantazijas
zanra stilizéta struktura, atgadinot mita un pasakas konstrukciju, galve-
nokart balstas $o elementu savstarpéjas sakaribas un seciba. Sai raksta
raksturota fantazijas zanra definicija un specifika, vadoties no pétnieka
Dzona Timmermana uzskaititajam sesam formalajam Zanra pazimém'.

Visbutiskaka fantazijas zanra pazime ir darbibas vide —iedomata vai
hipotetiska paraléla pasaule, kas eksisté vai nu autonomi no zinamajam
dimensijam, laika un telpas, vai ari pastav tepat lidzas un mijiedarbojas
ar tam. Atkariba no $i iedalijuma fantaziju definé ka “iegremdeésanas”
(anglu val. immersion) jeb augsto un “parejas” (anglu val. transition) jeb
zemo fantaziju. Augstas fantazijas piedzivojums norisinas tikai paralélas
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pasaules ietvaros, kamér zemas fantazijas varoni celo no musu pasaules
uz paralélo un atpakal (vai otradi), brinums un realitate pastav lidzas,
abam pasaulém veidojot vienotu veselumu?. Viena darba ietvaros var
pastavét ari vairakas paralélas pasaules, reizém no masu pasaules varba-
tibas cela (kada vésturiska notikuma cita iznakuma rezultata) atskelusas
t.s. alternativas véstures versijas. Noklusana citpasaulés iespéjama ar
dazadu priek$metu un ipasu vietu (ta saukto eju jeb portalu) palidzibu,
kas sasaista realo pasauli ar mitisko, parvietojot varoni telpa un nereti
ari laika. Biezi izmantotie portalu veidi ir durvis, glezna, spogulis, skapis,
priek$meti —amulets, gredzens, gramata u.c. Ta K.S. Luisa darba Narnijas
hronikas varoni Narnijas pasaulé ieklast caur gleznu, pagalma durvim,
drébju skapi, bet Edite Nesbita gramata Apburta pils izskaidro portalu
darbibu:

To pasauli, kura mums skiet ista, no burvibu pasaules mizigi Skir plivurs —
smalks ka timeklis, caurspidigs ka stikls un stiprs ka terauds. Un, kad
cilvekiem gadijies atrast saja plivura kadu niecigu spraudzinu, ko paskir
burvju gredzeni, amuleti un tamlidzigas lietas, klist iespejams gandriz
jebkas®.

Autentiska paralélas pasaules atmosféra nozimé ari distancétibu laika
un telpa®. Aprakstitie notikumi var risinaties iedomata laika perioda
pagatné vai nakotné, bet darbibas socialais un materialais konteksts
visbiezak atbilst viduslaikiem vai vel senakam periodam. Atsevisku novir-
zienu, pieméram, t.s. pilsétas fantazijas (urban fantasy), darbos darbiba
var norisinaties ari muasdienas, tacu reti aprakstita par darba sarakstiSanas
bridi tehnologiski augstak attistita vai futaristiski orientéta pasaules
iekarta. Telpiski citpasaule var aiznemt ari valsti, pilsétu vai mazaku
geografisku vietu (pieméram, Harija Potera burvju skolu Dz.K. Roulingas
darbu sérija).

Otrkart, zanru definé pardabiska eksistence — citpasaulé javalda liku-
miem, kas nav iespéjami musu realitate. Tadé| fantazijas darbiba butisku
vietu ienem empirisko likumsakaribu apiesanas veids, ko apzime ar jé-
dzienu magija — manipulacija ar realitati ar simbolisku lidzeklu palidzibu,
kam ir butiska loma raksturu attistiba un sizeta pavérsienos. Magiju pla-
saka meéroga saprot ka harmoniju starp citpasaules iekséjam likumibam —
iztéles raditajiem elementiem jabut ta sakartotiem, lai to radita aina butu
pilniga un ticama’. Stasta gaita autors iepazistina lasitaju ar iztélotas
pasaules geografiju, tautam, kultaram, vésturi, jo lasitajs var iejusties
rakstnieka vizija par citpasauli tikai tad, ja taja ir kaut kas atpazistams
kaut vai tikai pasa stasta konteksta. Tacu darbu var sagraut nevienlidzigas
izdomas un faktu proporcijas. Ka raksta Herberts Velss:
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Tur, kur var notikt viss, nekas neizraisis interesi. Lasitajam japiekrit
spéles noteikumiem, un autoram japieliek visi speki, lai lasitajs iejustos
vina fantastiskaja hipoteze. Kad nu lasitajs ir noticejis tavai fantazijai,
atliek tikai vienas ripes: padarit parejo realu un cilvecisku. Detalas no
ikdieniskas esamibas janem ari tadel, lai saglabatu visstingrako uzticibu
sakotnejai fantastiskajai iecerei, jo katrs nevajadzigs izdomajums pieskir
visam mujkiga sagudrojuma nokrasu. Péc tam, kad fantastiska hipotéze
izteikta, véstijuma interese koncentréejas ap cilvéka jutu un ricibas
verojumu no jauna viedokla®.

Siiemesla dé| pats autors nedrikst atklati vértét savu darbu ka izdomu.
Stingrakie teorétiki, sakot ar zanra pamatlicéju Dz.R.R. Tolkinu, izsledz
no zanra darbus, kuru darbiba norisinas sapni, ka ari nonsensa jeb blénu
literataru (kuras spilgts paraugs ir, pieméram, Luisa Kerola Alise Aizspo-
gulija), kas nerada autentiskas citpasaules, bet parodé zinamo realitati.
Ka uzskata danu pétnieks Jeéte Klingbergs,

atskiriba starp fantastisko stastu un blenu dailliteratiaru ir noteikta ar
to, ka fantastiskais stasts ir pilnigi logisks, turpreti blenu dailliteratira
vispar nav, vismaz nav parasta veida, logikas’.

Kad definéti pasaules iekséjas kartibas likumi, autors var laut iztélei
brivu valu. Fantazijas darbos neiztritkstosa ir plasa spektra gan jaunizgud-
rotu, gan no mitologiskajam tradicijam aizgatu mitisku butnu un par-
dabisku speku eksistence. Antropomorfo dievibu skaits fantazijas zanra
nav augsts, toties brinumaini dzivnieki, parvértibas, pardabiskas spéjas
(lidot, klat neredzamam) un magiski priek§meti ienem nozimigu vietu.
Tacu nozimigaka par So virspuséjo slani ir darbu mitiska baze — atsauces
uz pazistamiem mitologiskiem tekstiem, kas padzilina darba uztveres
limeni un pieskir tiem papildus zemteksta slanus. Rietumu fantazijas tra-
dicija visplasak izmantotie avoti ir seno grieku un romie$u, skandinavu,
germanu un keltu mitologiskie teksti, Bibele un judeokristiga tradicija.
Atbilstosi Siem modeliem fantazijas véstijums parasti ir episki nesteidzigs,
sastopam dzejiskus iestarpinajumus, senu tekstu imitaciju un stilizaciju,
daudz metaforisku izteikumu un simbolikas.

No ta izriet tresais raksturigais zZanra aspekts — ipasa loma, kada
fantazijas darbos ieradita valodai. Valoda ir vienigais autora buvmaterials,
ar kura palidzibu tiek uzburta magiska pasaule, jo gramatu ilustracijas
visbiezak aizstaj kartes. Zanra biezi sastopamas mutvardu tradicijai rak-
sturigas fonétiskas strukttras — ritmizéts valodas pladums, formulu atkar-
toSanas, atskanas un aliteracijas, kas lauj lasitajam asociativi sasaistit
fantazijas narativu ar dzeju ka sakralu tekstu. Autori nereti izmanto spe-
ciali raditus komunikacijas kodus (pieméram, Dz.R.R. Tolkina sacerétas
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elfu “méles”). Personvardos ietverta ne tikai skaniska, bet ari saturiska
nozime, jo vards definé ipasnieka butibu. Tas saskan ar Jurija Lotmana
uzskatu, ka mitologiskaja apzina pasaulei ir nominativa iedaba, t.i., ob-
jekts un ta ipasvards tiek identificéti, kas izskaidro to, kapéc sai domasanas
modeli lietu nosauksana tiek uzlukota ka radoss akts®, ari magiski saistoss
kontrakts nosauktajam un nosaucéjam. Agrinajas sabiedribas varda
doSana signalizéja, ka cilvéks ir atzits par cilvéku ar savam socialajam
funkcijam. Pieméram, K.S. Luisa darba Narnijas hronikas, kur dziv-
niekiem pieskirtas cilvékiem lidzvértigas lomas, valoda kalpo par dvéseles
ekvivalentu, ko dava dieviba, radot pasauli un vienlaikus bridinot, ka
nekrietnas uzvedibas gadijuma tie runas spéjas zaudeés. Tatad valoda
definé radibu ka cilvécisku.

Uz raksturota fona risinas fantazijas darba sizets. Ceturta zanra pa-
zime — lielaka dala fantazijas darbu sizeta liniju reproduce ta saukto varona
mekléjuma celu, arhetipisku paradigmu, kas sastopama daudzu pasaules
kultaru mitologija un folklora. Meklgjuma butiba: varonis tiek aicinats
pamest ierasto vidi (ne tikai geografisko atrasanas vietu, bet ari garigo
vértibu sistému) un doties bistama cela, lai veiktu nozimigu misiju. Fanta-
zijas meklgjumam ir divpuséjs raksturs: varonis iziet briesmu pilnu celu
meérka sasniegSanai, paraléli veicot ari personiskas atklasmes un transfor-
macijas celu, vienlaikus sakartojot haotisko telpu gan sevi, gan ap sevi.

Neordinars varona jédziens ir piekta fantazijas pazime. Viens no zanra
pamatmotiviem ir jebkura izredzétiba — fantazijas télu sistémas centra,
ka norada Dz. Timmermans, ir ikdienisks varonis, kura parbaudijumi
parsniedz jebkadas ceribas uz uzvaru. Tadejadi fantazija liek mums ap-
tvert, ko meés varétu paveikt’. Tas apstrid pétnieces R. Dzeksones piené-
mumu, ka brinumainds fantazijas stastijumam ir minimala funkcionala
nozime, ta vestitajs ir visu redzosa, absolita autoritate, kas vesta par
notikumiem distanceta pagatne, kas savukart izsledz lasitaja emocionalo
lidzdalibu®. Tiesi identifikacija — fakta, ka lasitajs lidzjut necila varona
transformaciju mekléjuma gaita — slépjas viens no svarigakajiem fantazijas
kvalitates raditajiem.

Lasitaja lidzdalibu pieprasa ari sesta pazime: zanra tematika ir onto-
logisks, biezi apokaliptisks konflikts, kas centréjas ap laba un launa/
kosmosa un haosa spéku pretnostatijumu un nepieciesamibu tos atskirt.
Konflikta risinajuma izskirosa loma ir varona ricibai: izvéles un savu
kladu apzinasanas process velak lauj nonakt pie darba atrisinajuma ka
personigi izdzivota prieka, jo ari lasitajs ir iesaistijies iztéles piedzivo-
juma'l.
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Vesturiski fantastiska literatura nav attistijusies viendabigi, to iespé-
jams iedalit vairakos novirzienos, kas, laikam ritot, saplist vai sazarojas
talak. Tapéc attieciba uz fantazijas zanru vienu no galvenajam problémam
sagada vienota klasifikacija, jo fantazija jau no pirmsakumiem ciesi
savijusies ar radniecigam iztéles izpausmém — pasaku, fabulu u.c. Talak
raksta aplukoti vairaki fantazijai tematiski tuvi prozas paveidi, ka ari
sikak raksturots zanra iedalijums novirzienos, minéti atseviski ievérojami
autori un tipiski katram paveidam piederigi darbi.

Par agrinako fantastiska stasta formu var uzskatit brinumpasaku un
tas estétisko lidzinieci literaro pasaku, ko no véstitajas folkloras atskir
augstaka telu individualizacijas pakape un lielaka psihologiska bagatiba,
socialetiski un filozofiski visparinajumi, kas vienkarsajam, nereti tradi-
cionalajam sizetam un darbibas personam bez areja plana pieskir vel
otru planu'?. Musdienu literaras pasakas pamata ir, no vienas puses,
romantisma inspiréta tautas pasaku vaksana un tam sekojo$as stilizacijas
un imitacijas, no otras puses, apzinati raditi neliela apjoma darbi, kas
uzplauka jau 17. gadsimta Francija ka viens no pirmajiem komercialas
prozas atzariem. Biezi atkartota celojuma motiva un brinumu klatbutnes
dél dazi petnieki (Dzeks Zaips, Andzejs Sapkovskis u.c.) uzskata literaro
pasaku par fantazijas zanra pirmformu, kuru rakstnieki bagatina ar fonu
un izstradatu formu, atnemot tai nosacitibu un formuliskumu, tacu starp
pasaku un fantaziju pastav ari butiskas atskiribas apjoma, struktaras un
noslégumu tipologijas zina.

Dzivnieku fabulas saknes tradicionali meklé Ezopa dailrade, tacu
dzivnieku pasakas pirmsakumi iesniedzas vél talak vésturé. Katras tautas
folklora figuré stasti, kas izmanto dzivnieku télus, lai atspogulotu no-
teiktus faktus par cilvéku dabu. Moderna dzivnieku fantazija, kas apvieno
gan pasakas, gan fabulas elementus, ir divu veidu: 1) realistiska, kur
dzivnieki atveidoti tuvu dabiskajam, un 2) fantastiska, kur dzivniekiem
piedévétas cilvéku prasmes un ipasibas. Kaut gan fantastisku elementu
klatbutnei Sais stastos ir nozimiga loma, tomér fabulas radnieciba ar
alegoriju liedz to raksturot ka “isto” fantaziju.

Varonteikas, legendas un no tam atvasinatie bruginieku romani ir
starp fantazijas zanra tieSajiem prieksteciem. Sis zanrs izveidojas vidus-
laikos ka viena no sekularas literatiras formam, kas materialu smélas no
nesenas Eiropas véstures faktiem un daudz senakam teikam, tadé] attiek-
sme pret zanru bija divéjada: to traktéja gan ka dailliterataru, gan ka
senu legendu mantojumu, kura iespéjams atrast vésturiskas patiesibas
graudu. Anglofonaja kultara popularakais ir legendu cikls par karali Ar-
taru un Apala galda bruniniekiem, kas devis iedvesmu gan romana zanram
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(Tomasa Melorija Artira nave), gan ta sauktajam “artariskas fantazijas”
virzienam: uz $o legendu pamata savus fantazijas darbus sarakstijusi ari
vairaki musdienu autori.

Zudusas pasaules fantazijas tradiciju literatara aizsaka 19. gadsimta
autori Raiders Hegards (Kénina Zalamana raktuves) un Arturs Konans-
Doils (Zudusi pasaule). Tematika aptver stastus par nezinamam tautam
un ciltim, slepenam pilsétam un valstim, aizmirstam civilizacijam, aiz-
liegtam teritorijam un pardabiskiem spékiem un notikumiem uz §i fona.
Kaut gan dala so stastu sakotngji pretendéja uz zinatniskas fantastikas
statusu, tacu, tiklidz geografisko atklajumu dé| tiem zuda ticamiba, tie
tika klasificeti ka fantazija. Lidz ar ticamibu $is virziens zaudgja ari po-
pularitati, un musdienu fantazijas zanra saglabajusies tikai atseviski ta
elementi.

Terminu zobens un burvestibas (sword and sorcery) 1960. gadu
sakuma radija rakstnieks Frics Leibers, tacu virziens eksistéja jau vairakus
gadu desmitus pirms tam. Par virziena aizsacéju uzskata 1930. gados
popularo autoru Robertu Hovardu, kura stasti par Konanu Barbaru pie-
skira tradicionalajam piedzivojumu stastam jaunu spozumu, parnesot
darbibu no eksotiskas vésturiskas pagatnes uz pilniba fantastisku zemi.
Sis virziens radas neatkarigi no mitopoétiska romana un uzplauka galve-
nokart amerikanu lubu zurnalu stastos, ta pamata ir princips piedzivojums
piedzivojuma deél, jo autora uzmaniba koncentréjas uz sizetiskajiem
sarezgijumiem, nevis morales jautajumiem; darbibas vide atainota skopi,
dominé stereotipi virieSu — karotaju un skaistu sieviesu téli, starp kuriem
valda vienkarsotas attiecibas. Sobrid virziens ir daléji sapladis ar varopfan-
tazijas visparéjam tendencém.

Varonfantazija (beroic fantasy), ko uzskata par fantazijas pamatveidu,
ir plasaks jédziens neka ieprieksgjais, kaut gan nereti tie tuvojas un ari
kritika tiek uzskatiti par radniecigiem. Si uzskata pamata ir lidzigais pa-
mattému klasts — centralo lomu ienem varona piedzivojumi iedomata
pasaulé, kur batisku lomu spélé pardabiskais. Virziena pazimes ir deta-
lizéts paralélas pasaules apraksts (autori gramatam nereti pievieno pasaulu
kartes, valodu vardnicas, télu genealogijas un plasus pseidovésturiskus
paskaidrojumus), apokaliptisks konflikts starp labo un launo/savéjo un
sveSo (parasti izcelts kads ambiciozs, apdavinats un varaskars individs,
t.s. Tumsas valdnieka arhetips) un jaunais, naivais varonis, kas uz §i fona
spiests doties nevienlidziga cina vai bezceriga mekléjuma, lai pasauli
glabtu. Tacu sizeta elementi, kas sastopami ari zobena un burvestibu
fantazija, varonfantazija iegust papildus dimensijas, uzsverot moralo
aspektu un nereti atbalsojot kristigas étikas principus — upura nepiecie-
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$amibu un kompromisa neiespéjamibu. Tolkina darba Gredzenu pavel-
nieks krustojas divas paralélas siZeta linijas: labo un launo spéku sadursme
cina par varu pasaulé (kosmiskais aspekts), kuras laika netipiskais varonis —
sikalins — dodas gratibu pilna mekléjuma, lai iznicinatu varu sniedzoso
objektu — gredzenu (individualais aspekts); turklat pasaules liktenis ir
atkarigs no mekléjuma un varona ieksgéjas cinas, nevis grandiozo kauju
iznakuma. Apaksnozari $im zZanram veido t.s. kristiga fantazija, kur darbu
centra ir religiska veésts. Laba un launa konflikts sada tipa darbos rak-
sturots teologiskos terminos ka Dieva un satana cina, ko atspogulo varona
icksejais konflikts. Atskirigu varonfantazijas aspektu interpretaciju
piedava Sausmu un komiska fantazija.

Sausmu jeb tumsas fantazijas virziens apvieno fantastisko ar realo,
apeléjot pie arhetipiskam bailém, kas slépjas zem logikas un civilizacijas
virsslana. Tacu Sausmu fantazija (dark fantasy) nav identificéjama ar
sausmu literataru (borror fiction), kuras ievirze radikali atskiras. Batis-
kaka atskiriba ir attélota nezinama, svesa iedaba. Fantazijas “svesajam”
ir morals raksturs, to iespéjams uzveikt ar magijas/gara speka palidzibu,
parvérsot haosa spekus kosmiska kartiba. Sausmu izaicinajums ir primi-
tivais haoss, kura uzvarésana nesola triumfu, tikai fizisku izglabsanos,
identitates saglabasanu:

Fantazija launais paradas, lai varonim uzstaditu moralas dabas dilemmu,
uzskata Daiena Vagonere, kamer Sausmu literatiira tas uzrodas tikai,
lai nobiedetu. Fantazijas briesmoni ir lidzeklis celd uz mérki — varona
izaugsmi. Sausmu literatiiras briesmoni ir mérkis pasi par sevi's.

Sausmu zanra varona piedzivojums ir nevélams briesmu avots, pretgji
fantazijai, kur tas dod iespé€ju iepazist pasauli ap sevi un pasauli sevi.
Fantazija pienem, ka pasaule ir sakotnéji laba, apliecina sakramentalu
ticibu cilvéciskajam un maca iedzilinaties neparastaja, kamér Sausmu
literatiira — bégt no ta, uzsverot cilvéciskas dabas disharmoniju, turklat
ats$kiriba no Sausmu literataras fantazijas bailes raiso$o faktoru
neracionalize.

Sausmu fantaziju raksturo mistificéts, emocionali piesatinats stas-
tijuma tonis, gotiska vide, senu un modernu mitologisko butnu tematika —
zombiji, régi, vampiri. Raksturigi elementi ir metamorfozes, halucinacijas,
okultisms, fobijas, ka ari tabu témas — seksualitate un nave, kas saskana
ar Cvetana Todorova fantazijas teoriju ilustré attiecibas starp individu
un zemapzinu, atnemot lietdm un paradibam to ierastas nozimes un ap-
veltot tas ar jaunam, biedéjosam nozimém vai nozimju inversiju. Mitiskos
elementus Sausmu fantazija apvérs groteska manieré, sagraujot lasitaja
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prieksstatus par célonseku atkaribas principiem un deforméjot arhetipus,
piem., mesijas dzim$anas tému, ko varonfantazija trakté ka cerigu noti-
kumu, Sausmu fantazija izvérs démona dzimsanas tematika', savukart
varona mekléjums klust par bezgaligu rinko$anu zemapzina — vairs nevar
runat par transformacijas celu, bet par puliniem saglabat iepriekséjo
stavokli, nevis kosmosa sakarto$anu, bet haosa novérSanu. Tacu ceJojuma
caur psihologisku un emocionalu elli, izpétot cilvéciskas pieredzes galé-
jibas, varonis tomér izdzivo un gust pozitivu pieredzi. Virziena atzars ir
okulta fantazija, kura Sausmu efekts panakts, racionaliz&jot bibliskus
sizetus, izmantojot tadas idejas ka launo garu apséstiba, Antikrista dzim-
§ana utt.

Ja varonfantaziju uzliko ka mita atdzimsanu, tad komisko fantaziju
var uzskatit par mita dekonstrukciju; ta balstas uz autora spéju uzlakot
ikdienisko caur fantastiskas komédijas kaleidoskopu. $i nozarojuma
pamata ir divi galvenie aspekti. Pirmais ir varonfantazijas situaciju, télu
un tematikas stereotipu karikésana, ironiz&jot par standarta elementiem.
Tas varoni ir hiperboliskas tipisko varonu karikataras; tradicionalais
sizets, atstastits ikdienis$ka manieré, liek heroiskajam véstijumam izska-
tities smiekligam un parspilétam. Biezi varonis ir varonfantazijas prota-
gonista komiskais dublieris triksters, kura darbiba ir rituala parodija,
reglamentacijas pretinde. Pasparodijas virzienu aizsak jau Tolkins isaja
stasta Fermeris DZailzs no Hemas ciema, fiktiva tulkojuma no sena latinu
manuskripta, kura neievérojams fermeris ir spiests doties cina ar puki, jo
visi zemes bruninieki ir aiznemti, apspriezot jaunakas cepuru modes.
Faktiski ta ir varonfantazija no skeptiska musdienu vérotaja redzes vie-
dokla, tatad Seit it ka vairs nevar runat par teksta mitisko kvalitati, tacu
frivolitate biezi ir tikai maska. Otrkart, komiska fantazija parodé sabied-
riba aktualas témas, plasi pielietojot inversiju, hiperbolizaciju, vardu un
detalu mainu. Ironizgjot par bagatigu literaru, muzikalu un kinematogra-
fisku tekstu klastu, komiska fantazija liek parvértét kultarsituaciju
konkréta briza sabiedriba. Nozarojuma plasaja spektra ietilpinamas gan
humoristiskas bérnu fantazijas, gan indigas parodijas. Autors, kura dail-
radé komiska fantazija atdzima anglofonaja literatara, ir Terijs Pracets,
kura romanu sérija Diskpasaule ir spoza parodija par kanonisko varon-
fantaziju.

Bez minétajiem pastav vél daudzi fantastiskas literatiiras nozarojumi,
kas pétnieciba parasti netiek asociéti ar fantazijas zanru — nozimigakie ir
zinatniska fantastika, Sausmu literatura, ka ari utopija/antiutopija. Atse-
viski pétnieki ka fantazijas virzienus postulé&jusi ari zinatniskas fantastikas
un antiutopijas zanrus, tacu pétnieks Viljams Ervins dévé $os virzienus
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par “antirealismu”, jo fantazija atSkiriba no darbiem, kas pretendé uz
realitates aprakstu kada nakotnes versija, eksisté noslégta ne realitates
pasaulé®.

Nosléguma jaatzime, ka, ta ka laika gaita mainas ari terminologija,
neviena no §im definicijam nav uzskatama par galavardu fantazijas izpétes
joma.
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Aleksejs Taube

ALCHEMICAL SYMBOLISM IN LINDSAY CLARKE’S
NOVEL THE CHYMICAL WEDDING

Kopsavilkums

Alkimiska simbolika Lindseja Klarka romana Kimiskas Kazas

Raksta tiek aplukots alkimisko simbolu lietojums, ipasi pievér§ot uzmanibu
jédzienam kimiskas kazas un ta traktéjumam un interpretacijai romana. Lindseja
Klarka romans uzvedina uz domam par alkimisko simbolu sp&ju apSaubit un
pat graut binaro opoziciju stabilitati. Te var runat, pieméram, par viri$kibu un
sieviskibu. Sis binaras opozicijas klast savstarpéji atkarigas un savijas viena ar
otru. Kimisko kazu mérkis ir apvienot viriskas un sieviskas iezimes viena individa,
tadgjadi izdzésot tradicionali patriarhalas vértibas. Androgéna figara, kura ir
Sava romana Klarks atklaj, ka patriarhala sabiedriba ar stingri noteiktam
dzimumu lomam apvienot jédzienus Sol un Luna ir visai problematiski. Neska-
toties uz §im grutibam, alkimiskie simboli palidzés mums parvarét stingri definétas
dzimumu lomas sabiedriba, kuras neizbégami rada nevienlidzibu starp viriesiem
un sievietém.

Deeply rooted in Greek and Egyptian mythologies and philosophies,
heavily influenced by Christianity and the cabala, the Hermetic tradition,
of which alchemy is, perhaps, the most important part, can be viewed
not only as a syncretistic system of beliefs but also as a modus vivendi.
Alchemy is not just a set of practices for the attainment of the Philosopher’s
Stone. It is a path towards self-transformation by means of purification
and enlightenment. However, practical, or exoteric, alchemy is not just
an adjunct to spiritual, or esoteric, alchemy. Rather, they should be seen
as two sides of the same coin, for practical alchemy consists of a series of
symbolic acts which serve as structuring principles for the processes of
self-cognition and self-transformation’.

One of the most important of these symbolic acts is conjunctio, or
the chemical wedding of the pairs of opposites, such as sulfur and mercury,
or the masculine and the feminine principles. While traditional logic holds
the elements of the binary oppositions to be irreconcilable, the Hermetic
tradition sees them as not only complimentary but also interpenetrating
each other, so that in every sulphur there is a particle of mercury, just as
in every yin there is a part of yang. According to Peter Marshall:
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The famous alchemical wedding between sulphur and mercury, which
represents the male (Sol) and female (Luna) principles, produces the
figure of the hermaphrodite (uniting Hermes and Aphrodite). [...] The
rebis (double figure of the hermaphrodite) is a symbol of this ‘third
thing’ beyond gender which points to the underlying structures which
link bumanity together. [...] The hermaphrodite is neither one thing
nor the other. Whereas Western logic rejects the middle term between
affirmation and negation, between ‘yes’ and ‘no’, nature consists largely
of such ‘excluded middles’ or ‘thirds™.

Thus, the practice of alchemy is directed towards the reconciliation
and reintegration of the opposites both in the alchemist’s laboratory and
in the alchemist’s self, so that the attainment of gold, in which the three
Paracelsian principles of all metals (salt, sulphur and mercury) are kept
in perfect balance, is paralleled by the achievement of bodily, mental,
and spiritual equilibrium in the alchemist’s self*.

Lindsay Clarke’s novel The Chymical Wedding (1989) creates a series
of resonances between the symbolic worlds of the alchemical tradition
and the events that take place on both levels of its two-tiered structure.
In addition, it sets up another, no less potent, series of resonances, or re-
semblances, between the past and the present*. The first six odd-numbered
chapters of the novel are set in a small Norfolk village in the early 1980s,
while the first six even-numbered chapters are set in the same place in
1848-1849. The two final chapters of the novel, in which the scenes
from the early Victorian period alternate in a rapid succession with the
scenes from the end of the 20 century, bring the past and the present
together, creating a textual Hermaphroditus on the model of the alchem-
ical conjunction of the opposites.

The part of the novel set in the 20 century is a first-person narrative
by Alex Darken, a 27-year old poet who is experiencing a writer’s block
and who has retreated to the village of Munding in order to recover from
the nervous breakdown caused by his wife’s adultery. It is there that he
meets and befriends an elderly poet Edward Nesbit and his young Amer-
ican mistress and medium Laura. Nesbit and Laura involve Alex Darken
in the reconstruction of the contents of a lost book on the Hermetic
tradition written and subsequently burned by Louisa Anne Agnew in the
spring of 1849. The three of them work in the library of esoteric texts
that was once used by Louisa Agnew and her adept father Henry Agnew
and that now belongs to their descendant Ralph Agnew, who is Edward
Nesbit’s old friend. In the course of their reconstructive work, they come
across a secret in Louisa’ life, which appears to be linked to the person
whom she calls her frater mysticus. Aided by Laura’s supernatural abilities,
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they come to the conclusion that Louisa’s mystical brother was the local
priest Edwin Frere. There are numerous parallels between the plots and
themes of the two narratives. Two of the most important themes of the
novel are the process of self-transformation and the relations between
men and women. These themes are explored through the symbolic prism
of alchemy, which helps to amplify and clarify the complexities of the
self’s striving towards wholeness and fulfilment and of the mediating
role of the other.

Even though there are numerous correspondences between the
characters in the 19" century and their counterparts in the 20, it is im-
possible to establish absolute equivalencies between them as their functions
in the novel are far from identical. Indeed, a character in the 20" century
part of the novel may possess the characteristics of several characters in
the narrative set in the 19 century. For example, Edward Nesbit’s age
and interest in alchemy relate him to Henry Agnew, who is a 19" century
initiate to the esoteric tradition. Moreover, both Edward Nesbit and Henry
Agnew are failed poets. However, Nesbit’s rowdiness and overindulgence
in alcohol make him more similar to Henry Agnew’s father rather than
to Henry Agnew himself, while his first name and his hidden fear of the
feminine make him resemble the 19 century priest Edwin Frere. Similarly,
Alex Darken incorporates the characteristics of more than one character
from the past. In being a poet who is experiencing a writer’s block and a
man who is irresistibly drawn to a woman with visionary powers, he is
similar to Edwin Frere. At the beginning of the novel, Alex Darken appears
as a sceptic and a rationalist, which makes him similar to Henry Agnew’s
friend Dr Horrocks, who is a materialist and an atheist. Moreover, Alex’s
being a Cambridge graduate establishes a resemblance between him and
Edwin Frere’s wife Emilia, who, disgusted with her uneventful existence
in Munding, longs for Cambridge life and eventually returns there. In
some versions of the alchemical process, the dissolution, or decomposition,
of what the alchemists call prima materia precedes the stage of coagu-
lation, or conjunction, at which disparate, or opposite, elements are
reunited into a new whole. If the story of Louisa Agnew and Edwin Frere
is viewed as the alchemists’ prima materia, then its dissolution into
separate elements and their subsequent recombination and crystallization
in new forms closely parallels two important stages of the alchemical
Magnum Opus.

The astounding ambiguity of the alchemical symbols and the great
number of alchemical texts, each of which can be seen as a variation on
the theme of the quest for gold and/or for the Philosopher’s Stone, make
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it absolutely impossible to determine and fix the precise order in which
the alchemical process proceeds’. The very nature of the symbol in general,
and of the alchemical symbols in particular, is such that it cannot even in
principle be reduced to a single overarching interpretation. If it is, then it
ceases to be a symbol®. Nevertheless, it is possible to single out those
features that most, if not all, versions of the alchemical process have in
common. Indeed, most of the versions of the alchemical process involve
the three following stages: the initial black stage (nigredo), the middle
white stage (albedo), and the final red stage (rubedo). Writing about the
fourteenth-century alchemical text Aurora Consurgens, Peter Marshall
explains the symbolic significance of each of the three stages:

The different stages of alchemy thus mirror the long process of inner
development of the tormented and fragmented self towards integration
and wholeness. Out of the dark prison of depression (nigredo), one
emerges cleansed and whitened (albedo). After combining the male and
female principles within (Sol and Luna), the final red stage (rubedo)
sees the formation of a firm nucleus within, the Philosopher’s Stone of
the self, which comes with a new awareness and a sense of freedom.
The Stone stands for the centered wholeness of the personality, no longer
swept away by emotion or overwhelmed by the unconscious’.

At the initial black stage, the primary matter, or prima materia, is
usually subject to calcination, that is burning to ashes or powder. At this
stage, the matter is decomposed into its constituent parts. On the level of
the macrocosm, the black stage stands for chaos as the primordial
condition of the world, to which, on the level of the microcosm, there
corresponds melancholy, or depression, in a person’s soul®. This is precisely
the state of Alex Darken’s self when he first appears in Munding. It is
significant that his last name is a derivative of the adjective “dark”, some
of whose meanings are ‘gloomy, hopeless, dismal; angry or sullen; evil,
sinister; and ignorant, unenlightened’”. Darken’s first attempt to kindle a
fire in the stove of the house where he is staying fails and the house is
literally blackened with the smoke from the blocked chimney. His wife’s
adultery and his friend’s betrayal (Darken’s wife commits adultery with
one of his friends) have led Darken to depression. Left without their
support, Darken feels lost and disoriented. He feels that his life has fallen
to pieces, that his seemingly wholesome and integrated self has been
subjected to the process of decomposition, or dissolution. Instead of
dealing with his problems and with the changes in his life, he escapes
from them. He calls himself an escape-artist of the moral universe'. His
resentment at his wife and his friend’s betrayal as well as his self-pity
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make him ignore the interests and needs of his two children. What Darken
needs to do to transcend the “black stage” of his life is to learn to rely on
himself, to overcome selfishness, to develop the powers of empathy and
compassion, and not to evade responsibility behind a fagade of hurt and
self-pity.

Darken has a dream in which he is ringed by a band of crazy women,
their eyes bright with malignant purpose''. He believes that they want to
change him to their taste through some ordeal of humiliation'?. This
dream expresses Darken’s unwillingness to take responsibility for his
own life and his desire to blame his wife for the changes that have occurred
in it. It is also symbolic of his fear of the feminine aspect of his psyche,
which he needs to come to terms with and to embrace if he is to become
a fully integrated, well-balanced personality.

In an esoteric experiment conducted by Edward Nesbit, Alex Darken
picks up the Tarot card La Maison Dieu. The card shows a tower struck
by a bolt of lightening. The bolt dislodges the parapet and the tower is
engulfed by flames. There are two figures falling from the tower. Looking
at the card, Alex has an experience of becoming one with the images of
the card: first he identifies himself with the tower and then with the
falling people:

Then as I stared at the image, for a terrifying hot instant I became it.
The body of the tower was my body. I could feel the riot of flame
within. The toppling crown of the parapet was my head lurching away
into space under the impact of the excruciating stroke from the sky.
Beneath me everything familiar had begun to keel and slide, and I was
falling — not a free fall, but that sickening, bottomless plummet with
which one sometimes jerks from sleep'.

Traditionally, this particular Tarot card, known in English as The
Tower, stands for the destruction of a person’s false ambitions and
illusions'. In the context of the novel, the images on the card are symbolic
of Darken’s “fallen” state. He has been expelled from the paradisiac but
illusory security and stability of his family life, and now he has to learn
to be free and independent and to live without illusions.

Just like the whole Hermetic tradition, the Tarot cards are believed
to have originated in Egypt. There is also a link between Egypt and Gypsies
(the word Gypsy comes from the word Egypt), who may have introduced
the Tarot cards into Europe®®. On the wall of the church in Munding
dedicated to St. Mary, there is a stone figure of a pagan female deity
exposing her reproductive organs, which the villagers call Gypsy May.
The Reverend Sallis, the rector of Munding, suggests that Gypsy May
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may be a corruption of Mary Aegyptica (commonly called Mary the
Gypsy), a temple whore in Egypt who converted to Christianity'®.
Whatever its origins, the carving of Gypsy May is clearly an image of the
pagan Mother goddess, not of a Christian saint. Suggestively, Darken
compares Laura to a gypsy. The first time he sees her, he thinks that
there is a gypsy air about her. Later, he says that being looked at by
Laura was like being stared at by a gypsy'®. Laura has a volatile,
changeable character; therefore, she can be seen as an embodiment of
the alchemical principle of mercury: she relies on her instincts and
emotions rather than reason.

When Darken comes to visit Laura and Edward at the Decoy Lodge
he sees two swans gliding across the lake. The swans are named Humphrey
and Janet after the 17" century alchemist Humphrey Agnew and his
mystical sister (soror mystica) Janet Dyball. In alchemy, the swan is a
symbol of the albedo, the second main stage of the alchemical process, at
which the elements of the process are purified”. In the chapter of the
novel called “Firing”, Edward and Alex help Laura to fire the clay pots
she has shaped in a kiln, which is like the alchemists’ athanor, or furnace®.
The process of firing seems to be parallel to the alchemical stage of
coagulation, or congelation, at which sulphur fixes liquid mercury,
forming a chemical wedding (conjunctio)?'. In the process of firing, it is
the volatile fire that fixes the clay of the pots by drawing out the moisture
from it. While fire is traditionally associated with sulphur, and the quality
of volatility with mercury, there is no contradiction in calling fire volatile
because the logic based on the principle of non-contradiction is not
applicable to the alchemical symbols, which are, by their nature equivocal,
so that every element always already contains a particle of its opposite.
Thus, mercury contains sulphur and sulphur contains mercury. It’s all a
question of the relative preponderance of one quality over another and
of the shifting balance of the opposites. As it takes both Sol and Luna to
tame the dragon of the primary matter, containing both the principles of
sulphur and of mercury??, so does the firing of the pots require the efforts
of both a man and a woman, that is the participation of both major
alchemical principles, which are also active inside the furnace, where all
four main elements combine in a single process: the heat of the fire, feeding
on the air, draws out the water from the clay, or earth. After the firing of
the pots, Laura and Alex swim naked in the lake, which is like ablutio,
the stage of washing, or cleansing, that precedes the white stage?’.

If Laura is seen as mercury and Luna, and Alex, as sulphur and Sol,
then their love-making can be interpreted as equivalent to a “chemical
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wedding”. Indeed, their carnal union helps Laura to free herself from her
infantile dependence on Edward Nesbit with whom she has had a kind
of symbiotic relationship, which has effectively limited her freedom and
thus prevented her from developing and fulfilling her self. That is why
Nesbit says that Alex has helped Laura to become a “virgin”?*. She is a
“virgin” in the sense that she sees herself as an integrated, wholesome
personality who can lead an independent existence. If she chooses to
continue to stay with Nesbit at the end of the novel, it is no longer because
she needs him to feel secure and protected, but because she feels
compassion for him.

Likewise, Nesbit needs both alchemy and Laura in order to overcome
his sense of failure as a poet and his disappointment in a life lived without
love. In the Rosarium Philosophorum, a 16™ century alchemical text,
there is an injunction against the revelation of the secret of alchemy,
which Louisa chooses as the epigraph for her Mutus Liber:

Mark well: in the art of our magisterium nothing is concealed by the
philosophers except the secret of the art, which may not be revealed to
all and sundry. For were that to happen, that man would be accursed;
he would incur the wrath of God and perish of the apoplexy. Wherefore
all error in the art arises, namely, because men do not begin with the
proper substance. ... So I have not declared all that appears and is
necessary in this work, because there are things of which a man nay not
speak .... Such matters must be transmitted in mystical terms, like poetry
employing fables and parables®.

When Nesbit attempts to reveal the secret of Louisa’s and Frere’s
relationship and of Frere’s self-mutilation to Laura and Alex, he suffers
an extensive heart attack, which may be seen as roughly equivalent to
apoplexy. This can hardly be seen as a punishment for revealing the
secret of the alchemical art as it is acknowledged by both Nesbit and
Alex that the secret of the tragic end of Louisa’s and Frere’s amorous
relationship is not the real secret, the real secret being the secret of the
Hermetic art of alchemy itself, which Nesbit eventually admits he does
not know. It is much more plausible to interpret Nesbit’s heart attack as
a punishment for not living up to the principles bequeathed by the
alchemical tradition. The possessive, selfish nature of Nesbit’s relationship
with Laura and his fear of the femininity manifest in the image of Gypsy
May indicate that, regardless of his avowed adherence to the Hermetic
tradition, he has failed to integrate the principles of Sol and Luna in his
own self and thus has betrayed the principle of the conjunction of the
opposites, which is one of the cornerstones of alchemy. This is further
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borne out by the fact that in the mystical experience he has, after his
heart stops beating, his soul is not admitted to the chemical wedding
which is to be celebrated in a palace similar to the one, in which Christian
Rosencreutz witnesses the wedding of the King and the Queen, repre-
senting the opposite but complimentary and intertwined principles of
sulphur and mercury, fire and water?. Furthermore, when Nesbit helps
Laura and Alex to fire the pots, he uses the bellows, and thus appears as
a puffer, which, in the alchemical terminology, is a false alchemist who
puffs himself up.?” Instead of transmuting his personality and living
alchemy, all Nesbit does is study alchemical texts. What he is punished
for is presuming to know what alchemy is all about and for replacing the
process of self-transmutation by the process of a simple accumulation of
esoteric knowledge. It is only after his heart attack that Nesbit comes to
realize his mistakes and to acknowledge that even though there may be
the secret, he does not know it?%,

Alex Darken’s process of transmutation is far from complete when
he enters into a bodily union with Laura and thus enacts a version of the
chemical wedding. His interest in alchemy is far from unselfish or
disinterested. Indeed, when he agrees to help Nesbit and Laura with their
work in the Agnews’ library, he is mostly motivated by his desire to be
close to Laura, for whom he feels a very strong physical attraction. More-
over, when he responds to Laura’s invitation to make love to her, he
betrays Nesbit’s trust. At the moment when he and Laura celebrate their
chemical wedding, Alex has not yet purified his desire or overcome his
selfishness. In his self-transmutation, Alex is assisted not only by the
meditating influences of his study of alchemy and of his friendship with
Nesbit and Laura but also by two very vivid dreams. The most important
alchemical symbol that appears in the first of these dreams is that of a
double pelican®. In alchemical terms, a pelican is a form of a still, or
retort, shaped like a pelican pecking at its chest*. The pelican usually
symbolises either the female, mercurial principle or the Philosopher’s
Stone, or the lapis, which is capable of restoring the dead matter to life
just as the pelican is believed to be able to restore the life of its dead
children with its own blood, its red colour being symbolic of the rubedo,
or the final stage of the alchemical process’!. In the context of Darken’s
dream, in which he also sees an alchemist working together with his
soror mystica, the double pelican, or Gemini, stands for the principles of
mutuality and reciprocity, which are the underlying principles of friendship
and love. Darken breaks these principles when he betrays Nesbit, but at
a later stage of his self-transmutation and maturation, he manages to
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reciprocate his children’s need for him and his wife’s and friend’s concerns
for his well-being. Darken’s acceptance of the feminine in him, that is of
his emotionality, neediness, and vulnerability, is also evinced by the change
in his attitude to plants. When Laura first visits him in his house, she
suggests that he should water the Weeping Fig he has got there and advises
him to talk to plants. Darken’s reaction is, I’ll let the damn thing die if
want to*. Just as he rejects Laura’s advice, so does he reject the feminine
aspect of his self. At the end of the novel, however, he tells Laura that he
does take care of the plants and even talks to them?. In his second “alche-
mical” dream, Darken is told to give the keys to the Hermetic mystery to
Quakers*. After some deliberation, Darken interprets this as an injunction
to hold the contrary sides of his personality in balance even if the effort
to do so may cause him to quake®.

On a different temporal plane, Edwin Frere, newly appointed to the
Rectory of Munding, is thrown into a state of doubt and dismay by the
figure of Gypsy May on the wall of his church3¢. What he perceives as
the stone figure’s aggressive sexuality, reminds him of similarly erotic
figures that he saw in India where he tried to work as a missionary. His
deeply buried fear of the feminine, which he associates with temptation
and sin, led to the failure of his mission in India. The erotic representations
he saw in India aroused the demons of his bodily desires, and he found it
impossible to reconcile these desires with the strict rules of his church. It
is only the interference of Louisa Agnew, who explains to him the
complimentary character of the feminine and masculine principles, that
saves him from another bout of depression. Being well-versed in the
Hermetic tradition with its symbolism of the chemical wedding, Louisa
sees no contradiction between the patriarchal nature of the Christian
church and the emphasis on fertility and reproduction evident in the
figure of Gypsy May, which can be interpreted as one of the countless
versions of the universal image of the Mother Goddess®.

Even though Louisa appears as an embodiment of the conjunction of
the principles of Sol and Luna, she needs to realize her need for inde-
pendence from her father as well as to recognize and accept her bodily
desires before these two principles can be perfectly balanced and har-
monized. She does the former when she makes her father let her retreat
to the Decoy Lodge in order to write a prose introduction for her father’s
Hermetic poem; she does the latter when she confronts the ghost of her
grandfather, who was known for his intemperate behaviour, and manages
to overcome her fear of him. When skating on the ice of the frozen lake,
Louisa, Dr Horrocks, and Edwin Frere form a triad of selves which seems
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to be roughly equivalent to Paracelsus’ triad of salt, or body, sulphur, or
soul, and mercury, or spirit.* In the triad of selves on the ice, Dr Horrocks,
who is a materialist and atheist, stands for body; Edwin Frere, whose
duty as a clergyman is to take care of his parishioners’ souls, represents
soul; finally, Louisa, who has been initiated into the mysteries of the
Hermetic tradition, symbolizes spirit, which, according to Paracelsus,
unites body and soul, just as Laura connects Dr Horrocks and the pastor
by holding their hands. Their triad is broken, however, when Edwin
Frere’s wife, Emilia, who is observing them from the shore, has a
miscarriage’’. The union of Edwin Frere and Emilia is not based on
mutuality and reciprocity, and their failure to respond to each other’s
needs is indicative of their failures to achieve a reconciliation and
integration of the contrary elements of their selves. Therefore, even though
they are husband and wife, no chemical wedding takes place between
them, which is further borne out by Emilia’s failure to give birth to a
child: there can be no Philosopher’s Stone without a prior conjunction of
the opposites. Since the Philosopher’s Stone symbolizes a fully integrated
individual, who has absorbed both feminine and masculine qualities in
the process of the chemical wedding, it is clear that neither Emilia nor
Frere has achieved integrity*.

When Emilia abandons Frere and leaves for Oxford, Frere is rescued
from his deep melancholy by Louisa, who makes desperate attempts to
lead Frere to the realization that the part of his psyche that harbours
physical desires as well as the needs for care, tenderness, and company
should be harmonised with his patriarchal principles of duty and obe-
dience, rather than suppressed. However, after making love to Louisa,
Frere is tormented by guilt and shame to such an extent that he sees only
one way to resolve the resulting tension: to emasculate himself and thereby
to kill the flame of bodily desire. He perceives his self-castration as a
sacrifice to both the Mother goddess and to the male god of Christianity.
Having failed to unite the sulphuric and the mercurial principles within
his self, Frere identifies himself with both Attis and the eunuchs mentioned
in St Matthew’s gospel*'.

E. E. Kellett writes that Attis was a Phrygian youth, the son (or the
herdsman) of the Great Mother Cybele. |...] According to one story he
mutilated himself under a pine-tree and bled to death; according to another
he was, like Adonis, killed by a boar. His priests, or Galli, were eunuchs,
dedicated to the service of Cybele®. Every year on the twenty-fourth of
March, which was the third day of the festivities dedicated to Cybele and
Attis, or the Day of Blood, many young men identified themselves with
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Attis and mutilated themselves. Their severed organs were perceived as
symbols of fertility, which, after being buried in the earth, were supposed
to help to restore Attis to life. In the novel, however, Edwin Frere mutilates
himself not on the twenty-fourth but on the twenty-fifth of March, which
was the day, on which Attis’s resurrection occurred, and also the day on
which, according to many Christian sources, Christ rose from the dead*.
There are obvious parallels between the death and rebirth of Attis and
Jesus Christ and the alchemical process, in which the black stage of
putrefaction and decomposition is followed by the rebirth of matter in
the purified form of the Philosopher’s Stone*. All three cycles no doubt
reflect both the natural cycles of the seasons and of the sowing and
germination of the seed®.

The fact that Frere mutilates himself on the day of the resurrection
rather than on the day of Blood casts doubt on the very possibility of
resurrection. Indeed, in alchemical terms, no resurrection can occur
because no integration of the masculine and feminine principles has taken
place. This is also supported by the fact that Louisa conceives no child in
her carnal union with Frere. From now on, Frere and Louisa’s relationship
passes onto a purely spiritual level, but this is hardly the stage of rubedo,
at which the red elixir or gold is produced, for no reconciliation and
merging of the opposites has taken place. Also, the view of the body and
sexuality expressed in the novel is radically different from that expressed
in the classical alchemical texts. The novel suggests that the body and its
needs are to be accepted as positive and in this the novel departs from the
interpretation of the body in the alchemical tradition. Time and again,
alchemical texts insist that the body and its desires are to be purified and
transcended and that the chemical wedding is a purely spiritual pheno-
menon*. Of course, Clarke’s novel also interprets the chemical wedding
in terms of the conjunction of the principles, and not merely of the physical
bodies, but in addition to this, it also literalizes the stage of conjunctio,
which may reflect some of the interpretations of the alchemical process
in the twentieth century*’. The Hermetic tradition borrowed the Gnostic
concept of matter in general, and of the human body in particular, as vile
and evil; therefore, one of the main aims of the alchemical process is the
transmutation of the self that would free the soul and the spirit from the
prison-house of the body*. Frere, however, fails according to both of
these interpretations of the chemical wedding.

Lindsay Clarke’s novel suggests that alchemical symbolism can be
used to question and undermine the stability of binary oppositions, such
as masculinity and femininity, because it shows pairs of opposites as
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interdependent and interpenetrating rather than as distinct and separate.
The goal of the chemical wedding is the integration of “masculine” and
“feminine” qualities within each individual self and therefore the eventual
erasing of the traditional, patriarchal, distinctions between masculinity
and femininity. The hermaphroditic, or androgynous, figure, which is
the result of the chemical wedding, incorporates within an integrated
self both the qualities traditionally associated with femininity and those
traditionally associated with masculinity. Clarke shows, however, that
in patriarchal society with its strictly imposed gender roles, such inte-
gration of the aspects of Sol and Luna is far from easy or unproblematic.
Nonetheless, alchemical symbols may at least serve as our guides on the
difficult road towards the overcoming of the strictly defined gender roles
and of the inequality between men and women that such traditional roles
entail.
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Inara Peneéeze

DYSTOPIAN VIEW ON POSTMODERN WORLD IN
KAZUO ISHIGURO’S NOVEL NEVER LET ME GO

Kopsavilkums
Kazuo ISiguro romans Nelauj man aiziet ka postmoderna distopija

Dzivas butnes maksligas radiSanas iespéja ir viens no divdesmita gadsimta
zinatnes lielakajiem izaicinajumiem laika, kad ir paradijusas génu inzenérijas un
klonésanas tehnologijas. Tacu $is jautajums ir nodarbinajis ne tikai zinatniekus,
bet ari rakstniekus, kurus interesé ne tik daudz jauno tehnologiju iespéjas, bet
gan ar maksliga cilvéka radiSanu saistitas morales problemas postmodernaja
sabiedriba. Par $im problémam stasta pédéja laika rakstitie distopijas Zanra
romani, kas pievérsusies fantazijam par iespéjamo klonéto cilvéku paradisanos
musdienu sabiedriba. Viens no $adiem darbiem ir japanu izcelsmes anglu rakst-
nieka Kazuo ISiguro romans Nelauj man aiziet (2005), kas stasta par klonéto
jauniesu, vitali svarigo organu donoru, dzives izjutu vinu isaja muaza masdienu
realaja pasaule.

In the course of history, humans have always tried to guess the secrets
of nature to adjust it to their needs in order to survive. Later people
wanted to improve their qualities of life — they wanted to be better fed
and housed, to move quicker, to live longer lives. Guessing of the secrets
of nature often began with human fantasies reflected in folklore and
science fiction. Today many fantasies of the past have become realities.

One of the greatest challenges for human mind has been associated
with learning the secrets of human body, especially those linked with the
issues of life and death. No doubt, much has been achieved in medicine,
biochemistry, and pharmacy. Owing to these achievements, the quality
of human life has been improved and life expectancy has been prolonged.
Still, there has always been a dream of artificial creation of a human
being. Such possibility has been discussed in science fiction and dystopias
of the past and present. One of such creations is the Monster in Mary
Shelley’s novel Frankenstein. However, writers view this possibility not
as a blessing for the human race but rather a disaster resulting in creation
of dehumanised society with manipulative robots, as it is shown in Aldous
Huxley’s novel Brave New World.

Among the latest medical achievements promising much in the
struggle with so far incurable diseases and thus improving the qualities
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of human lives are transplantation of organs, genetic engineering and
cloning — the process of creating asexually an identical copy of DNA
fragments, cells, and organisms. The latter method is looked upon as a
possibility to create artificially humans with predetermined qualities and
eliminate hereditary diseases.

However, cloning is not only a biological and medical issue. It raises
a number of moral problems, such as the identity of the human clone, its
status in human society, responsibility of the creator, further lives of
clones, and many others. The moral problems of artificially created people
have been in the focus of attention of scientists, philosophers, theologians,
and also writers. This is one of the most discussed subjects in literature
of late, as there have appeared such prose works as Where Late the Sweet
Bird Sang (1976) by the Canadian writer Kate Wilhelm, Nine Lives (1969)
by Ursula K. Le Guin, the American writer, and The House of the Scorpion
(2002) by the American author Nancy Farmer and many others.

In English literature, one of the most impressive works of such kind
is the novel Never Let Me Go (2005) by the Japanese-born English writer
Kazuo Ishiguro (1954), the author of the Booker-prize winning The
Remains of the Day (1989). It is worthy of note that the novel Never Let
Me Go was also shortlisted for the Booker prize in 2005, when the award
was given to John Banville’s novel The Sea. In Ishiguro’s writings Never
Let Me Go together with the novels Unconsoled (1995) and When We
Were Orphans (2000) form the so-called Bewilderment Trilogy.

The novel is a retrospect first person narrative, Ishiguro’s favourite
narrative form. Once he admitted in an interview, I'm interested in
memory because it’s a filter through which we see our lives, and because
it’s foggy and obscure, the opportunities for self-deception are there. In
the end, as a writer, I'm more interested in what people tell themselves
happened than in what actually happened.

In her reminiscences, Kathy H., the principal character of the novel,
looks back at her childhood and adolescence spent at Hailisham boarding
school. Therefore the reader may expect a traditional Bildungsroman or
a schoolgirl story. But, as Margaret Atwood points out, an Ishiguro novel
is never about what it pretends to be about.* So it is also with Never Let
Me Go. The calm narrative turns into a delusion, covering the horrible
truth the reader discerns much later.

In the foreground the author brings the relationships of three school-
children Kathy, Ruth and Tommy, their mutual affection and emotional
tension. They form a love triangle, as the sensitive Kathy and domineering
Ruth are both attracted by the impulsive but honest Tommy.
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The story is told in a calm manner with typical English reticence
when the characters say more in their silences than in their conversations®.
In this respect, critics have often pointed out the affinity between Ishiguro’s
style and that of Jane Austen.

Kathy H. begins her story with identifying herself, My name is Kathy
H. I'm thirty one years old, and I have been a carer for over eleven
years*. She prides herself for being a very good carer, as her donors recover
quickly and after the fourth donation they are not agitated. With false
optimism, in a matter-of-fact manner she uses the simple terms carer,
donor, fourth donation, agitated, complete, whitecoats, recovery centre,
which at first puzzle the reader, until s/he realizes that these words are
euphemisms covering up the horrible truth about the murderous system,
in which the cloned youths donate their vital organs and after the fourth
donation they die. The obscurity of the situation is intensified by such
key-words denoting low visibility as baffling, wasn’t clear, couldn’t
fathom, hazy and uncertainty signifiers maybe, somebhow, perhaps’, thus
keeping the reader deluded and then giving a shock at the sudden discovery
of the horrible truth.

The action of the novel, unlike most science fiction and dystopian
novels, is not shifted in distant future. It is laid in a definite time and
place — English Midlands in the late 1990s. There is mention of really
existing places — Wiltshire, Devon, Gloucestershire, Norfolk, and place
names which can be commonly found in Britain — Hailsham, Cottages,
Kingsfield, Morningsdale. It gives a realistic feel to the story and an
impression of the truthfulness of the events described.

Kathy’s memories focus on the years spent at Hailsham boarding
school, an exclusive public school, which cultivates healthy life styles,
physical activities and creativity, a kind of school Ishiguro himself may
have attended when, at the age of five, he and his parents moved from
Japan to England. The school has comfortable dorms, well-equipped
playgrounds and every possibility for artistic expression. Children are
encouraged for creative abilities — poetry, drawing, painting, modelling,
handicraft. Their guardians constantly urge them, Be creative! Their works
go for sales, but the best ones are taken to Marie Claude’s art gallery.
However, nobody knows why they are chosen for the gallery. The answer
is given at the end of the novel when one of their teachers explains, We
did it to prove you had souls®. That is, the artificially created donors are
humans with feelings that should be considered.

The students at Hailsham have only names and an initial capital
letter for the implied surname. Still, there is no surname, as the young
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people have neither parents nor families. There is Kathy H., Jenny B.,
Sylvie C. The H attached to Kathy’s name may hint to Hailsham, the
school she belongs to. The choice of the place name Hailsham (with the
suffix — ‘sham’, meaning ‘false’) implies falschood of the idyll of the
establishment. Margaret Atwood draws parallels between the falsehood
of Hailsham in Ishiguro’s novel and Charles Dickens” Miss Havisham
from Great Expectations, the feeble-minded possessed avenger and
exploiter of uncomprehending children’.

The cloned youths have souls and, like human beings, they long for
love and tenderness, although they have never experienced parental love.
The need to love and be loved makes Kathy fascinated by the pop-song
Baby, Never Let Me Go performed by a fictitious singer Judy Bridgewater.
The cheap dance-hall piece for Kathy signifies motherly love she has
never experienced. I just waited for that bit that went: Baby, baby, never
let me go... And what I d imagine was a woman who’d been told she
couldn’t have babies, who’d really wanted them all ber life. Then there is
a sort of miracle and she has a baby, and she holds this baby very close to
her and walks around singing: Baby, never let me go... partly because
she’s afraid something will happen, that the baby will get ill or be taken
away from her.® Therefore the cassette with the song is Kathy’s most
precious possession. This episode sums up the tragedy of the heroes of
the novel — need and lack of human love, the problem raised also in
Mary Shelley’s novel Frankenstein.

The hopeless future for the clones becomes more obvious for the
reader in the second part of the novel The Cottages. When the young
adults reach the second stage of development, they are transferred to the
Cottages, a kind of a summer camp. They are allowed to go out and
encounter real world and people. They have access to cars and money to
go shopping. Meeting with normal makes them realize that they are
developments, not natural children of some parents. Therefore they start
looking for the possibles, i.e. possible donors of parent cells. They spy on
their lives and long for similar normal lives and careers. However, they
understand that these are only dreams, which will never come true, as
sooner or later there will come the fourth donation, after which they will
complete. Still, it never occurs to them to run away. In these circumstances,
the author’s message is unclear — whether he implies that it is lack of
willpower cultivated by the system or the moral code and stoicism of the
clones that makes them put up with the inhumane system remains for
the reader to decide.
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There is one possibility how to prolong the lives of the young donors.
It is love. The couples who have fallen in love are allowed to stay together
longer before donation. Under such circumstances, Kathy’s relationships
with Ruth and Tommy become tense. Earlier Kathy and Ruth had formed
friendship to stand up for Tommy who is bullied by other schoolmates
because he is not creative enough. Then Ruth and Tommy form a couple,
which, the fact, prolongs their lives and causes in Kathy jealousy. Still,
their turn for donation is inevitable. Ruth is the first to donate and
complete. Then she is followed by Tommy. Ruth becomes the carer for
both of them. In face of death, the donors sum up their lives and ask the
question, what remains after human life is completed. For them it is
precious memories about their friends. As Kathy puts it, The memories I
value most, I don’t see them ever fading. I lost Ruth, then I lost Tommry,
but I won’t lose my memories of them.” As long as there are memories
about people, they are alive.

Though the novel speaks about death, the word death never appears.
After Ruth and Tommy have completed, Kathy becomes a donor. She is
fully aware of the fact that soon she will complete, too. Summing up her
life, Kathy recalls the most precious moments of her short life — memories
about Ruth and Tommy, the only possessions she has. Her last impression
of the normal world is highly symbolic. It is a view of a barren field of
ploughed up earth, enclosed by lines of barbed wire, littered with rubbish,
as if symbolising the barren lives of clones.

The novel is not a pleasant conforming book. It raises questions about
humanism in dehumanised postmodern world — how moral it is to save
human lives at the expense of other humans, who makes the choice whom
to save and whom not, what/who is a clone, who owns a human body
and many others. So far under the Convention for the Protection of Hu-
man Rights, signed in Paris in 1998, cloning of human beings is prohibited
in most countries of the world.

Many reviewers hold the view that Never Let Me Go is neither science
fiction nor dystopia, since it does not exactly deal with cloning, but rather
with human problems in the present-day postmodern society. However,
good science fiction is always about human condition in new circum-
stances, and Ishiguro’s book sounds like a warning for the human race of
possible physical and moral disasters modern technologies may bring
about in the contemporary postmodern world.
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Sandra Meskova

IRACIONALA DIMENSIJA IANA MAKJUANA
ROMANA BEZGALIGA MILESTIBA

Summary
The Irrational Dimension in lan McEwan’s Novel Enduring Love

Ian McEwan’s novel Enduring Love (1997) as well as his other novels focus
on the irrational in the structure of the subjectivity of his characters revealing
the presence of the tragic and the sublime in the ordinary human experiences.
The novel regards the irrational aspect of the experience of love by differen-
tiating between the ‘normal’ and ‘pathological’ forms of love that mirror each
other in a multitude of dimensions creating an overall impression of the com-
plexity and mysteriousness of the phenomenon of love. The present article regards
four aspects of the ‘mystery of love’ as revealed in the novel: the mysterious
origin of love; the mystery of communicating love; the consummation of love
according to the interpretation of its essence; the actual and phantasmatic
character of love.

Milestibas patologiskas izpausmes ne tikai saskaras, bet ari daleji
duble to, kas tiek uzskatits par normalu, tapec mums nav viegli pienemt,
ka miisu visaugstak vertetds jutas var ietiekties psibopatologija’.

Milestiba, dvésele, psihe — tie ir nesaraujami saistiti jédzieni, kas
gadsimtiem ilgi ir kalpojusi, lai apzimétu un izteiktu to, kas veido cilveka
interioritati, iek$&jibu — apslépto, neredzamo cilvéka batibas dalu. Aréjais
un iekséjais, miesa un dvésele, divas substances, kuras krustojas un saskel
cilveku, - lai cik vienkarsoti neskistu $ie jédzieni 21. gadsimta sakuma,
péc tam, kad 20. gadsimta modernisma kultara ir nakusi klaja ar veselu
plejadi jaunu ideju par subjektu, apzinu, neapzinato, tomér tie atgriezas
arvien jaunos veidos un rod arvien jaunus risinajumus.

Postmodernisma paradigmas ietvaros ieziméjas jaunais fundamen-
talisms ka reakcija uz modernisma aizsaktajam un postmodernisma iz-
smalcinatajam miklam, Saradém, spélém, fantazijas uzliesmojumiem?.
Tam ir dazadas formas — skaidribas un viengabalainibas pseidosinkrétisma
mekl&jumi kada no pirmsmodernitates Rietumu domasanas sistémam,
Austrumu pseidoreligiskie modelejumi, jaunas hibridizétas sistémas, scien-
tisma atgrieSanas reducéta mitologizéta forma.

20. un 21. gadsimtu mijas kultara:

1) atklaj jaunas fantasmatiskas konfiguracijas;
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2) meklé patvérumu kada no agrakajam sistémam, pielagojot to mus-
dienu cilvéka domasanai;

3) meégina rast jaunas dzivotspéjigas formas postmodernisma kultaras
raditajos prieksstatos.

Runajot par literataras attistibas tendencém 21. gadsimta sakuma,
tas atspogulo So visai komplicéto situaciju, arvien vairak pievérsoties
ontologiskas dabas jautajumiem, ne tikai atainojot realitati — objektivo
(pasaule, sabiedriba) un subjektivo (cilvéks, apzina) —, bet uzdodot jauta-
jumus: kas ta ir par pasauli, kas tas ir par pasaules atveidojuma modu,
kada ir tas atskaites sistémas, no kuras més raugamies, genealogija, kadi
ir cilvéka eksistences mehanismi un ko tie pauz par cilvéku?. Citiem var-
diem, ta ir postmodernisma kultaras pasrefleksiva daba, kas substancialo
trakte ka tekstu, kas atspogulo pats savas rasanas un pastavésanas nosa-
cijumus un dinamiku. Notiek izzinosas, sistematizéjosas, analitiskas —
racionalas — ievirzes atkapsanas reflektéjosas, jautajosas, neskaidribas
mekléjosas — iracionalas — prieksa. Iracionalais ir viena no butiskakajam
kategorijam un teksta struktarelementu izveides un saistibas principiem.

Iracionalais ir ta teksta dziluma dimensija, kura saplast vienkop divi
skietami pretpoli — pasrefleksivitate un metatekstuala, fundamentalisma
viengabalainibas iluzija —, atgadinot, ka, lai kadu pasaules atveidojuma
modu més nepienemtu, neizpreparétu un neapgitu, tas nekad neaptvers
visu un vienmeér izradisies, ka lidzas tam iesp&jami ir bezgala daudz citu.

Anglu rakstnieks Ians Makjuans (Ian McEwan, dzimis 1948. gada)
ir viens no tiem musdienu autoriem, kurus visai grati klasificet. Vins
darbojas ka romanists kops 1975. gada, savos darbos atgriezoties pie
divam galvenajam témam — milestiba un nave, varigjot tas un laujot tajas
atpazit gan $o tému risinajumu paradigmas Rietumu kultara (romantiska
milestiba; nave ka transcendence), gan ari visai specifiskas, ipasi masdienas
aktualizétas izpausmes, ka homoseksuala milestiba, erotomanija, sado-
mazohisms, izsmalcinati vardarbibas aspekti. Vins$ apspélé kultaras shé-
mas (kas dazkart robezojas ar masu kultiras shému izmantojumu), taja
pasa laika piedavajot niansétu noteiktu aspektu izgaismojumu, balanséjot
uz visparzinama un pilnigi nepazistama robezas, kas izraisa emocionalu
soku, intelektualu atskartu un baudu no negaidita.

Iracionalais Iana Makjuana romanos ir klatesoss gan personazos, to
subjektivitates struktira un tas izpausmeé darbiba, tatad ari sizeta vei-
dojuma, véstitaja balss manipulacijas ar lasitaju, peksni liekot pazistamaja
ieraudzit sveso, ikdieniskaja atklajot tragisko vai cildeno — spéléjoties ar
skietamam opozicijam, lai paraditu, ka tas ir savienojamas, tacu neveido
visaptverosu, sakarigu kopainu —, un romana beigas més paliekam ar sa-

155



jutu, ka viss ir daudz divainak un sarezgitak, neka gribétos vai varétu
domat. IepriekSminétas iracionala izpausmes visai interesanti izpauzas
Iana Makjuana romanos SvesSinieku mierinajums (The Comfort of
Strangers, 1981), Amsterdama (Amsterdam, 1998), Sestdiena (Saturday,
2005), ka ari romana Bezgaliga milestiba (Enduring Love, 1997), ko
varétu uzskatit par rakstnieka meistardarbu.

Romana Bezgaliga milestiba darbiba sakas ar divu milétaju, Dzo un
Klarisas, kas jau ilgaku laiku dzivo kopa, sarikoto pikniku par godu
Klarisas parbrauksanai no komandéjuma. Piknika laika vini klast par
lieciniekiem nelaimes gadijumam ar gaisa balonu un ari par $i notikuma
lidzdalibniekiem: censoties glabt vadibu zaudgéjusaja gaisa balona iera-
vusos zénu, Dzo kopa ar citiem viriem, kuri atsteigusies paliga, mégina
ar savu svaru novilkt balonu uz zemes, tacu tas neizdodas, uzpus véjs,
balons sak celties gaisa un viri cits péc cita nolec leja. Tikai viens no vi-
niem — DZons Logens - paliek karajoties balona virvé un péc kada laika,
kad balons jau ir augstu gaisa, nokrit un nositas.

Tragiskais atgadijums klust par pavérsiena punktu Dzo dzivé, pirm-
kart, tadel, ka notikusi konfrontésanas ar navi, kas cilvekam ir smags
parbaudijums, jo ne tikai atgadina par vina pasa mirstigo dabu, bet ari
atklaj vina lidz §im neapjaustos savas “butibas” vai identitates aspektus,
ka tas izsmelosi atveidots eksistencialisma ideju iedvesmotaja 20. gadsimta
literattra. Dzona Logena nave izraisa $ausmas, vainas apzinu, paspar-
metumus un saasina jau ta diezgan akato pusmuza krizi, ko izjut DZzo:

Es neesmu nekas, un Seit nav neviena, kas par mani varétu paripéties*.

Es sev neugzticéjos. [..] cik negodigi més reizém médzam sagrozit
patiesibu®.

[..] es atkal saasinati izjutu jau labi pazistamo neapmierinatibu. Ta laiku
pa laikam atgriezas pie manis, lielakoties tad, kad biju nelaimigs kada
cita iemesla def°.

Es vel aizvien nespeju atbrivoties no sajitas, ka zinatne esmu cietis
neveiksmi un ka mana pasreizeja nodarbosanas ir tikai tada parazitiska
knibinasanas’.

Otrkart, sis notikums saved kopa DZo un DZedu Periju, kurs kaisligi
iemilas DZo un sak vinu vajat ar telefona zvaniem, véstulém, uzmacigiem
tuvinasanas méginajumiem. Izveidojas milestibas trissturis — dazas Dzo
reakcijas uz Perija milestibu Klarisai $kiet savadas, savukart Dzo ir emo-
cionali iesaistits, izjutot bailes, nepatiku, tacu ari interesi par situaciju ka
tadu un censoties to atrisinat; tadéjadi Perijs nostajas starp Dzo un Klarisu,
vina milestiba kltst par parbaudijumu DZo un Klarisas milestibai; un, ja
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kopigi pardzivotais nelaimes gadijums un DZona Logena nave vinus
satuvina, tad Perija milestiba — atsveSina.

Turpmakais ir So savdabigo attiecibu risinajums, kas partop milestibas
izpété: Perija erotomanija lieck Dzo domat par milestibu vispar, tas nozimi
vina attiecibas ar Klarisu un vina dzive. Tadejadi romans, no vienas puses,
piedava milestibas attiecibu atveidojumu, turklat divas formas: hete-
roseksuala — reala, “normala” milestiba un homoseksuala — maniakala,
patologiska. No otras puses, sniegta zinatniska milestibas fenomena izpéte
no psihiatriska viedokla, nemot véra to, ka milestiba ir jatu, cilvéka iek-
$€jas pasaules, psihes fenomens. Tadéjadi “patologiska” milestiba atspo-
gulo “normalo”, izcelot abas milestibas formas radniecigas iezimes, kas
biedé gan Dzo, gan Klarisu, gan ari lasitaju. “Patologiskas” milestibas
izpéte sniegta zinatniska diskursa stilizacija, atsaucoties uz konkrétiem
pétijumiem, izmantojot zinatniska izklasta un argumentacijas panémienus,
savukart “normala” milestiba atklajas literaraja diskursa — caur milas
stasta sizetu. Abu milestibas formu un ari abu diskursu krustpunkts ir
milestibas nosléepums. Turpmak uzmaniba tiks pievérsta Cetriem $i noslé-
puma aspektiem.

Milestibas rasanas mikla

Ka Perijs vélak izmisigi mégina paskaidrot Dzo, milestiba uzliesmo
jau pirmaja bridi, kad abu skatieni satiekas péc tam, kad visi ir redz&jusi
nokritam DZona Logena kermeni un iestajies apjukums, ka rikoties talak.
Izdzivojuso solidaritate vainas apzinas prieksa rada spécigu emocionalas
spriedzes lauku, kura dzivibas ka intensivas klatbutnes izjuta viegli trans-
forméjas sarezgita pardzivojumu kedeé: tuviba, jautajums un atbilde, sapra-
$anas bez vardiem, vienota pardzivojuma izjuta, kas rada augsni milestibas
jatam. Zimigi, ka Klarisa $aja bridi ir apskavusi Dzo no aizmugures,
piespiedusi seju vina mugurai un DZo cauri kreklam sajut vinas asaru
mitrumu, tacu vina skatiens ir pieversts Perijam, kura acis vins redz sapigu
jautajumu un nodoma: Sis cilveks ir Soka. Vins grib, lai es vinam palidzu®.

Romana pielikuma pievienotaja Dzeda Perija slimibas vesture, atsau-
coties uz S. Erieti un M. Mesa redigéto Psibiatrijas rokasgramatu, noradits,
ka Perija erotomanija kalpo ka aizsardziba pret depresiju un vientulibu’,
kada vins bija nonacis péc mates naves un mantojuma sanemsanas, atsa-
koties no darba un izol€joties no lidzcilveku sabiedribas. Tacu savu neap-
zinato vajadzibu péc tuvibas vins projiceé ilazija par to, ka Dzo ir vina
iemilgjies un vins uz $im jutam atbild. Tas zinama meéra sasaucas ar DZo
atmina atsaukto attiecibu sakumu ar Klarisu, kad vins centas atbildét uz
vinas dailrunigajam milestibas vestulém, kuras vina savukart iedvesmojas
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no DZona Kitsa, sava literatirzinatnes izpétes objekta, véstulém un roman-
tismam raksturigas milestibas izpratnes. Tadéjadi atklajas milestibas daba,
kas saknojas individualajas un kultaras imaginarajas konstrukcijas.

Milestibas komunikacijas noslepums

Péc Dzeda Perija domam, pirmo soli milestibas atklasmé sper Dzo,
draudzigi pamadams vinam un sacidams: Viss kartiba. Tas liek Perijam
sekot DZo, kad tas absurda apnemiba, apsaubidams naves iespéju, dodas
sniegt palidzibu Logenam vai varbut parliecinaties, ka vins patiesam ir
miris. Perijs to iztulko ka izmisuma soli un piedava Dzo atvérties ticibai,
kas vieniga spej atsvert bezspécibu naves prieksa. Ja Dzo kopa ar Periju
nomestos celos un vienotos lagsana pie mirusa kermena, ta butu visin-
timaka saskarsme un apliecinatu vinu kopibu, tatad ari milestibu. Tacu
Dzo nav ticigs un atsakas lugties, komunikacija starp viniem izjuk un
Perija turpmakie uzmacigie tuvinasanas meéginajumi tiecas to atjaunot,
Dzo atvairisanos skaidrojot ar spitibu, bailém, cietsirdibu un méginot
nolieguma saskatit piekrisanu, vélamo uzdodot par esoso.

Lidzigas iezimes vérojamas ari Dzo un Klarisas attiecibas. Kaut ari
vini pastavigi izrada viens otram savu pieker§anos un interesi sarunu,
fiziskas tuvibas, davanu, ricibas cela un galu gala viniem ir izveidojusies
sava milestibas “valoda”, tomeér komunikacija ik pa laikam nojuk, vini
viens otru parprot, projicé savas izjutas otra ricibas motivos. Ta, pie-
meéram, savu nepilnvértibas sajutu DZo projicé aizdomas par Klarisas
iespéjamajam Saubam, vai vina patiesam mil DZo, nespeédams saprast,
ko $i pievilciga jauna sieviete saskatijusi vina — pusmuza neveiksminieka.
Sajutusi Dzo aizdomas, Klarisa parspilé vina sakotnéjos meéginajumus
noslépt Perija uzmaksanos, saasinati uztver vina trauksmi un bailes, kas
noved pie konflikta un atsvesinasanas. Komunikacijas kods ir pastavigi
japarbauda un jaatjauno: ko nozimé $i glastu valoda, sis reakcijas, Sis
noskanojums? Cik tas viss ir trausls, par to liecina tas, ka, notikumiem
saverpjoties krasak, milétaji attalinas un atgrieSanas vienam pie otra nebut
nav tik vienkarsa.

Butiska milestibas komunikacijas forma ir véstules — véstijuma ievitas
Perija daudzas vestules Dzo, Klarisas véstule Dzo péc Perija pasnavibas
mégindjuma un pieminétas Klarisas un Dzo vestules viens otram vinu
attiecibu sakumposma. Tas visspilgtak atklaj milestibas paradoksu — inti-
mas atklasmes monologu prombutnes moda. Perija veéstules ir véstules
bez adresata; DZo sanemtas veéstules lasa pa diagonali, galvenokart mek-
1&jot iespéju tas izmantot ka pieradijumu vardarbibas draudiem, ko varetu
iesniegt policija; no psihiatriskas klinikas rakstitas vestules Dzo vispar
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netiek nosutitas, bet tiek pievienotas Perija slimibas vésturei. Ari Klarisas
vestules DZo liecina, ka vini sarunajas dazadas valodas; vina stilize tajas
romantisma diskursu, savukart DZo — popularzinatnisko, uz faktiem
balstito, tacu véstijuma forma ietérpto diskursu. Fran¢u poststrukturalists
Zaks Derida darba Pastkarte: no Sokrata lidz Freidam un talak (La Carte
postale: de Socrate a Freud et au-dela, 1980) apspélé véstules un tas adre-
sata attiecibas, noradot, ka véstule, jo ipasi milestibas véstule, faktiski
vienmer adreséta tresajai personai'. Vestule ir rakstibas struktura, kas
turpina rakstit subjektu ta prombutné no teksta projicétas nozimes, ta-
déjadi milestibas jutu izpausme véstulé ir tekstuals fabricéjums, kas ir
tikpat atskirigi lasams ka jebkurs cits teksts.

Milestibas piepildijums saistiba ar milestibas butibas izpratni

Romana romantiskas milestibas koncepcija dekonstruéta tadéjadi,
ka Perija maniakala milestiba ietver butiskus romantiskas milestibas
aspektus: ta ir gariga, aseksuala milestiba, kurai ir augstaks merkis un
ipasa misija. Perija tuvinasanas DZo nav seksualas dabas, vins vélas pie-
verst Dzo ticibai, par milestibas augstako izpausmi uzskatot milestibu
pret Dievu. Prieksstats par milestibas garigo dabu lauj vinam ari péc
vairak neka pusgadu ilgas uzturésanas slégta psihiatriska klinika turpinat
véstulés apliecinat savu milestibu un uzturét parliecibu par to, ka ari Dzo
vinu mil. Si cildena milestibas izpratne ir saistita ar Perija diagnozi; vina
slimibas vésturé lasam:

Vina attiecibas ar Dievu bija personiskas, tapéec tas varéja aizstat citas
tuvas attiecibas. Tadejadi misija “aizvest R. [Dzo — S.M.] pie Dieva”
varétu but uzskatama par meginajumu izveidot absoliti pilnigu intra-
psibisko pasauli, kura P. [Perija — S.M.] religiskas jitas un maniakala
milestiba varétu saplist kopa''.

Saja konteksta Dzo milestiba pret Klarisu kiet “zemaka”: taja batiska
loma ir seksualai tuvibai, ta cie$ no situacijas raditas spriedzes, kad, nerau-
goties uz kopa pavaditajiem gadiem, starp milétajiem rodas nesaskanas
un atsvesinasanas. To, ka tas ir parvarétas, meés uzzinam tikai no romana
pielikuma ievietotas Perija slimibas véstures, kur, aprakstot De Klerambo
sindroma slimnieku upuru situaciju, minéts, ka vini ir paklauti ilgstosai
uzmadcibai, vini dzivo pastaviga stresd, cies no fiziskiem un seksudliem
uzbrukumiem un pat tiek nogalinati. Kaut gan saja gadijuma R. [Dzo
Rouzs — S.M.] un M. [Klarisa Melona — S.M.| péc kada laika partraukias
attiecibas atkal atjaunoja un velak adopteja bernu, citi upuri ir bijusi
spiesti skirt laulibas, emigret vai sakara ar ilgstosajam ciesanam, kuras
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viniem sagadajusi slimnieki, pasi meklet psibiatrisko palidzibu'?. Tadgjadi
“patologiska” milestiba ir tuvaka idealizétajai romantiskas milestibas
koncepcijai. Turklat ari “normala” milestiba starp DZo un Klarisu vedina
domat par noteiktam “patologiskam” iezimém, pieméram, izteikta atka-
riba no iemilota klatbutnes, kuras pamata ir melanholija vai pat depresija.
Ta Dzo sajut bezgaligo vienvirziena domu cietumu®, kura vin$ gaida
Klarisu atgriezamies no darba un aizpildam tuk$umu ar savu klatbatni:

Es skatijos uz dinu un pratoju gan $a, gan ta. Sobrid man vislielako
problému radija tas, ka pavadit laiku lidz Klarisas parnaksanai. Zindju,
ja tagad nepienemsu sapratigu lemumu, es tikai domasu un dzersu. [..]
Sadu tuksuma sajiitu jau pazinu, un vienigais cels, pa kuru no tds varéja
izk[it, bija darbs. [..] Darbs bija tikai izvairisands — par to es nesaubijos
ne mirkli. Es neatradu atbildes uz saviem jautdjumiem un nespeéju
izteloties, ko man nesis nakotne'.

Romana ir iespéjams saskatit ironisku paraléli starp DZo un Periju:
ari Dzo ir sev izveidojis zinamu noslégtu pasauli, ko veido vina prieksstati
un uztvere, kas, no malas raugoties, skiet neadekvati. Pirmais uz to norada
Perijs, kurs, izlasijis visus DZo publicétos rakstus, kuros vins apraksta un
klasificé citu veiktos zinatniskos pétijumus, rezumé veéstulé: Jis esat tir-
gotays, starpnieks, noalgots reklamas agents, kuram jaiesmeré citiem
cilvekiem sava prece. Cetru furnalistikas gadu laika ne varda par tadam
istenibas kategorijam ka milestiba un ticiba®. Dzo pasaules uztvere
saknojas zinatné, vina instrumenti ir racionalais prats un logika, kurus
vins absolutizé ka patiesibas atklasanas lidzeklus. Tadéjadi Dzo parstav
Rietumu kultaras scientisko ievirzi, kas, neraugoties uz 19. un 20. gad-
simta modernitates krizi, turpina pastavét un atdzimt jauna forma. Klarisa
to dévé par jauno fundamentalismu un norada uz ta relativo, nestabilo
pamatu: Pirms divdesmit gadiem tu un visi tavi draugi bijat socialisti. Jus
visas nelaimeés vainojat vidi. Tagad jus esat nokluvusi genu slazda — nu
visam iemesls ir tikai un vienigi geni'®! Sava SkirSanas véstulé Klarisa
Dzo realitates izjutu raksturo ka maniju, faktiski novelkot paraléli starp
vinu un Periju’”. Tronija slépjas Klarisas un Perija reakciju uz Dzo problému
salidzinajuma: Klarisa censas no tas distancéties, saglabat savu iekséjo
mieru, atsakoties no tuvaka kontakta un beigas aizejot dzivot citur, kameér
Perijs ir gatavs glabt DZo visiem lidzekliem:

Jisu protestos pret Dievu var saklausit liigumu izglabt Jius no Jusu pasa
logikas slazdiem. |[..] Jiasu prats ir aizslégts, Jiusu aizsardzibas ieroci
sagatavoti. Tas Jus apmierina, tapéc Jis sev nesakat par mani: vins ir
traks. Paliga! Tur ara stav kads virietis, kas man piedava savu un Dieva
milestibu. Izsauciet policiju, izsauciet atro palidzibu! DZo Rouzam nav
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nekadu problemu. Vipa pasaulé viss ir kartiba, viss sava vieta, problemas
rada vienigi DZeds Perijs, Sis kliniskais idiots, kas stav uz ielas ka ubags,
lai uzmestu skatienu iemilotajam un piedavatu vinam savu milestibu's.

Milestibas realais vai fantasmatiskais raksturs

Tas saistas ar jautajumu, cik liela méra milestiba sp€j izpausties realas
cilvéciskas attiecibas un cik liela méra ta paliek ka galgji subjektivs
pardzivojums, kuru nav iespéjams ne izteikt, ne parkodét realitaté. Para-
doksali, tacu Perija fantasmatiska milestiba lauj vinam dzivot svetlaimiga
parlieciba par milestibas istumu, iemilota prombutne to tikai nostiprina:

Es dienu péc dienas pelnu miusu laimi, un mani neuztrauc, ka tas varbit
aiznems visu manu muzu. Tikstos dienas — $i ir mana dzimsanas dienas
vestule Jums. Jis to jau zinat, bet man gribas vélreiz atkartot, ka es Jis
dievinu. Es dzivoju tikai Jums. Es milu Jus. Paldies, ka milat mani, pal-
dies, ka piepemat mani, paldies, ka atzistat to, ko es daru miisu milestibas
varda. Sutiet man atkal jaunu vesti un atcerieties — ticiba ir prieks.
DZeds"

Periju uztrauc un padara agresivu tiesi iespéja satikt DZo, jo ta uztur
nemitigu frustracijas fonu, kas akumuléjas un izpauzas agresijas draudos
un vardarbiga riciba — Perijs noligst algotus slepkavas, lai nonavétu Dzo;
kad tas neizdodas, mégina Dzo un Klarisas klatbatné izdarit pasnavibu.
Maniakala milestiba ir intrapsihisks fenomens, kas saskana ar slimibas
vésturé minétajam pesimistiskajam prognozém ir visilgstosaka milestibas
forma, kas parasti turpinas lidz pacienta navei*’. To neskar dzives norisu
un cilveku savstarpéjo attiecibu izraisitas parmainas, ka tas vérojams
Dzo un Klarisas gadijuma, tadéjadi tiesi “patologiska” milestiba ir idealais
atskaites punkts, kas atklaj i fenomena noslépumaino dabu.

Psihiatriskais diskurss romana papildina literaro un piedava atbildes
uz $im miklam, tacu tas ir derigas tikai Dzedam Perijam diagnosticéta
De Klerambo sindroma izskaidrosanai; par milestibu, kuras dalijjums
“patologiskaja” un “normalaja”, ka redzam, ir nosacits un bezjéedzigs,
tas neko vairak nepasaka. Kas ir tas, kas pievelk un notur kopa Dzo un
Klarisu, kas Jauj vigiem arvien no jauna meklét celus uz tuvibu, parvarét
aizvainojumu un atsalumu; kapéc Siem cilvékiem — neveiksmigajam pus-
muza fizikim, kurs$ cie$§ no mazvertibas kompleksa, un jaunajai, pievil-
cigajai, veiksmigajai literaturzinatniecei — vispar jabut kopa, vai ta ari
nav patologija un kads vél varda nenosaukts sindroms — Siem jautajumiem
atbilzu nav. Nekads zinatnisks racionalisms nespéj uzveikt to, kas paliek
noslépums. Ari21. gadsimta cilvékam bus iespéja turpinat minét muzsenas
miklas.
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RELIGIJU VESTURE.
ESTETIKA. FILOZOFIJA

Teuvo Laitila

FROM ‘HERESY’ TO ‘FOLKLORE’: ‘IRRATIONAL’
POPULAR RELIGION AND ITS ‘RATIONAL’ CLERICAL
AND SECULAR CRITIQUE IN THE FINNISH KARELIA

Kopsavilkums

No keceriguma uz folkloru: iracionald tautas religija un tas

racionala klerikala un laiciga kritika somu Karelija

Raksta aplukoti tautas religijas jautajumi un tas oficiala kritika somu Karélija
laika posma no Somu kara lidz Otrajam pasaules karam racionala un iracionala
konteksta. Tautas religija tradicionali tiek traktéta ka iracionala, un tas kritizétaji,
sakuma baznicas parstavji, péc tam laicigie intelektuali, paudusi uzskatu, ka
tikai vipu domasanas veids ir racionals. Raksta tiek analizéts, ka racionalie bazni-
cas parstavji un inteligence uztveéra tautas religiju un ka tie veidoja prieksstatu
par tas iracionalitati.

Christianity, mainly in its eastern form, was introduced and rooted
in the Finnish Karelia, that is, in the Karelian Isthmus and around the
western shores of the Lake Ladoga, between ca 8" and 16 centuries. In
the early 17t century, the area was annexed to Sweden, to which also the
present territory of Finland belonged to. A century later Russia conquered
Karelia and the present south-eastern Finland, and after the so-called
Finnish War in 1808-09, the rest of Finland was annexed to Russia as a
Grand Duchy. In 1812, the Finnish Karelia was incorporated into the
territory of the Grand Duchy. In 1917, Finland declared independence.
The Finnish Karelia remained part of Finland until World War II.

In what follows we will map out popular religion and its official
critique in the Finnish Karelia from the Finnish War to World War IT as
an interplay between the ‘rational’ and ‘irrational’. Our argument is that
popular religion has been long dubbed as ‘irrational’, because its critics,
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first clerics and afterwards also secular intellectuals, held the notion that
only their way of thinking was ‘rational’. We will try to show what the
‘rational’ clergy and intelligentsia meant by popular religion and how
they constructed its ‘irrationality’'.

Popular religion as ‘paganism’ and ‘superstition’:
Christian constructions of the ‘irrational’ in Karelia before
the 18% century

To our knowledge, the first attempt to define Karelian popular
religion, that is, the religion of the people living in Karelia that differed
from official Christianity, was made by the archbishop of Novgorod,
Makariy (in office 1526—42). In early 1534, he sent a priest monk, Ilya,
to bring back to the fold of the Church those, who had gone astray?.

Already this general characteristics of the situation in Karelia betrays
that Makariy did not approve of the Karelian ways of religiosity. In his
letter, addressed to the local priests, Makariy referred to Karelians as
idolaters and their ‘religion’ as the worship of Satan®. Thus the letter
constructed local religion as a ‘false’ one, something that does not befit
to human beings. Makariy used the terms ‘true’ and ‘false’ religion instead
of ‘rational’ and ‘irrational’, but from his letter it is obvious that only
foolish people would worship Satan. The reason why Makariy, unlike
his predecessors, paid so much attention to popular religion was that he
wanted to standardise religious customs, beliefs, and practices within
the Muscovite Church. Thus, differences were declared ‘irrational’. How-
ever, his efforts to ‘rationalise’ the Karelian popular religion failed.

A century later, the Finnish Karelia got under the Swedish rule. Sweden
introduced Lutheranism into the area. Lutheran authorities considered
the ‘Russian Church’, that is, Orthodoxy, as their main enemy (both
politically and religiously) and lumped together the official and popular
Orthodox views and non-Christian versions of popular religion. In
practice, in the manner of Makariy, the Lutherans, too, focused on popular
religiosity. In several district court sessions, people (not only Orthodox
but also Lutherans) were accused of practising ‘superstitions’, or, in the
Finnish Karelia less often than in the rest of Finland, ‘witchcraft’. In
most cases this consisted of healing humans or animals with ‘charms’, or
of using ‘magic’ to find something stolen or lost or to ensure the fertility
of soil or a woman*.

According to the Finnish professor emeritus of Church History, Pentti
Laasonen, when speaking about witchcraft and superstition, the Lutheran
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Church had, above all, in mind ‘survivals’ of Catholic beliefs and practices,
not Orthodoxy or popular religion®. In Finland in general this may be
true, but in Karelia there were not much Catholic ‘remnants’. In the
seventeenth-century Karelian context, ‘superstition’ designed folk
Orthodoxy and originally pre-Christian forms of popular religion.

The logic of Lutheran interpretation was much the same as that of
Makariy, but the Lutheran seventeenth-century fundamentalism empha-
sised the rational element in religion more than the archbishop did. Thus
‘superstition’ and ‘witchcraft’ were opposed, above all, because both of
them were irrational ways of thinking, not because they were ‘false’ beliefs
or practices. Thus, with Lutheranism, popular religion was regarded
irrational in terms of cognitive thinking, not so much just as a heresy or
in terms of believing and behaving otherwise than the Church taught. To
simplify the matter, though the Orthodox bishop defined ‘rationalism’
in terms of common practices, branding all deviations in behaviour as
‘Satanic ruses’, the Lutheran Church located ‘irrationalism’ above all in
‘wrong’ beliefs; deviant behaviour was seen only as a consequence of
‘irrational’ thinking.

From religious ‘irrationalism’ to scientific rationalism:
notions of popular religion in the 18" and 19 centuries

Until the 18 century, religion and science had not been regarded as
opposites but two approaches to the same ‘rational’ reality. That was
changed during the Enlightenment. In the 18" century, men of letters
seldom openly disclaimed religion, but they started to emphasise the
difference between the scientific (or empirical) and religious (or expe-
riental) knowledge and rationalism. The ‘rational’ was equated with the
empirical and logical, whereas the ‘irrational’ began more and more to
be located in the sphere of the experiental.

One effect of the separation between religious and scientific ratio-
nalism was that non-theologians started to treat religious issues according
to the principles adopted for scientific research. On the one hand, religious
statements were understood and treated as items of philosophy or psychol-
ogy and thus made analogous to what was termed science (e.g. David
Hume). On the other hand, due to its treatment as an aspect of philosophy
and psychology, religion was reduced to a human scale; it concerned not
God but man. During the 19 century, this kind of thinking led to re-
conceptualisation of religion as something that has either social or psycho-
logical functions within society or human life. That, in turn, led scholars
to ‘find’ in popular religion all kinds of functioning agents, usually called

165



gods or guardian spirits, responsible of sustaining economic, social and
other activities, human and animal health, etc.

Seen in this way, popular religion was no more something ‘irrational’
as opposed to the ‘rational’ religion, but a sort of ‘pre-scientific’, but
nevertheless ‘rational’, folk philosophy. Thus, a gradual separation of
scientific rationalism from the religious one during the 18" and 19®
centuries led to the separation of popular religion — that is, all forms of
unofficial religiosity — from ‘religion proper’. Science re-established pop-
ular religion as a ‘folk rationality’ that organised various aspects of life
into a meaningful whole and qualified the proper, or ethical, relations of
human beings towards each other and towards nature. However, because
in the 19" century the ‘scientific’ implied progress, in the last turn ‘pre-
scientific’ folk wisdom was assumed to be but a step towards ‘real’ wisdom
and thus be ‘doomed’ to vanish sooner or later.

It seems that particularly the Finnish Lutheran Church adopted much
of the scientific explanation of popular religion. If religious beliefs and
practices outside the mainstream Christianity were reconstructed as a
pre-stage to science, after the acceptance of the separation of religion
and science they did not belong to the purview of the Church. Still they
could be attacked, not because they were ‘irrational’ from the viewpoint
of the Church, but because they were not rational enough in terms of
science. In other words, popular religion was an obstacle on the way
towards a ‘civilised’, well-educated society, which was, in the 19* and
early 20™ centuries, the ideal of the Church upon earth. Thus, in the
name of progress and education, the Lutheran Church and the Senate of
the Finnish Grand Duchy in the last decades of the nineteenth century
exerted a pressure on municipalities to establish schools”. Concomitantly,
they started a large-scale instruction of school-teachers for Karelia. Both
were the means of urging the local people to forsake their ‘irrational’
ways in favour of ‘rational’ ones. ‘Rational’ here means both religiously
and scientifically more acceptable ways of thinking and behaving.

However, the attitude of the Lutheran Church towards popular
religion in these times was not unambiguous. On the one hand, after
having acknowledged popular religion as a form of ‘pre-science’, the
Church had no particular reason to pay any special attention to it but let
it to wither away in the ‘natural’ process of development. On the other
hand, because the growing late 19t century Finnish political nationalism
acknowledged both the Lutheran Church and all sorts of national
traditions, including Karelian popular religion, as pillars of ‘genuine’
Finnish tradition and identity, the Church could not just distance itself
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from popular religion or ignore it. In other words, the Church had to
find a ‘rational’ way of explaining popular religion so that it neither
included it within ‘religion proper’, that is, the Lutheran Church, nor
just dismissed it as a form of thinking or philosophy that was no more
valid.

The ambivalent attitude of both science and the Church towards
popular religion was a phenomenon that on the one hand was part of the
‘glorious’ national tradition and, on the other, a phase in the history of
Finns that would inevitably disappear led to two approaches towards it.
On the one hand, as national tradition popular religion was seen worth
preserving. Therefore ethnographers and folklorists were send to record,
in written form and in photos, various beliefs and rituals to ‘save’ them
in archives for the future generations. In addition, for the same purpose
a great variety of folk costumes, tools and other material items were
stored in museums. Thus, as a part of national history, popular religion
and popular or folk culture in general were considered ‘rational’ in their
own contexts.

On the other hand, as a part of the contemporary national culture,
the Karelian popular religion and folk traditions were seen as something
irremediably backward and irrational, as one great obstacle to the con-
struction of modern society. Popular ‘superstitions’, such as the usage of
charms in healing, were criticised both from the medical and the clerical
viewpoint. The former dismissed ‘charms’ as useless or even dangerous
mistreatment of illness, and the latter, particularly the Finnish Orthodox
Church, whose rank-and-file seemed to preserve popular religion longer
than Lutherans, imposed, although irregularly, various penances to those
who used charms to heal sick persons.

From folk wisdom to official folklore

The ambivalent treatment of popular religion divided it internally.
Those parts of popular religion that were linked to official religion by
such terms as ‘superstition” were either given up or re-modified to cor-
respond more closely to the official view of the Church. In Orthodox
areas to the latter belonged rituals related to death and burial. For
example, in Karelia it was a common custom that relatives and friends
visited the dying one to ask his or her remission, saying, ‘Forgive me in
the name of Christ.” The other returned, ‘God forgives [you].” After the
death, too, the survived asked the deceased to forgive them. They also
held a wake to the dead one and after the burial had a feast in comme-
moration of the departed®. The structure of these rituals was not foreign
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to the official Orthodox Church. Thus, popular religion or official Church
had no particular difficulties in making their practices overlap. However,
the result was that finally the official view transformed aspects of popular
religion into ‘Orthodox’ ones and controlled any deviation from them
by ruling them inconsistent with the ‘tradition’ of the Church. Thus
‘irrational’ was identified with the non-traditional.

The destiny of popular religion that was not regarded as religion,
but either a form of ‘pre-science’ or Finnish national past, was to become
a part of the making of the Finnish national identity. After the Finnish
independence in 1917, parts of popular religion were linked with the
Finnish national epos, the Kalevala — this process had started already in
the 19 century — and turned into public performances. In the 1920s and
particularly 1930s, playing of the Finnish zither, reciting of Kalevala-
metre poetry or performing lamentations (originally intended to a dead
one or a bride) were a standard part of almost any public patriotic
occasion’. By interpreting popular religion in nationalistic terms, secular
authorities gave it a ‘rational’ status and made it something worth remem-
bering and commemorating. At the same time, the authorities also turned
it into a (commercial) product called folk tradition or popular entertain-
ment, and thus further increased its ‘rationality’.

This metamorphosis of some aspects of popular religion from ‘superstit-
ion’ and ‘proto’ or ‘false’ science to ‘patriotic’ history or entertainment
resulted in its reappraisal by few of the die-hard representatives of popular
wisdom, particularly by folk healers. While other wise men and women
engaged in cattle-breeding, agriculture, hunting or fishing lost their im-
portance during the first decades of the 20" century, healers gained
importance!®. From an official rational viewpoint, the reason for this
was that there were few medical doctors in the area, and because they
often were not local people, locals did not trust them. As to the healers,
they regarded their own activities as perfectly normal. Was not popular
tradition accepted as a part of national state, and was not healing both
useful and rational?

Official reactions to the (temporal) rise of popular healing were two-
fold. It seems that the National Health Service did not regard popular
healing as any threat worth noticing, whereas some local doctors and
several folklorists and ethnographers got angry'!. The former considered
healing their privilege, whereas the latter regarded as their ‘rational’ duty
to collect and ‘save’ popular traditions, which were supposed to be on
the brink of extinction. The revival of popular healing effectively chal-
lenged their salvage operations and, moreover, implied an attempt to
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move popular traditions from the purview of folklorists to that of medi-
cine. Thus, folklorists reacted rather vehemently, trying to reassure the
Finns that although traditions connected with Kalevala were acceptable
and ‘rational’, popular healing was both dangerous (because it arguably
did not heal anyone) and irrational (because its theoretical foundations
were scientifically untenable). Local medical doctors probably agreed,
although their comments are not extensively recorded.

Conclusions

On the basis of the present material, it seems that we cannot speak
about rational and irrational in any essentialising sense. Religion, popular
religion and science all had, and have, their ‘rational’ and ‘irrational’
aspects, all of which are human constructions. In early modern times,
that what was regarded as official religion, provided both the world view
and the scale for defining rational and labelling all deviations irrational.

The separation of science from religion during the Enlightenment
introduced an alternative: opposing religion with science. Thus religion
in general, both its ‘rational’ official interpretations and its ‘irrational’
popular aspects, could be termed ‘irrational’. However, both the repres-
entatives of official religion and popular belief quickly learned to redefine
their arguments. Theologians as well as proponents of popular belief
adopted ‘scientific’ ways of speaking and arguing, and re-established
religion or popular religion as comprehensible, and hence acceptable, to
modern people.

On the other hand, scientists were not unanimous as to categorising
religion or popular religion. Some of these views seemed quite inadequate
for modern people, but, for example, as a part of culture, tradition or
value systems of official and popular religion could be understood fairly
appropriate. Thus, although some earlier beliefs and practices were
dismissed as irrational, some other aspects of popular religion were re-
established as national traditions, treasures, or virtues. One may argue
that they were not explicitly termed ‘rational’, but neither were they
questioned.

Thus, to sum up, it seems that as soon as one tries to formulate a
thoroughly rational view on all aspects of human life he or she is faced
with the problem that there are others who held ‘strange’ views. We
simply cannot designate ‘rational’ without having a notion what is beyond
that, what is ‘irrational’, ‘mystical’, ‘mysterious’.
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Pavels Gavrilovs

THE ROLE OF SATANIC WILL IN THE WESTERN
CULTURAL DISCOURSE

Kopsavilkums
Satana gribas nozime Rietumu kultaras diskursa

Bibeles mitologija ir gadsimtiem ilgi noteikusi Rietumu kultaras diskursu,
un tiesi $is mitologiskas sistémas ietvara veidotais cilveka ontologiskais statuss
pasaulé ir atspogulots Rietumu literatara. Vadosa loma cilvéka vietas koncep-
tualizacija ir cilvéka attiecibam ar augstakas varas avotu, proti, dievisko speku.
Tomeér zimigi, ka Bibeles mitologiskaja telpa rodami divi augstakas varas centri,
kur lidzas dieviskajai varai pastav satana vara. Satana varas daba, rasanas un
vieta Rietumu kultaras diskursa sniedz plasu materialu pétniecibai un analizei.

The Biblical mythological system is monocentric and authoritarian:
God is the single cosmogonic source and centre of authority acknowledged
by the books of the Holy Scripture. The Biblical canon permits only two
possible positions in the world: the position of the cosmogonic authority
that is unanimously occupied by the divine person, and the position of
subjugation occupied by all other beings in the universe. In other words,
there is the condition of the created, shared by every being in the universe,
and the condition of the creator held by God. Yet, in the very books of
the Bible there are Manichaeistic traces, compromising the unanimous
authority of the divine figure and indicative of dualistic cosmology.

In Christianity, as in any other religious system, the focus is on the
relative positions of God and man. For convenient conceptualisation of
the place of the human being in relation to God, the mutual positions of
the human and divine parties may be metaphorically perceived as relations
between God and man. These relations are, essentially, a dynamic process,
and are subject to a chronology.

The obvious source of such a chronology is, of course, the Bible itself.
Contemplating the structure of the Biblical narrative discloses a convenient
division of the status of man in the Biblical mythological space into three
ages: the age of innocence, which is, essentially, confined to the legend of
the Garden of Eden, the age of peccancy, that commences at the moment
of the Fall and continues till the moment of Crucifixion, and the age of
redeemed peccancy that begins with the event of the Crucifixion of Jesus
Christ and continues into the mythological future events foretold in the
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Book of Revelation of Saint John the Divine. It is easy to see that at the
basis of this periodical division lies the notion of human guilt, its status
and intensity.

How do the relations unfold and what is the direction of their
development? One of the central aspects of the relations is power held by
the parties of relations. What sort of power is this? This is the linguistic
power of signifying the world, the authority to endow the universe with
a meaning. Initially, it is the divine party that holds the full extent of the
linguistic authority, the utmost manifestation of this authority being the
cosmogonic act, the instance of creation.

At a certain moment of the period of innocence, however, God shares
the nominative aspect of this power with Adam who is assigned the task
of naming animals in Eden. This instance is crucial since it begins the
gradation of transferring the linguistic authority from God to man, a
non-violent transference so far as man remains wholly obedient to the
divine will, and the nominative authority is granted to him by God. This
initial stage of relations between God and man is ideal and stable and
has no potential for corruption.

In the period of innocence, the relations between man and God appear
as a stable system that involves only the two parties, and the dynamics of
the development of these relations depends on the will of the two
personalities only. The loss of innocence that triggers passing over to the
state of peccancy comes as a violation of the stability of the system, and
can only either be caused by the will of the parties involved, or result
from an external influence. Up to the third chapter of the book of Genesis,
the Biblical mythological context is restricted to the two entities that
determine the existence of two distinct sources of will, two distinct sources
of judgement, two distinct vantage points, and both these entities are
internal to the system of relations; importantly, none of these parties is
inclined to cause disruption to the system. Thus, the disruption of the
system that violates the will of both parties can only be caused by an
external influence, a new will introduced into the mythological space.
Introducing the external intruder in the first lines of the third chapter of
Genesis does not, however, refer to an absolutely new source of the
malicious will — for such a source would invoke controversy in admitting
of the existence of an independent will that does not belong to the Biblical
mythological space created by God — but finds the source of the destructive
power that belongs to the created world, although it is external to the
system of relations between God and man. The intruder is the serpent ...
more subtil than any beast of the field which the Lord God had made',
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the figure that belongs to the creatures of God that inhabit the world and
are subjected to the will of man; describing the serpent as more subtle
than any beast the text of Genesis expressly places the creature in line
with animals, beings created to live in the world governed by Adam.
Endowing an animal with the role of a villainous disruptor appears to be
a successful strategy of avoiding controversy that introducing a being
from the void would inevitably lead to; moreover, it appears to be the
only strategy possible for rationalising the means of corruption of the
relations between man and God. And yet, although formally the Serpent
belongs to the animals, the qualities that place it in the position to act as
a source of destructive influence are indicative of a different status: the
Serpent, primarily, is a mythological element that presents an independent
individual will that places it in line with God and man - the two other
entities that possess an individual will. When tempting Eve, the Serpent
refers to her using language — the property that up to this moment was
available only to God and, with certain restrictions, to man, but in no
way was it accessible to lower creatures, since the degree of possessing
language in this period determines the degree of power, and the degree
of linguistic proficiency is determined by the position of the party within
the hierarchy. The linguistic proficiency of Adam is granted to him by
the divine mercy and is one of the attributes of man’s superior position in
the world that, in particular, ensures Adam’s authority over animals. In
this context, the language ability of the Serpent, however subtle it may
be, appears unexpected, although when we consider the influence of
naturalistic mythology upon the early Biblical myths, the endowment of
an animal with supernatural abilities no longer seems illegitimate and is
indicative of the metaphorical nature of the mode of expression underlying
the book of Genesis, in which we occasionally encounter cases of
compromising the Biblical monotheism.

All the considerations given above clearly point to a special place
that the Serpent occupies in the Biblical mythological space: the Serpent’s
association with this space is relatively vague since it is not bound by its
laws and demonstrates significant degree of independence. This, primarily,
is manifest in the Serpent’s linguistic proficiency, unsolicited by the divine
will; none the less significant appears his endowment with an independent
will that is applied to the destruction of a system that it does not belong
to. As a source of external influence, alongside causing change to the
system, the Serpent brings in new knowledge that testifies to certain
advantages that its external position grants: first, the serpent demonstrates
general knowledge of the laws that the created world is governed by, as
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well as the knowledge of the terms of agreement between man and God,
and demonstrates this knowledge to Eve, using it as the tool of
destabilizing the bilateral system:

Yea, hath God said, Ye shall not eat of every tree of the garden? (...)
Ye shall not surely die:

For God doth know that in the day ye eat thereof, then your eyes
shall be opened, and ye shall be as gods, knowing good and evil®.

Secondly, the Serpent introduces significant change to the mode of
expression that is employed in the period of innocence: as it refers to
Eve, the intruder introduces the discourse of doubt that gives rise to critical
argumentation. In this context, the act of consuming the forbidden fruit
is synonymous to accepting the new linguistic mode, revealed by the
intruder; thus, the transition from the state of innocence to that of pec-
cancy is associated with the change of discourse, more precisely, with the
extension of the discursive freedom of man. It is this discursive freedom
acquired by man that corrupts the hierarchy of relations between him
and God, as the critical discourse destroys the unrestricted authority of
God and violates the agreement upon which the relations between God
and man rest in the period of innocence.

In order to understand the origins of the privileged and omniscient
position of the Serpent, we will have to refer to cosmogonic mythology
that, strictly speaking, leads us beyond the limits of the Biblical mytho-
logical space, yet does not contradict its principles, even more so because
the books of the Bible contain several references to the myths of creation.

At the beginning of Cain’s Children Torkel Brekke makes the central
statement that underlies his whole book: the world begins with an act of
violence. In support of this statement the writer offers several examples
from various mythologies, ranging from the religious hymns of Rig-Veda,
Babylonian myth of Enuma Elish, and ancient Scandinavian creation
tales of the sons of Bur, all of which contain a similar motif of the initial
chaos associated with the prehistorical ocean inhabited by a serpent (Vritra
in Rig-Veda or Tiamata in Enuma Elish) that personifies the evil. The
world begins when the serpent is defeated by a divine figure (Indra,
Marduk, or the sons of Bur) and order is introduced, which in Vedas is
associated with Indra’s act of placing the Sun in the sky, thus producing
light.

Torkel Brekke proceeds with drawing the parallel between the extra-
Biblical cosmogonic mythologies and the texts of the Bible; first of all, he
refers to Chapters 12, 13 and 14 of the Book of Revelation that give the
account of a battle between the archangel Michael and Satan where the
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latter is personified as the great dragon, old serpent’® whose tail drew the
third part of the stars of heaven, and did cast them to the earth*. Further,
we are referred to the creation of the Sun, the Moon, and the stars
described in the first book of Moses, the central implication being that
the celestial bodies and the light warrant the divine authority that the
dragon is struggling to destroy.

Further and more complete references to the cosmogonic mythology
are made in Chapter 74 of Psalms that mentions the creative acts that are
very similar to those presented in Babylonian or Vedic myths:

For God is my King of old, working salvation in the midst of the earth.

Thou didst divide the sea by thy strength: thou brakest the heads of
the dragons in the waters.

Thou brakest the heads of leviathan in pieces, and gavest him to be
meat to the people inhabiting the wilderness.

Thou didst cleave the fountain and the flood: thou driedst up mighty
rivers.

The day is thine, the night also is thine: thou hast prepared the light
and the sun.’

Yet the words in the Book of Isaiah that speak of the prehistoric
divine feat are the most symbolic, if not the most important of the
references:

Awake, awake, put on strength, O arm of the Lord; awake, as in the
ancient days, in the generations of old. Art thou not it that hath cut
Rahab, and wounded the dragon?®

The words we read in Chapter 51 contain the central image of the
violent act of creation, since they not simply name the defeated evil, and
in doing so personify the ancient chaos as a distinct mythological character
Rahab, but actually imply the opposition of Jehovah and Rahab that is
not hierarchical, i.e. does not involve initial unconditional supremacy of
either part, and that is only solved through the contest: it is only after
defeating the dragon that God gains his almighty status.

In the pre-Biblical mythological perspective the omniscience of the
Serpent of the Book of Genesis appears well supported: Satan is not con-
fined to the rules of the Biblical mythological space because he, similarly
to God who created this space and its rules, belongs to the pre-historical
state, external to the created world.

But there are certainly more implications that the mythological
tradition describing events before the beginning of the Biblical mytho-
logical era sets before us. Books of the Bible form the mythological space
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that is restricted by the internal chronology in which the initial point is
marked with particular distinction, and this point coincides with the act
of creating the heaven and the earth at the beginning of the Book of
Genesis. Whatever state may have existed before this first act of the divine
will is ignored by the Bible, and is therefore non-existent: the Bible does
not offer the mythology of pre-history, and is never concerned with the
possible extraneous space beyond its legendary borders. For that reason,
the Biblical laws are derived wholly from the principles of the self-
contained mythological space, the cornerstone of these laws being the
absolute status of God as the source of the world.

On the other hand, the Biblical mythological space is not totally
isolated from pre-historical cosmogonic mythology: as we have just seen,
traces of the pre-Biblical mythology are preserved in the Bible in the
form of retrospective references made by the Old Testament prophets,
and, what is more, these traces have acquired the category of the future
as they reappear in the visions described in Revelation.

The cosmogonic references, though scarce, are consistent enough to
inform the reconstructing of the mythical events that preceded the
beginning of the Biblical legendary era. The mythic events silently underlie
the Biblical legend of creation and are rejected by it as a dangerous extra-
neous vantage point that threatens to compromise the absolute static
monotheistic authority established by the Bible, and to substitute it with
the representation of dynamic formation of this authority, attained as a
result of a fight and, therefore, relative. The divine authority remains
absolute internally, within the limits of the created world, yet there
emerges an external power that compromises the uniqueness of the divine
might. The divine power, that is creative, is opposed by the power of
Rahab that seeks to disturb the act of creation; thus, the absolutely good
is opposed by the absolutely evil already in the pre-history — the moral
Manichaeism, therefore, becomes a universal pre-original condition, a
basic compulsory principle inherited by the created world.

In the first place, the cosmogonic mythology affects the status of
God, whose unrivalled omnipotence is compromised by the figure of the
Dragon representing equally ancient and overwhelming might.

This makes a significant variance with the traditional Christian view
of the evil as being subordinated to the divine will, and, indeed, springing
from this will, as, according to this view, nothing can exist that has not
been ordained by the will of God and inscribed in the divine plan.

From the viewpoint of the cosmogonic mythology, Satan’s aspirations
acquire a firmer basis, since there is no originative subordination of the
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Serpent, whose prehistorical position is parallel to that of God. Jahveh
gains advantage as a result of his victory in the fight with Rahab, therefore
the status of the Almighty is neither originally predetermined nor absolute,
and is produced as an effect of an act of violence. The Dragon, defeated
though it may be, is external to the divine will and seeks to restore its
former dominance, which necessarily involves reintroduction of the
universal Chaos. The restoration of Rahab’s former dominance requires
that he should govern and destroy the created world, as his aim will
never be attained unless there remain no sovereign spaces outside the
Chaos. The condition of the world is, therefore, that of Manichaeistic
dualism.

References and Notes:

Genesis 3:1.
Genesis 3:1-5.
Revelation 12:9.
Revelation 12:4.
Psalm 74:12-16.
Isaiah 51:9.
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Kaspars Klavins

IESKATS LATVIESU HERNHUTIESU
MISTIKAS TRADICIJA

Summary
Insight into the Tradition of the Latvian Herrnhutians

The religious movement of Herrnhutians flourished in Latvia (in Vidzeme)
in the 18% century, continuing also in the 19" century and in cultural sense —
long afterwards, having great influence on the Latvian mentality, literature, social
activities, etc. Unfortunately, unlike many other aspects, the mysticism of Latvian
Herrnhutians has been only slightly studied. Several important moments can be
singled out in it: seeing of visions, interpretation of dreams, searching for an
active personal link with the God and the world of spirits, prophetism, chiliasm,
imitatio Christi, the erotic Brautmystik (Jesus is my boyfriend), etc. Works of
the German mystics like Hans Engelbrecht and Johann Heinrich Jung-Stilling. A
very interesting and not yet investigated matter is that of the eventual link between
the Union of Brethren of Vidzeme and the Hebrew Hasids. The peasant manus-
cripts devoted to magic in their turn provide interpretation of the elements of
kabala. However, active practicing of the extremely ancient pre-Christian magic
of Latvians (and Balts) emerges in the incantation books behind various trends
of Western and Middle Eastern mystic and magic.

v
%

Bralu draudzes jeb hernhutiesu darbiba Latvija saistas galvenokart
ar Vidzemi, taCu, budama faktiski pirma latviesu nacionala atmoda
18. gadsimta, ta ir svariga visas Latvijas konteksta. Seit, Latgalé, derétu
atcereties, ka, koncentréjoties senaja latgalu zemé, ta loti aktivi skara ari
Vidzemes un Latgales pierobezas apgabalus, pieméram, Aluksnes, Gul-
benes un Madonas rajonus, kuru iedzivotaji ar savu dialektu un tautas
tradicijam daudz neatskiroties no parnovadniekiem Latgalé, atradas ar
tiem pastavigos kontaktos, veicinot dazadu kultaras iezimju apmainu.

Latvijas (un trimdas) intelektuali diskusijai par bralu draudzi galve-
nokart pieversusies pedeja laika. Iespéjams, ka interesi par $o savdabigo
religisko kustibu daudzéjada zina noteikusi atsevisku domataju opozicija
étisko vértibu un izglitibas dzilajai krizei masdienu Latvija. Sobrid,
vesturiskas apzinas deficita apstaklos, kad musu valsts varas un ekono-
mikas strukturas vél joprojam dominé padomiskas domasanas adepti ar
viniem raksturigo aprobezotibu, mantrausibu un garigas dzives seklumu,
hernhatiesu misticisms un “sirds religija” varétu skist ka kaut kas tals un
nesaprotams. Tacu ta gluzi nav. Ari latviesu godaprats un pat parspiléts
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radikalisms, kurs uzplaiksnijis atseviskos miisu modernas véstures posmos,
ir saistits ar o tradiciju. Tapat pastaisniba, liekuliba, puritanisms un pat
komerciala aktivitate bija bralu draudzes fenomens. Tatad runa ir par
loti kompleksu un pretrunigu ideju pasauli, kas ilgi plosija daudzu sabied-
riski aktivu Latvijas iedzivotaju pratus un var mas interesét ari no pasaules
vestures globalo procesu viedokla, nemot vera, ka latviesi 20. gadsimta
pirmaja pusé aktivi tos ietekméja un pat mainija (daudzi slaveni komunisti,
pieméram, naca no Vidzemes hernhutie$u gimeném). Lai dzilak izprastu
Latvijas bralu draudzes loceklu domasanu un ricibu, nepietiek tikai pétit
vinu sabiedriskas aktivitates, kas izpaudas biedro$anas kustiba, kora dzie-
dasanas izkop$ana, politiska un saimnieciska darbiba. Tapat, analizéjot
plaso latviesu hernhutiesu rokraksta literataru, kura zéla un plauka jau
18. gadsimta, nepietiek vienigi ar formali informativu pieeju (kaut gan
ari $aja joma vél loti maz ir darits). Misticisms bija viena no butiskakam
hernhatiesu gara dzives iezimém, un bez §is tradicijas dzilakas analizes
drosi vien bralu draudzes fenomenu Latvija vispar nesapratisim. Diemzél
bralu draudzes arhivu Hernhuté (Vacija), kur glabajas daudz Vidzemes
zemnieku rokraksta literatiiras materialu, muasu vésturnieki liela méra ir
atstajusi novarta. Tapat daudz avotu vél joprojam ir privatos ipasumos
Latvija un trimda, un tadé| pétniekam nepieejami.

LatvieSu zemnieku vidé hernhiatieSu mistika vispirms izpaudas ka
viziju redzésana, sapnu tulkosana, aktivas personigas saiknes meklésana
ar garu pasauli (tapat ka ar Dievu, kas hernhutisma bija parasts), ka ari
histérijai lidzigas garigas ekstazes sasniegSana, kura nonakusais cilveks
tika uzskatits par Dieva vardu tulku. Matiss Kaudzite sava darba Bralu
draudze Vidzeme par §im norisém raksta:

[..] jo nu saka redzet visi paradijumus, giba un guleja ka mirusi, un kad
atmodas, tad stastija, ka esot dabujusi Zélastibu, bijusi debesis un tur
iecelti par praviesiem; citiem bij jutekli parmakti tik loti, ka vini it ka
krisanas serga, isti pa Dieva vardu laiku, drebédami pie zemes krita,
raudaja, vaimandja un murgoja, sauca pie vardiem nomirusos, kurus
vini teicas redzejusi vai debesis, vai ellé'.

Hernhutiesu sapnu tulkosanas tradicija ir atstajusi nopietnu iespaidu
latviesu literatara. Atcerésimies kaut vai daudzas nosapnosanas epizodes
bralu Kaudzisu Mernieku laikos, pieméram, Kaspara mates Ilzes sapni:

Iize stastija, ka pagajusa nakti bijusi sapni debesis, bet ka péc tam atkal
redzejusi nelabu sapni: Kasparam pilejusas asinis no matiem, bet
nevaréjusi nemaz redzet, kurd vietda galva bijusi ievainota. Liena, satinusi
melna lakata galvu, stavejusi vinam lidzas. Anuza ari pierita vipai, ka
labs sapnis tas neesot*.
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Starp citu, Ilze romana télota ka aktiva hernhatiete. Tacu ari vinas
pretstats — liekuliga Oliniete — ir bralu draudzes locekle, un vina sapniem
pievérs ne mazaku uzmanibu:

Oliniietes jutek]i jeb nervi bija stipri satriekti, vipa trikas no miega un
murgoja visu nakti,— redzéja sapni llzi par engeli, garas baltas drebes ar
sparniem, palmas zaru roka un kroni galva®.

Skiet, ka sagadisanas nav ari hernhatie$u motivi Jana Poruka sapnos,
kas pieraktiti psihiatriskaja slimnica. Pieméram, 1911. gada dzejnieks
adresé savam arstam véstuli, kura raksta:

Aizvakar nakti es redzéju sapni, proti: Monrovija, Afrika, kur atrodas
kads bernbitiesu jeb bralu draudzes nams, tiek turéts kads négeris kada
ala, kurs esot gribejis mani nokaut. Vipam kads misionars stastijis, ka
Krievija (Vidzemeé) dzivojot kads Poruks, t.i. es, kurs sarakstijis dramu
“Hernhutiesi”, kura esot dots padoms saiesanas namu nojaukt un ta
vietda uzcelt fabriku. Misionars uzaicindjis négeri mani uzmeklet un no-
slepkavot, tas dabujis vajadzigo naudu no misionara, kurs bijis Rigas
pilsetas vacietis, luteranis un nesajis Martina Lutera fotografiju kabata,
kuru arvien radijis negeriem, lai to pieladzot*.

Visi Sie sapni nekada zina nav tikai nesakarigi savarstijumi. Tajos
var pamanit ka hernhatie$iem raksturigo Bibeles simbolikas izmantosanu,
ta Dieva prata un nakotnes tulko$anu lidz ar apokaliptisku viziju izjutu.

Vidzemes bralu draudze lidz ar pietismu parnéma no Rietumiem ari
veselu mistiskas domas mantojumu, ko latviesu rokraksta literattras
parstavji radosi parstradaja savam vajadzibam. Pirmkart, Seit jamin vacu
vizionars Hanss Engelbrehts (1599-1642), kurs saskana ar pasa apgalvo-
jumu bija kadu laiku pavadijis debesis un ellé. Vina dzives gaitas apraksts
latvieSiem bija pazistams ar nosaukumu Tie dzivibas notikumi no ta Anca
Engelbrekta®. Tapat musu bralu draudze bija iepazinusies ar ievérojama
vacu rakstnieka un mistika, Herdera un Gétes drauga Johana Heinriha
Junga-Stilinga (1740-1817) saceréjumiem. Pieméram, latviski sarakstitais
Noraksts un zina tas debess un vinas dzivosanas (vai No td enas klajuma)
ir vina traktata Das Heimweh (1794-96) parstradajums®. Saja darba
Jungs-Stilings pauz atzinu, ka ista mistika dzives cel ir nemitigs attirisanas
process, ka rezultata vins iegtst arvien lielaku skaidribu sava mérka sa-
sniegsana — savienosanas ar Dievu. Jau dzives laika cilveks varot pamanit
sevi Dieva pédas. Mistiki saskana ar Junga-Stilinga viedokli ir cilveki,
kuri, pateicoties savai pieredzei ar Dievu, izjut péc ta nemitigas ilgas’.
Mernieku laiku Olinietes liekuliba par dzivi ar Dievu $aja konteksta ir
vienigi romana autoru ironiska piezime par kadreizéjo hernhatiesu idealu
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bojaeju komerciali orientétas sabiedribas apstaklos. Latviesu hernhutiesu
religiska ekstaze, kas manifestejas gan sapnos, gan nomoda, savukart ir
cieSi saistita ar viduslaikos izplatito atkasmes mistiku. Tapat latviesu
bralu draudzes piekopta nakotnes paregosana uzskatama par sava veida
profetismu (no zinatniskas terminologijas viedokla), kas raksturiga gan-
driz visu pasaules religiju mistiskajam tradicijam, islamu ieskaitot.

Hernhutiesu videé loti aktivas relgiskas dzives veidotajas bija ari sie-
vietes. Jédziens Kristus brute musu leksika liela méra nak no $i laika.
Daudzi pieméri no latviesu bralu draudzes veéstures liecina par sieviesu
tieksmi intimi savienoties ar Jézu Kristu ka savu ligavaini®.

Latvie$u valoda joprojam nav konsekvences mistikas terminologija,
lidz ar to $is fenomens jasauc par ligavas mistiku, nemot vera, ka Rietumos
tas jau sen tiek precizi definéts (Brautmystik, nuptiale Mystik vacu val.)
So tradiciju, kuru viduslaikos ilgi bija praktizéjusas mistikes-sievietes,
savienojot Dieva atklasmeé spiritualus un erotiskus momentus (pieméram,
Mehthilde no Magdeburgas (1210-~1285)), seviski attistija Hernhutes
dibinatajs grafs Nikolajs Ludvigs fon Cincendorfs (1700-1760), ka
rezultata ta plasi izplatijas ari Latvijas hernhutiesu aprindas, ienak latviesu
literatara, pieméram, Maijinas téls J. Poruka stasta Druvienas sila ezera
nolaisana un svetcelojums uz Linteni:

Bet jo lielaks Simanis auga, jo karstaki vips pec Maijinas tikoja, jo vairak
vins sajuta, ka vinas dvésele ir no citas, augstakas pasaules. [..] Maijina
prata visus meldinus, vipa rundja par to, cik labs esot Pestitajs, ka to
vajagot milét, tikai to°.

Var piekrist Aleksejam Apinim par misticisma raksturojumu bralu
draudzes konteksta, uzsverot, ka tas ieksejo stata pari arejam, liek per-
sonibai kontemplet, tadejadi pasai iekseji kontakteties ar Dievu'. Vien-
laikus nav jaaizmirst ari hernhatiesu hiliasms, kas, badams veél husitu
kustibas mantojums, noteica arkartigu gara stingribu un bezbailibu lat-
viesu zemnieku vidé. Domajot par pastaro tiesu un tiukstoSgadu miera
valstibu, visas ikdienis$kas rupes un bailes ties$am sava zina nonaca otraja
plana. Vairak bija jadoma par savas dvéseles tiribu un abilstibu §im lie-
lajam notikumam. Guntrams Filips uzsver, ka latviesu un igaunu hernha-
tieSu vida saka izpaltities pozitiva attieksme pret navi, kurai gan nebija
neka kopiga ar citu dzimtbtasanas apstaklos esosu zemnieku vienaldzibu
un rezignaciju $aja sakara'!. Protams, tas nozimé, ka hernhatiesi — zem-
nieki bija sava zina kluvusi ari religiski funamentalisti, kuri nebaidijas
ziedot savas dzivibas kada svariga meérka labad. Tadel nevar piekrist
Solveigai Kriminai, kura apgalvo, ka hernhutiesi nepazist upuri citu del.
Viniem nav skaidras izpratnes par sevis upuresanu, piemeram, Tevzemes
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vai otra cilveka laba. Ka tad izskaidrot hernhutieSsu devumu lielajos
Vidzemes zemnieku nemieros, kur upurésanas biedru laba bija viens no
galvenajiem fenomeniem? Tas skaidri paradas ari tados rokraksta litera-
taras piemineklos ka Kikulu Jekaba dziesmas'.

Janem veéra, ka sparedikosana latviesu valoda un pasu veidota, stingri
organizéta un konspirativa religiska kopiena loti veicindja nacionalo
pasapzinu, kas ar religisku fundamentalismu tévzemes apzinu pacéla vel
nebijusos augstumos. Saja zina latviesu hernhatiesu literatira un apzina
ienakusas Garliba Merkela idejas, pilsoniskas atbildibas un morala para-
kuma (izredzétibas) sajuta savijas ar savulaik jau viduslaiku Eiropa izpalito
imitatio Christi"*~ tieksmi lidzinaties Kristum (ari no upura neSanas
viedokla). Religiski, nacionali un sociali elementi $eit savijas visdazadakaja
veida. Vélak si mentalitate dala sabiedribas transforméjas ne vienmér
pozitivi vértéjama latviesu absolata pastaisnuma un sociala radikalisma
virziena. Tacu péc lielajam 20. gadsimta tragédijam Sis iezimes musu
tauta ir gandriz pilnigi iznikusas.

Rodas jautajums: kadu vietu Latvijas hernhatieSu mistika iepéma
vietéja tautas kultiira? Skiet, ka diezgan lielu. Rietumu mistikas stravojumi
neapsaubami veidoja masu bralu draudzes garigo fasadi, aiz kuras, rapi-
gak ielukojoties, var pamanit latviesu folkloras, mentalitates un magijas
seno tradiciju. Tas labi redzams, iedzilinoties masu buramvardu pierak-
stos, kas ienem nozimigu vietu latviesu rokraksta literatura.

Hernhutiesu darbibas konteksta svarigu vietu ienem ta sauktas debesu
gramatas, kuras minétas gada nelaimigas dienas un buramvardi dazadu
vainu arsté$anai. Par debesu gramatam K. Straubergs raksta:

[..] viend laika, 18. g.s., tas no Vacijas parnakusas uz Volgas kolonijam
un paradijusas ari Baltijas zemes, kur pie vaciesiem bijusas goda vieta
pie sienas. Vipu izplatitaji ir Baltijas vaciesi. lespiestas tas bijusas ne
tikai igaunu, bet ari latviesu valoda, un tds ir sakara ar hernbutismu®.

Saskana ar K. Strauberga liecibu ari vina pasa publicéta burvju gramata
latviesu valoda nak no bralu draudzes arhiviem.

Raksta autoram laimiga karta nesen pasam izdevas iegt sava ipasuma
vairakas buramvardu pierakstu burtnicas no Palsmanes pagasta, kas kad-
reiz ietilpa Smiltenes aprinki un pagatné bija hernhatiesu aktiva darbibas
vieta. To skaita ir ari divas debesu gramatas, kuras izlasot var gt vispareju
prieksstatu par $o gramatu saturu un magisko pielietojumu. Abas ir bez
datéjuma, bet, spriezot péc rokraksta un papira, varétu bat saglabajusas
no 19. gs. otras puses. Viena burtnica pierakstita ka turpinajums buram-
vardu burtnicai, kur apkopoti dazadi buramvardi pret slimibam, nelaimes
gadijumiem un apdraudéjumu. Pie tam debesu gramatas pieraktitaja (vai
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pierakstitajas) rokraksts atSkiras no ieprieks$éja teksta. Gramatas pirma
puse ir étisks sagatavojums $adas informacijas lietotajam, pieméram:

Zelta jeb sudraba nedzenaties pec miesas karibam [nedzenaties — K.K.],
tik driz ka es jis celsu, tik driz varu jums likt krist. Nevienam nebiis
otru nokaut, ne ar rokam, ne ar roku darbiem, jeb skadi darit pakal
muguras savam tuvakam. Nepriecdjieties par mantu un bagatibu... utt.'s

Talak sniegtas dazadas liecibas par §is gramatas magisko spéku,
pleméram:

Kas So gramatu sarga un pie sevis klat nes, tad vinam nekadi pieladeti
riki neskades, sie ir tie vardi, kas apstiprina un nevienam nebiis bities.

Si gramata sarga no naidniekiem, no zagliem un no slepkavibas, un
visadiem griatumiem. [..] Kad kadam asinis tek, tad $o gramatu virsi
liek, tad vinam no deguna asinis neteces. [..] Un ar so gramatu var
pasargaties, kad viena sieva bernu dzemde, tad vinai tas auglis biis
laimigs un no briesmam pasargats, un kad tas bérns ir dzimis, tad vinam
vajaga to gramatu turet labai puse sevis, tad vipam nekas neskades.

Visbeidzot péc dazadam formulam, dievvardiem un asins vardiem
seko gada nelaimigo un laimigo dienu saraksts (kopuma minétas 48
nelaimigas dienas gada). Ka jau debesu gramatam parasts [atsauce uz
interneta resursiem|, ari Seit neiztrukst atsauce uz engeli Mikeli (tika
uzskatits, ka debesu gramatas nakot no pasa engela Mikela): [..] caur
savu engeli Mikeli sutisu visiem virs zemes gramatu no man izrakstitas.
Burtnicas pirmaja dala cita rokraksta pierakstitos buramvardos bez Bibeles
terminologijas dekorativas piesauksanas figuré daudzi jédzieni un
izteikumi, kas liecina par latvieSu senas tautas magijas, mitologijas un
folkloras ietekmi. Pieméram, bisu vardi sakas ar teicienu, kas lidzinas
tautasdziesmai:

Bitite ndc mana darzina, Seit ar ziediem iedzivo, bisu mates bisu mates

ndciet mana darzina.

Udens sérgas novérsanas padoms skan pavisam praktiski:

Nem to baltumu no vistas siudiem un kaisi ieks to vainu un dari ta
projam.

Brukas vardos skan tradicionalais latviesu #rejdevini:

Treij 9 avoti treij 9 ezari, jiuras skrasti dzili ka dienu un nakti uguns
uztur.

Véza vardi:

Es to vézi vardoju, naks treij devini jiuras akmini uz 4 dzikslu dalijuma.
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Dzelzu vardi:

Tik meéms tu paliec ka tas Saliec dzelzu virs, dzelzu kreklis, dzelzu bikses,
dzelzu zekes, dzelzu pastalas, dzelzu kakla dranas, dzelzu svarki, dzelzu
cimdi, dzelzu cepure. No Rigas naks perkons, tevi iespers trejdevinu
mietu cauruma, trejdevini gabali pus pusem.

Latvie$u folkloras pazingjiem te nekadi komentari nav nepieciesami,
zinot, cik biezi jedziens dzelzu virs vai dzelZu virs paradas latviesu tau-
tasdziesmas.

Ja pirmaja debesu gramata uzsvérts mantkaribas launums, tad otra —
§1 raksta autoram pieejama — debesu gramata sniedz informaciju tiesi
par pretéjo — mantas glabasanu un iegisanu. Burviba, protams, tika pielie-
tota visdazadako mérku sasniegsanai. Attiecigas gramatas nosaukums ir
Planétu stundu kalendars. Seit, pirmkart, sniegts dazadu rita, vakara un
nakts stundu astrologisks vértéjums. Péc tam sniegta pamaciba par die-
nam, kuras mantibu var labi rakt, ka ari noraditas tas nelaimigas dienas
prieks mantibas raksanas, kas saistits visu vairak ar gariem. Visbeidzot
sniegts magiska simbola paraugs, par kuru teikts, ka to vajag ieks svina
bleki gravieret; un kur manta kas apaks zemes gul, tur liec vinu virsii uz
to vietu. Tad vina [Sis simbols — K.K.] tev to izvilks bez nekadam pilem
un neviens vingu tev var nonemt [neviens vinu tev nevareés atnemt — K.K.].

Daugavpils Universitates rikotas zinatniskas konferences “Iraciona-
lais, mistiskais, nosléepumainais kultara” diskusija asoc. profesore Elina
Vasiljeva izteica interesantu domu par latviesu hernhatiesu un ebreju
hasidu iespéjamo saikni, noradot uz Toras elementiem romana Mernieku
laiki varona Kaspara izteicienos. Sada saikne ir pavisam reala, nemot
vera Vidzemes latviesu hernhutiesu un Latgales ebreju hasidu lielo socialo
lidzibu un specifisko religisko situaciju — opoziciju no ortodoksala lute-
ranisma puses hernhutiesu gadijuma un hasidisma atskiribas no ortodok-
sala judaisma. Abas kustibas izveidojas 18. gadsimta ka “sirds religijas”,
“jutu religijas”, kas bija orientétas uz aktivu misticismu pretstata oficialo
religiju teorétiskajai dogmatikai'”. Atcerésimies latvieSu zemnieku nega-
tivo nostaju pret ortodoksalo religisko literattru ka galvas gudribu, tur-
preti hernhutiesu rakstos saredzot tik daudz baribas, it ka to bitu pasnie-
gusi pilna mates roka'®. Neskatoties uz visam atskiribam, tas bija tipiskas
religiskas kustibas, kuram piemita ari aréjas lidzibas, ieskaitot zinamu
izredzeétibas sajutu. Ja, péc kopienas uzskata, ta bija raksturiga gan hernha-
tieSiem, gan hasidiem, tad mistiska savienosanas ar Dievu hernhatiesu
prakse bija demokratiskaka un impulsivaka, iegtistama visiem bez izteiktas
sagatavosanas pakapes. Hernhatisms bija brivs no Maimonida barga
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bridinajuma, ka neviens nav cienigs ienakt paradize [t.i., mistikas sféra],
ja tas vispirms nav apmierinats ar maizi un gaju [rabiniskajam zinasa-
nam]Y. LatvieSiem, kuri jau sirma senatné bija pazistami ka burvji un
zilniekiun kas savas gudribas smélas no dzilas cilvéka un dabas harmonijas
izjutas, hernhatisms lidzas sinkrétiskajam katolicismam varbat bija vie-
niga kristietibas forma, kas tiem bija pienemama. Sava mistiskaja pamat-
orientacija, protams, gan hernhutiesi, gan hasidi centas nodibinat sakarus
ar Dievu, |aut runat Vigam sevi. Vienlaikus latviesu hernhatieSos un ebreju
hasidos netriika revolucionaru izjatu attieksmé pret netaisnigumu sa-
biedriba. Un visbeidzot — abas kustibas plasi lietoja Vecas Deribas leksiku.
Nemot véra Vidzemes bralu draudzes loceklu atvértibu pret dazadiem
mistikas stravojumiem, latvieSu hernhutieSu rokraksta literatura varam
atrast ari vairakus saskarsmes punktus ar ebreju mistiku, proti, kabalu?.

Jasecina, ka latviesu hernhatiesu mistika, tapat ka masu sena tautas
magija, ir interesantas un aktualas pétniecibas jomas, vértas, lai zinatnieki
tam pievérstu lielaku uzmanibu.
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Janis Jonevs

PARDABISKO PARADIBU STASTU MOTIVI UN TO
FUNKCIONESANA MUSDIENU PILSETAS FOLKLORA

Summary

Mootifs of Legends on Paranormal Phenomena and
Their Functioning in Today’s Urban Folklore

This short research regards modern legends and some of their main motifs.
The author compares the contents and structure of legends circulating today to
the ancient ones. The conclusion is that the matter of motifs hasn’t much changed;
it is just filled up in a new form and media.

.
%

Pie pardabiskam paradibam tradicionali pienemts uzskatit spokus,
lidojosos skivisus, vampiru vecinas, baltas damas un tamlidzigi. Definét
tos ir sarezgiti, jo $ai narativu grupai trukst vienojosa nosaukuma. Anglis-
kajos tekstos pienemts lietot legend, kam latviesu valoda ir citada nozime.

Meginot definét ta saucamos spoku stastus, iesakumam varétu pienemt,
ka izskirosa ir pardabiska elementa klatbttne narativa satura, respektivi,
kaut kads neiespéjamibas elements, kas padara stastu neikdienisku, ne-
ticamu. Tacu neticami notikumi vai paradibas atrodami ari, pieméram,
pasakas, anekdotes vai kaut vai visparastakaja dailliteratara. Tomer ir
atskiriba starp spoka pieminésanu Hamleta un stasta no personiskas pie-
redzes. Atskiriba ir taja, vai pardabiskais tiek pasniegts ka reals, proti,
vai neticamajam tic. Ticamiba, kaut vai pavisam neliela un teorétiska,
pieskir spoku stastiem jégu: tie pasi par sevi nav nedz parak interesanti,
nedz izklaidgjosi. Tikai noteikums — stastitais vismaz teorétiski, potenciali
ir patiess, dod stastam jégu un nepiecieSamo adrenalina devu. Ari striktais
apgalvojums Es neticu tadam mulkibam! ir daliba diskusija par patiesumu.
Tatad spoku stasts tiek pasniegts ka ticams, ka gadijums, kas patiesam ir
noticis. Sim piegajienam tuva un darba procesam gana piemérota skiet
skandinavu folklorista Karla-Hermana Tilhagena (Tillhagen) piedavata
definicija: Legenda (spoku stasts) ir sava forma un citos elementos fiksets
un vienots narativs, kas balstits uz viena vai vairakiem narativiem, ko
tiecas pasniegt ka patiesu', piebilstot, ka narativa satura jabut jau
minétajai pardabiska klatbatnei.

Jautajumam par ticéSanu $aja gadijuma ir izskirosa nozime. Spoku
stasti pasi lidzinas klatesosam spokam — it ka neviens tiem isti netic,
neviens par tiem neruna, to it ka nav, tacu parunajot izradas, ka stastit ir
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gandriz katram un ka tiesam loti daudzi tam kaut nedaudz tic. Profesors
Péteris Lakis reiz kada lekcija stastija par kopigi ar zviedru un francu
kolégiem veikto socialo pétijumu par ticibas paranormalam paradibam
izplatibu Latvijas sabiedriba. Iegutais rezultats bijis tik augsts, ka arzemju
kolégi lugusi profesoru vélreiz parbaudit un apstiprinat datus®. Tatad
meés te, Latvija, ticam gan. Fakts, ka més, rietumnieki, sava racionalaja
laika ticam lietam, ko noliedzam ar izglitibu, civilizaciju un dzives veidu,
ir uzmanibas vérts. Ungaru amerikanu folkloriste un etnografe Linda
Dega (Dégh) to komente sadi:

[Legendas — spoku stasti] skar universalas kategorijas (nozimes). Tas
attiecas uz cilveka dzives izskirosakajiem jautajumiem. Tas konfronte
miis ar Sadiem jautajumiem: Vai pasaules kartiba patiesam ir tada, kadu
mes to esam mdcijusiess?

Otrkart, ticami vai neticami, bet spoku stasti nav vienkarsi izdomati.
Tie ir vai nu kada “piedzivoti” vai parstastiti, dzirdéti no drosiem avotiem
(angliskaja literatura lieto terminu FOF stories — friend of a friend stories).

Dailiteratara par motivu pienemts uzskatit jebkuru elementu, kas
atkartojas un kam ir simboliska nozime. Jau pieminétais folklorists Tilha-
gens turpina savu definiciju: Tam [spoku stastam] jabit pieejamam vismaz
divas versijas, kas ievaktas dazadas vietas*. Sis faktors nereti skiet vispa-
teicigakais skeptikiem: nav stasta, kas jau nebutu izstastits. Taja pasa
laika $1 noturiba ir arguments ari pretéji domajosiem: ja jau spoks pastav,
tad, protams, visi redz to vienadu. Tapat Sie noturigie motivi ir interesanti
kulttras iracionala mantojuma pétniekam: kas ir Sie nosléepumainie téli,
kas ir tik svarigi, ka netiek aizmirsti un paradas atkal un atkal; vai visi spoki
ir veci, vai tiem ir kads sakums, vai ari masu laika paradas jauni spoki?

Motivi ir kultiras konstrukcija, varétu pat teikt — kultaras kliseja,
interpretacija, kas operé ar kultiras mantojuma bagazu. Nav nekada
logiska pamata oranzu ovalu debesis uzskatit par citplanétiesu kugi vai
gridas CikstéSanu piedévet mirusa garam. No vienas puses, $I stastu un
veselas tradicijas radisana, satura un télu pievienosana vienkarsi neizskaid-
rojamam paradibam lidzinas pasaizsargajoSiem pasaules izskaidrosanas
centieniem, lidzigi ka arpratigais piemeklé izskaidrojumu sev galva
skano$ajam balsim. No otras puses, Sis process lidzinas neizskaidrojama
skaidro$anai ar vél neizskaidrojamako, tas ir, pastiprinatai iracionaliza-
cijai. Cilvékiem nereti ir tendence piedévet pardabisko pat gluzi izskaid-
rojamam paradibam, pieméram, ikdieniskam sakritibam, respektivi, noti-
kums médz but tikai iemesls iracionalai konstrukcijai. Tapat novérojams,
ka biezi narativa tendenciozitate iracionalitates virziena pieaug lidz ar
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laika distanci, respektivi, pardabiska klatbatne narativa klast arvien
neparprotamaka.

Vai paradas jauni motivi, vai tiek tikai parstastiti vecie? Salidzinot
ar anekdotém, pieméram, Krievija aprité ir apméram 40 000 anekdosu,
gada laika paradas tikai apméram 40 jaunas anekdotes. Tapat ari spoku
stastos lielakoties tiek izmantoti jau sen parbauditi motivi, adaptéjot tos
Sodienas situacijai.

Viena no piemérotakajam vietam, kur meklét visjaunakos motivus,
ir internets — komunikaciju vide, kas raksturiga tikai peédéjiem pardesmit
gadiem. Viens no popularakajiem interneta vides motiviem ir kédes vés-
tules — paradiba, kas, skiet, radita tiesi internetam ar ta atras parsutisanas
un izplatiSanas iespéjam. Tomér izradas, $o véstulu prieksteces pazistamas
jau vismaz kops XIX gadsimta, kad religiska Pensilvanijas vaciesu kopiena
izplatija Himmelsbriefe — véstules, kas solija veiksmi, ja tiks nodotas talak.
Ari seno égiptieSu Miruso gramatu iespéjams aplukot ka kédes véstulu
prieksteci®. Tatad motivs ir radies sen, bet, skiet, tikai interneta atradis
savu idealo realizacijas vietu.

Seviski svaigs izskatas motivs, kas paradijas un sasniedza ari Latviju
uzreiz péc 2001. gada 11. septembra. Tika apgalvots, ka visiem labi pazista-
ma datorprogramma Word satur noslépumainus zinojumus, kas paredzé-
jusi 11. septembra notikumus Nujorka. Katrs pats var piedalities $aja
motiva: uzrakstiet Word dokumenta abreviatiru NYC, kas nozimé New
York City, tad nomainiet $riftu uz Wingdings. Rezultats ir mulsinoss:

NYC — &%

Izradas, ka 1990. gada raditais Wingdings kalpojis paregojumiem
ari 1999. gada, kad tika daudz runats par iespéjamajam katastrofam, ko
nesis 2000. gada iestasanas. Uzrakstiet MILLENIUM un nomainiet $riftu
uz Wingdings (Sis paregojums gan nepiepildijas):

MILLENIUM — ¢ %@®=2%+é"

Tomeér ari §is motivs ir saistams ar vecumveco tendenci atrast tekstos
paregojumus, pienemot, ka patiesa nozime ir aizsifréta, pieméram, Misela
Nostradama tekstu nebeidzamas interpretacijas.

Tapat gluzi laikmetigs motivs sakotngji skiet ta sauktais EVP - Elec-
tronic Voice Phenomenon (elektronisko balsu fenomens) — noslépumainu
balsu paradisanas ierakstos. Vairakus piemérus var aplukot organizacijas
Amerikas Elektronisko Balsu Fenomena Asociacija majaslapa. Paradibas
vide un formats liek domat pat istenu postindustriala laikmeta izpausmi.
Tomer balsu teiktais — I live in spirit (es dzivoju gara); prepare to die (ga-
tavojies mirt); we hear you, mommy (mes dzirdam tevi, mamin); tell her
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it’s satan (pasakiet vinai, ka tas ir satans)® — kiet pilnigi atbilstam spoku
balsu teiktajam ari agrak.

Parliecinos$s XX gadsimta jaunievedums var skist NLO (neidentificéti
lidojosi objekti). Tradicionali tiek novéroti spozi, regularas formas, apali
vai elipsveida objekti debesis, kam piemit skietami vadita kustibas trajek-
torija, tie médz apstaties, kustéties ar paatrinajumu un tml. Motiva parlie-
cinata saistiba ar sapratigam butném no citam planétam patiesam véro-
jama apméram kops XX gadsimta 50. gadiem, tomér pats ieradums redzét
debesis neizskaidrojamus lidojosus kermenus ir daudz senaks. Ufologi
atradusi, vinuprat, neparprotamas rakstitas liecibas jau no Tutmesa III
laikiem. NLO tiek atrasti gan senajos laikos, gan viduslaikos, gan jaunajos
laikos, tomér to uztvere ne vienmér bijusi vienada. Interesantu pieméru
var atrast Benvenuto Cellini (Cellini (1500-1571)) slavenaja biografiskaja
darba Dzive (1558-1559). A. Gorbovskis sava devindesmitajos gados
popularaja gramata Fakti, minejumi, hipotezes, kas veltita visam, kas
nav tradicionali skaidrojams’, cité Cellini:

Mes paskatijamies uz Florences pusi un abi izbrina skali iesaucamies,

teikdami: “Dievs debesis, kas par lielu kermeni ta redzams virs Floren-

ces?” Tas bija ka ugunigs balkis, kurs dzirksteloja un izstaroja parlielu
mirdzumu?.

A. Gorbovskis nenorada, no kada Dzives izdevuma §is citats nemts (drukas
kludas dél nav ari saprotams, no kada pastarpinata avota tas nacis).
Pieejamaja latviskaja izdevuma, kura Cellini darbu tulkojusi Veronika
Strélerte, attiecigais fragments izskatas sadi:

[..] skatidamies uz Florences pusi, abi divi aiz brinumiem skala balsi
iesaucamies, sakot: “Ak dievs debesis, kas tad ta par paradibu, ko redz
tur par Florenci?” Tas bija ka liels uguns stabs, kas dzirksteloja un
izstaroja visspoZako gaismu’.

Pirmaja tulkojuma — kas par lielu kermeni ta redzams virs Florences,
ugunigs balkis [pasvitrojums mans — J.J.] — Skiet, ka renesanses laika
cilveks tiesam redzgjis lidojosu, materialu objektu. Turpreti otra redakcija
notikusais iegust citadu raksturu: [..| aiz brinumiem skala balsi
iesaucamies, kas tad ta par paradibu [pasvitrojums mans — J.J.|. Tadéjadi
aprakstitais drizak skiet ka vizuala paradiba, debesu zime, ka to ari uz-
tveris pats Cellini. Vins to tulkoja ka paredzéjumu arkartéjiem notikumiem
Florence, kas ari piepildijas — mira hercogs Lesandro'®.

Spoki — miruso gari redzama vai dzirdama forma vai vienkarsi redza-
mas, pardabiskas biitnes e 7o $is pasaules. Sim motivam raksturiga liela-
ka ietekmeésanas no tradicionalas mutvardu folkloras, atseviskajiem gadi-
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jumiem augsts individualitates limenis, augsts personiskas interpretacijas
limenis; taja pasa laika visvairak tiesu parnesumu no agrakiem motiviem,
ka ari vissenako motivu izmanto$ana.

Luk, kads 2006. gada nogalé dzirdéts narativs. Stastitaja ir 19 gadus
veca studente. Notiku$o piedzivoja kads virietis Spunnciema, un par ta-
dam lietam tur dzirdéts jau sen. Vins gaja nakti par vietéjas udenskratuves
dambi un ieraudzija prieksa stavam kadu cilvéku. Tuvak pieejot, pama-
nija, ka tas térpts tada ka muka kapucé. Centas ieskatities seja, bet para-
dibai sejas nebija.

Maka-spoka motivs ir populars ari arpus Spunnciema. Bakingemas
pili Lielbritanija tas biezi manits kops 1539. gada, kad kads muks tur
ticis nomocits. Pragas vecpilséta pie Visegrada ielas muks, kas kadreiz
esot izsaucis méri, nez kapéc paradas kopa ar kaki. Golsanskas pils drupas
Baltkrievija mito$ajam spokam ir identisks izskats, bet cits stasts: pils
kpazienes milakais medzis ierasties, pargérbies par muku, lidz némis ne-
labu galu kopa ar savu miloto. Muks-spoks ir tik populars, ka iekluvis
dailliterataras klasika: motivu izmantojusi V. Igo un A. Cehovs. Vizualais
téls iegajis ari popkulttra, klejodams vairakas sausmu filmas, ka ari Harija
Potera impérija. Interesanta nianse ir sejas trukums. Tas biezi uzsvérts
ari teofanija — Dieva paradisanas cilvekam. Mozus Otras gramatas 33.
nodala teikts:

Manu vaigu tu nedriksti redzet, jo cilveks nevar mani redzet un palikt
dzivs. [..] Mani redzési no muguras, bet mans vaigs nebiis redzams"'.

Tapat seju neatklaj ari citas pardabiskas butnes: serafi lidinajas ap
vinu, tiem bija katram sesi sparni, ar diviem serafs apsedza savu vaigu'2.
Pardabiskas butnes sejas aizliegums dazkart tiek reducéts uz acim: mironis
jau klat! Gans skaidri redzéjis, ka baltajam cilvékam nav acu un degunam
nav cauruminu's.

Tatad sis 2006. gada dzirdétais narativs lidz sikakajam detalam atkar-
to senos motivus. Jasecina, ka miklainas iracionalas funkcijas pildisanai
lielakoties tiek izmantotas vecas, jau tukstoskart parbauditas matricas;
tas tikai japiepilda ar notikuma saturu, japiedzivo, jaatdzivina, kas ari
tiek darits.
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Banepuit MakapeBuu
IIBETOBOI1 AHAJIN3 ITODTUYECKUX ITPON3BEJIEHUI

Summary
The Color Analysis of Poetry

Psychologist M. Lusher has created a projective psychological method.
According to it, a person is offered eight squares of different colors that need to
be combined in a certain order. The most attractive color must be placed first,
followed by a less attractive one, and so on. The analysis of the sequence of
colours allows to define the psychological portrait and the actual psychological
condition of the person. This method has been applied in our research. It is
known that a certain colour corresponds to each vowel sound. We have analysed
some works by Russian poets and have defined the frequency of the use of vowels
in these works. Then the order of the preference of vowels has been transformed
to the order of preference of colours (for each work). Lusher’s method has been
applied to the received colour preferences. It has allowed us to reveal a possible
psychological condition of the author during the moment of creation of the
poetic work.

£

INcuxomor Maxkc Jlromrep co3nan METOOUKY, TOe YeJI0BEKY Ipeiara-
eTcsl U3 BOCbMH LIBETHBIX KBaIPATUKOB CJIOKUTH Psifi, B KOTOPOM Ha Iep-
BOM MECTe HAaXOIMTCSI CAMbIi IIPUBJICKATEIbHBIN TSI HETO LIBET, HA BTO-
POM — 4yTh MeHee IMpUBJIeKaTeIbHBIN 1 T.JI. AHAJIN3 LIBETOBOTO psiia 1aeT
IICUXOJIOrMYECKUI ITOPTPET YeJIOBEKA 1 €0 COCTOSIHUS B JAHHBIM MOMEHT.
DTOT NoAX01 ObUT IPUMEHEH B IIpeajaracMoM uccieaoBaHun. M3secTHo,
YTO KaXKI0MY IJIaCHOMY 3BYKY COOTBETCTBYET OITpeae/IeHHbII LIBET (SIBJie-
HU€ CUHECTE3UN).

MBI TIpOaHATM3UPOBAIIA PSII TIPOU3BEACHUI POCCUIICKUX TTOSTOB U
BBISIBWJIA YACTOTY YIIOTPEOJICHNS B 3TUX ITPON3BEACHUSIX TTIACHBIX 3BYKOB.
Jlaiee MOpsiIOK IIPeAOYTEHKS IJIaCHbBIX 3ByKOB ObLT IIPe00pa30BaH B I10-
PSIIOK MIPEAITIOYTEHMS IIBETOB (71T Kaskaoro IpousBeneHus ). K momydeH-
HbIM LIBETOBBIM psiiaM ObUI MpuMeHeH MeTon Jlroliepa. DTo mo3BOIMIO
BBISIBUTH BO3MOKHOE COCTOSTHME IYIIIM aBTOpa B MOMEHT CO3IaHUs PO~
W3BEICHUSI.

KoroueBble c10Ba: ceMaHTHMKA IIBETA, IIBETOBOI aHAJIU3 MTO331U, OCO-
OEHHOCTH JIMYHOCTH.
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Teopus

INcuxuka yeoBeka COCTOUT M3 chepbl CO3HAHMS U chepbl Oecco3Ha-
TesibHOTO. CO3HaHME MPOSIBIISIET cebs1 Yepe3 CIIOBO, MOHSTHE. SI3bIKOM
6eCcCO3HATEILHOTO SIBJISTIOTCSI CUMBOJIBI. MI3BeCTHBIN MIBeIIapCKUit yue-
Hblii K. FOHT, MOCBATHBIINIF BMECTE CO CBOMMU COTPYAHUKAMU U yISHU-
KaMU MHOTO BpEMEHU M3YUEHUI0 CUMBOJIOB, OTMEYAET, UTO M0, YO Mbl
HA3bl8aeM CUMBOAAMU, — IO MEPMUH, UM UAU U300padicerue, KOmopbie Mo-
2ym Oblmb U36eCMHbL 8 NOBCEOHEeBHOLL JICU3HU, HO 001a0arm cneyupuUecKum
000a604HbIM 3HAYEHUEM K C80eMY 00bIMHOMY CMbICAY. Imo nodpazymesaem
HeYmo CMymHoe, Heu38ecmHoe uau ckpbimoe om Hac'. S13pIK CUMBOJIOB CJ10-
>KeH JUIsl paciinpoOBKY, TTOTOMY UTO BKJTIOUAET B Ce0sT apXeTUTIATbHOE,
KYJBTYPHO — UCTOPUYECKOE M MHANBUAYyaIbHOE 3HaYeHUsI. Pa3zHoobpas-
HBI U CITOCOOBI perpe3eHTAIIMM CUMBOJIOB CO3HAHUI0. DTO MOXET ObITh
(opma, pocTpaHCTBO, ABVKEHUE, IIBET, 3BYK U T.0. M3 3THX crioco6oB
perpe3eHTaly CUMBOJIUYECKOTO B IICUXOJIOTMYECKON HayKe, TOXayid,
HauOoJIbIlIee BHUMaHWE TIPUBJIeUeHO K 11BeTy. CyIliecTBYeT 1ieJast OTpacib
MCHUXO0JIOTMYECKOTO 3HAHUSI O] HA3BAHUEM «LIBETOIICUXOJIOTHSI».

B 1uiBeToricuxonornu KaxkmaoMy 1IBETY CTABUTCSI B COOTBETCTBUE OMO-
LIMOHATTbHO — YYBCTBEHHOE MePEeXMBaHUE WM OCOOEHHOCTh JIMYHOCTH
yenoBeka. Tak, cormacHo Jlomiepy, omHOMY 13 HanboJiee U3BECTHBIX 1IBe-
TOTICUXOJIOTOB, CUHMI LIBET CUMBOJIU3UPYET CIIOKOMCTBHE; 3eJCHBI —
BOJTIO K JIEWCTBUSIM, YITOPCTBO, HACTOMYMBOCTh, HO OTHOBPEMEHHO — CO-
MPOTUBJICHUE TIepeMeHaM; KpacHbI — CTpeMJIEHHE K JTOCTUXKECHUSM,
CTPacTh KO BCEMY, B UeM MPUCYTCTBYET MHTEHCUBHAS XKU3HEHHAsT aKTUB-
HOCTb. KeNThlii — 3TO paspsiaKa, HelleJeHanpaBlIeHHas aKTUBHOCTb, B
KOTOPO BBIpasKeH MPOIIECC, a He pe3ysbTar (TaKoil aKTUBHOCTBIO SIBJISI-
eTCsl IeTCKasi UTpa), U T.J1.2

OnycaHHBIN BBIIIE 1IBETOBOW CMBOJIM3M TIPOSIBIISIETCS] M B SI3BIKE.
Mp1 yroTpebiisieM TakKue BBIpaKeHUs, KaK «KeJIThIid T0M» (MeCTo, e
SKUBYT JIIOJIM, UbsI SKUBHEHHAs! aKTUBHOCTH OJIM3Ka JIETCKOI UTpe), «KBap-
TaJ KpacHbIX (hoHApeil», «pyOUTh KaIrycTy» (T.€. Ie1aTh AeHbIM; HeAapOM
aMepHMKaHCKHe JOJUIaphl U JATBUMCKUE TIITUIATOBUKM KakK camasi X010~
Basl IeHEXKHas! KYITopa — 3eJICHOTO 11BeTa).

Ha ocHoBaHMM 1IBETOBOTO CUMBOJIM3MA B TICUXOJIOTMH CO3/1aHa KOH-
LICTILIMSI TICUXOJIOTMYECKUX TUTIOB. B 3TOI KOHLIEMIIMK MTpearoiaraeTcs,
YTO €CTh YEThIpe TUIIA MOBEACHMS: 3eJIeHOe, KeJITOe, KpaCHOe U CHHEe.
KaxaoMy yeioBeKy MpUCYILX Bce YeThipe ThIa noeaeHus. Ho omHo u3
HMX, KaK MPaBUJI0, JOMUHUPYeT. [103TOMY pas3inyaroT KeIThli, KpaCHBIH,
CUHMIA ¥ 3eJIEHBII TUTTBI IMYHOCTH (TI0 JOMUHMPYIOIIEMY LIBETOBOMY IO~
BeleHU10). JIMCCOHAHC B JIMYHOCTH BO3HUKAET, €C/TU 0€3yCIIOBHO TOMU-
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HUpPYET ONWH IIBET; TADMOHUSI — €CJIM IIBETOBBIC (DOPMBI TTOBEICHUS
JOTIOJIHSIOT APYT Apyra.

Takum 06pa3oM, ¢ MOMOLIBbIO CUMBOJIMKHU 1LIBETa MOXKHO OXapaKTepU-
30BaTh KaK MCUXUUYECKOE COCTOSIHME YeI0BeKa, TaK U CBOMCTBA ero JIMY-
Hocty®. [1pu 5TOM LIBETOBAast OKpAILIE HHOCTh JIMYHOCTU OKA3bIBAETCS TEC-
HO CBSI3aHHOMU ¢ ero «S1 — KOHIIeMImeli». DTa 1IBeTOBasT OKPAIIeHHOCTD,
BIpPOYEM, KaK U «S] — KOHLIEMIMsI», MOXET MEHSIThCS B TEYSHUE XKU3HU*,

OnucaHHas BbILIE CBSI3b MCHONB3YETCS JJIs aHaIu3a KUBOIMUCHBIX
npousBeaeHuit. Tak, P. Our otmeuaeT, yto PybeHc, Kak 4eT0BEK UyBCTBU -
TeJIbHBII, UCITOJIb30BAJ B CBOUX pabOTaX B OCHOBHOM KpacHbIi cBeT. Bat-
TO, KOTOPBIA yMep MOJIOIbIM, UCTIOJIb30BaJ B CBOMX IMPOU3BEAEHUSIX IyC-
TYIO 3€JIEHB’.

LIBeToBOE BO3AEHICTBUE XKMBOMMCHBIX MOJIOTEH MOJ0OHO BO3AEHCTBUIO
MY3bIKaJbHBIX TTpousBeaeHuii. M. Tete, Beanuaiiiunii HEMeUKUiA MO3T U
YUYEHBIi1, B CBOMX pab0oTaX OTMEUAET, UTO KAPTUHY MOUjHO20 3¢hgheKma MOX-
HO CPaBHUTb C MY3bIKaJIbHBIM MPOU3BEAEHNEM B MaXKOpe, a MUHOPHYIO
MY3BIKAIBHYIO ITHECY C TIOJIOTHOM HeNCHO20 d(hpexma’.

O CUHECTE3NU 1[BETA M MY3BIKH ITUIIYT U IPYTHe UCCIeI0BaTeNN .

Mexny 3ByKaMu peuu 1 1IBETOM Tak>Ke CYIIECTBYET CBsI3b. Eciu or-
DPOCUTD IPYMITY JIIOJEH, 3a1aB UM ofduH Bomnpoc: C Kkakum yeemom accoyu-
UPYIOMCS 2AACHblE 38YKU PYCCK020 A3blKA ? — TO OOJIBILIMHCTBO 3BYK @ COOT-
HECET C KPACHBIM LIBETOM, 0 — C XKEJITbIM JIUOO C OeJIbIM, bl — C KOPUUHE-
BbIM. [T03TOMY B CTHXaX TAJIAHTIAMBOIO MOATA MOXKET MPOSIBUTHCS 3TO CO-
OTBETCTBUE MEXIY 3BYKOM U 11BeTOM. Eciuv 1moaT nuiieT o Hebe, TO OH
HEOCO3HAHHO MOAOUPAET INIaCHbIE 3BYKM TaKUM 00pa3oM, YTOObI cpeau
HUX JOMUHUPOBAIU 3BYKH, KOTOPbIE OKpALlEHbl B CHHUI LIBETS.

CBoi1 MeTO/ LIBETO-3BYKOBOI'O aHaIM3a TUTEPATyPHBIX TEKCTOB MPeI-
narator Cemupa u B.Beramr. B aToM MeTome 11BeTa COOTHOCSITCST HE TOJIb-
KO C IJTaCHBIMM, HO 1 C COTJTacCHBbIMU 3ByKaMu. Hanpumep, packaTuctomy
3BYKY p COOTBETCTBYET TEMHO-PYOMHOBBIN LIBET, KOTOPbI OTpaKaeT MO-
TYLIECTBO MOTeHLMaaa u Hanop arpeccuu. (Kpatkuii p — KUpIUUHOTO
1BeTa). TeMHO-pyOMHOBBI LIBET ICUXOJOTMYECKU CBSI3aH C BOJEBbIM Ha-
MOPOM, C YBEPEHHOCTBIO B ce0e, C yrpo30ii pa3pylleHus nperpa, ¢ 6ora-
ThIPCKOHW CUJIOI, MOTYILIECTBOM, MY>XECTBOM, PELIUTEILHOCTBIO 10 TPY-
00CTH, IPOCTHIO U TBEPAOCThIO.

Ipo3nvtil « Py — packamel epoma,
Jpoxce nebec u mpenem 2op —
Pa3zpybaem uenu poka

Mouwnbiit spocmubiii monop’.
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OnucaHHbIEe METOBI HA OCHOBE CMHECTE3MH 3BYKa 1 1[BETa MTO3BOJIS-
FOT CO3IaTh OIpeAeICHHOE SMOLIMOHATBEHOE COCTOSTHIE Y YMTATEIIsI U OT-
HOCSITCS K IICUXOJIMHTBUCTHKE. Ho 371€Ch BO3HMKAeT BOMPOC: MOKHO JIN
Ha OCHOBE LIBETO — 3BYKOBOT'O aHAJIM3a [TO3TUYECKUX ITPON3BEICHMI ClIe-
JIaTh BBIBOJ O JJMYHOCTHBIX OCOOEHHOCTSIX aBTOpa U €T0 TTICUXOJIOTHYEC-
KOM COCTOSIHUM B MOMEHT HaIlMCaHUsl MTO3TUYECKOTO MPOU3BEIECHNS?
WHbIMU cITOBaMU, MOXKHO JIM CPEACTBAMH LIBETOTICUXOJIOTUM PEIIATh 3a-
JTAYX HE TOJILKO JIMHTBUCTUYECKOM TICUXOJIOTUU, HO U TICUXOJIOTUY JTNY -
Hoctu?

Merton

Jl)1s1 oTBeTa Ha 3TOT BOIIPOC HaMU ObLI MTPOBeieH dKCIepuMeHT. OH
COCTOSUT M3 IBYX 3TanoB. Ha mepBoM aTarie rpyria 3KCIepToB OIpeaeisi-
J1a HaJIM4Ke CBSI3M MEXy ONpeAe/IEeHHbIM LIBETOM U IIACHBIMU OYKBAMU
pycckoro andabuta. B kayecTBe akcrnepToB BeicTynanu 40 CTYyIeHTOB —
ncuxoJioroB JlayraBnmiacckoro yHuBepcuteTa U 20 yUeHUMKOB CTapIIMX
KJ1acCOB DKCIepUMEHTAIbHOM cpemHeil Kokl T.JlayraBmnuica. Pe3yib-
TaThl IPUBEICHBI B TA0OIMIIE 1.

Tabauua 1.
CBs13b 3BYKOBBIX 1 IIBETOBbIX OLIYINEHHIA

3ByK/ Kpac-
LBet HbI

Kopuu- ®uosne-

Cunuit  3enenbiii  XKentblit HeBEIf  TOBEI

Yepubiii  Cepblit

A 21 2 8 11 5 11 5 3
o 5 13 13 24 13 11 11 5
y 7 8 7 6 8 13 7 5
C) 10 6 12 3 14 10 4 8
" 12 4 15 7 12 12 21 10
bl 3 22 7 5 13 12 7 9

OLieH1BAasI LIBETOBYIO OKPACKY IJIACHBIX 3BYKOB, 9KCIIEPThI MOTJIU CO-
OTHOCUTb 3ByKH OJJHOBPEMEHHO C HECKOJIbKMMMU LIBETaMU JIMOO0 HE 1aBaTh
orpenieIeHHOTo oTBeTa (4 He 3Hal, ¢ KAKUM U8emom COOMHOCUMCS 36)K,
n03momy Hu4e20 ommeuams He 0ydy).

Pe3ynbraThl MOKa3bIBaOT, YTO Y OOJIBIIMHCTBA OMPOILIEHHBIX KPACHBIM
LIBET aCCOLIMMPYETCSI CO 3BYKOM (a); CUHUI — CO 3BYKOM (bl); 3€JI€HbBIA —
CO 3BYKOM (1) ; KEJIThIiA ACCOLUUPYETCS CO 3BYKOM (0); KOPUYHEBBI — CO
3BYKOM (3); (DMOJIETOBBI — CO 3BYKOM (Y); YCPHBIN, KaK M CEPBIii — CO
3ByKOM (M).ITocKoJbKy 3BYK (1) acCOLIMUPYETCs OMHOBPEMEHHO C 3eJe-
HBIM, YePHBIM ¥ CHHUM IIBETOM, B JlaJIbHElI1IEM ObLIa UCITOJIb30BaHa TOJIb-
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KO OJTHA accoliMalys — C YepHbIM LIBETOM KaK MOJYYMBIIUM HauOOJIb-
11 0asul B OLIEHKAX 9KCIEePTOB.

Ha BTOpoM sTamne skcnepMMeHTa aHaJIU3UpPOBAIMCh MOITUYECKUE
MPOMU3BEIECHUS Pa3HbIX aBTOPOB. AHAIN3 NTPOU3BOAUICS Mo meToay Jlo-
mepa. B KaxaIoM MoaTHyecKoM MPOM3BENEHUN OMpeAesiach 4acToTa
ynoTpebJieHus TJIaCHbIX 3BYKOB a, 0, Y, 3, bl, U. [TocJie 3TOro 3ByKu 3amMeHsI-
Juch uBetamu. Takum ob6pa3om, Mosaydacs LIBETOBOM psifl, TAe Ha TEPBOM
MecTe HaxoauJIcsl HanboJiee yroTpeOasieMblil LIBETOBOM aHAJIOT TJIACHOTO
3ByKa, Ha BTOPOM — LIBETOBOM aHAJIOT, YacTOTa yIoTpeOIeHUsI KOTOPOro
Obl1a MEHbIIIE, YEM Y IEPBOTO, HO OOJIbIIE, YEM Y OCTABILUXCS, U T.1. [To-
JIyYEHHBI 1IBETOBOI PsiJi aHAIM3UpoBascs no metoay Jlomepa, pe3yib-
TaThl CPAaBHUBAINCH ¢ (pakTaMu Onorpaduu aBTopa MO3ITUIECKOTO TIPO-
U3BEACHMUSI.

HlIBeituapckuii yueHblii Maxkc JIromep co3aai TeCT, CTUMYJIbHBINA MaTe-
pHraj KOTOPOTO COCTOUT M3 BOCBMMU IIBETHBIX KapToueK. OH MCITOIb30Ba
4 OCHOBHBIX IIBE€TA: KPAaCHO-OPAHXXEBbI, CUHUI, 3eJIEHBII 1 KEJITHII;
3 IOTOTHUTEIbHBIX: KOPUYHEBDIN, Cepblil M YePHDIN; | 1IBET, KOTOPIit
3aHMMAaET MPOMEXYTOUHOE MOJIOXKEHUE MEXAY OCHOBHBIMU U TIOTIOJIHU-
TeJIbHBIMU: (prOJIeTOBBIN. McITbITyeMOMY TIpeIIaraeTcsi COCTaBUTh M3 STUX
LIBETHBIX KapTOUueK Psil, Ha IEPBOM MECTE KOTOPOTO HaXOIMUJICS Obl LIBET,
KOTOPBII B HACTOSIIEE BPeMsI KaXeTcsl eMy HanboJiee MpUBJeKaTeIbHbBIM.
3aTeM M3 OCTaBIIMXCS BHIOPATh HanMOOJIee MPUBICKATSILHBINA 1 TIOMEC-
TUTH Ha BTOPOE MECTO. DTa MPOolieypa MOBTOPSIETCS 0 TEX TTOP, TOKa BCe
BOCEMb 1IBETOB HE 00pa3yloT LIBETOBOM psijl.

Kaxmomy 11BeTy COOTBETCTBYET OIpenesieHHbI HoMep. CUHUI 000-
3HavaeTcs Nel, 3eeHbril — No2, kpacHBIin — N3, skentoiit — Ne4, hmose-
TOBbI — No5, KopuuHeBbiii — Ne6, yepHbiii — Ne7, cepbiit — NeQ. Ioy-
YEeHHBIN ps, 3anuchbiBaeTcs B mudposom Buzae. Tak, pag 51432067
CBUIETEIbCTBYET O TOM, UTO Ha IIEPBOM MECTE B LIBETOBOM PSI1y pacioso-
JKeH (PMOJIETOBBIN LIBET, HA BTOPOM — CUHUM, HA TPEThEM — KEJThII U T.JI.

ITocne aToro 1IBETOBOM psifl, 3aNIMCAHHbII YMCAaMM, TOTOBUTCS K aHA-
u3y. st 9Toro BbIAEASIOT YeTbipe (DYHKIMOHAJbHbBIE TPYIIIbI: SIBHO
TpeArnoYnTaeMbie 1BeTa (0003HAYAI0TCSI 3HAKOM +); YyTh MEHEee MPE/To-
yuTaeMble 11BeTa (0003HAYAIOTCS 3HAKOM X); 1IBeTa, KOTOPbIC B JaHHBIN
MOMEHT SBJISIIOTCSI 0€3pa3IMYHbIMU (0003HAYAIOTCS =); OTBEpraeMble
mBeTa (0003HAYAIOTCS -).

ITpuBeneHHbIN BbILIE s MTOCE BblaeIeHUs DYHKIIMOHATIbHbBIX TPy
npuodperaeT Takoi BuI: +5 +1 x4 x3 =2=0-6 -7.

Janee McnoJib3ylOTCd TaOJAMILIbI UHTEPIPETALIMU, COCTABIEHHbIE
M. JIromepom. Tak, rpynna +5 +1, corstacHo TabauiiaM MHTEPIIPETaLliu,
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03HAYaeT, YTO YEJIOBEK XaXKICT YCTAHOBUTH OTHOIICHUSI, TIOCTPOCHHBIE
Ha HEXXHOCTH U B3aMMHOU cuMnaTtuu. 2Kenaet 10CTUYb Uaeau3pOBaH-
HOI TapMOHMU. VICIIBITBIBAET HACTOSITEIbHYIO MOTPEOHOCTD B JIIOOBMU.
OCTpO BOCIPUUMYMB K 3CTETUIECKOM CTOPOHE KU3HMU.

C moMoIIbI0 MHTEPIIpEeTaToOpa paciinpoBHIBAIOTCS U ApyTre PyHK-
LIMOHAJIbHBIE rPpyIIibl. Tak, 3HaueHUe IPYIIIbl OTBEPraeMbIX LIBETOB -6 -7
clemyloliee: HopMaJbHOE CTpeMJIeHIE K He3aBUCMMOCTH, XKeJIaH!E CTaTh
XO3SIMHOM CBOE#1 Cy/IbOBbI.

ITo MmHeHuIO co3narenst Metoauku M. Jloiiepa, 3TOT 1IBETOBOIA TECT
CIIOCOOEH OMpPEeesITh JMYHOCTHBIE OCOOEHHOCTH YeIoBeKa U ero TICH-
XMYECKOE COCTOSIHME B JaHHBIA MOMEHT ",

PesynbraTnbl u ux o0cyKnenue

B oT10ii yacTu MBI TTpoaHANU3NPYEM TTOITUYECKUE TTPOU3BEICHUS
pa3HBIX aBTOPOB, HATIMCAHHBIX UMW B Pa3INYHbIC TMEPUOABI KU3HU, U
CpaBHUM pe3yJbTaThl aHanu3a ¢ (akramu ouorpacduu. [Ipexae Bcero
ob6patumcs K TBopuectBy ®. Tioryena (1803—1873). PaccMoTpum Tpu ero
CTUXOTBOPEHUSI, HalIMCAHHbIE B OHOCTU, 3pEJIOCTH U B MOCIEIHUE TOMIbI
>KU3HU.

K.H. (1824)

T60oit munbLii 830p, HeBUHHOLL cMPacmu NOAHDBLLL,
3namoil pacceem HeGUHHbBIX HYBCIE MBOUX

He moe, yeuv! Ymunocmueums ux —

On cayxcum um yKopor 6e3M0A8HOI.

Cuu cepoua, 6 KOmopwvix nPagdvL Hem,

Onu, o dpye, becym Kax npueogopul,

Tsoeii n066u Maadenueckoeo 830pa,

OH cmpawien um, KaK namsms 0emcKux aem.

Ho 0251 mens ceil 830p 6aazodesiHve;

Kaxk ncusnu ka4, 6 dyuieenoil enyoute
Tsoii 630p Hcueem u 6ydem dncums 60 MHe:
On HydiceH eil, Kak Hebo u dbixaHve.

Takos 6 2ope 0yx06 6aaxiceHHbIX céem,

Jluws 6 nebecax cusiem oH, HebeCHbL;

B nouu epexa, na due yocacnoii 6e30Hbl,

Cell uucmolil 0eHb, KAK NAGMeHb A0CKULL, HCHcen.

IMoacuurtaem HYaCTOTy BCTPEYACMOCTU IJTAaCHBLIX B MPOMU3BCACHUUN 1N
NIEpEeBCIACM UX B LIBETA.
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Tabnuua 2.
YacToTa BCTPeYaeMOCTH IIACHBIX B CTHXOTBOPEHHUHI

K.H.
3ByK a 0 y ) u Bl
KonuuectBeH-
Hasl XxapakTe- 48 25 16 25 43 12
pucTHKa
KpacHbiii, 2Kentsbliit, @Honue ) KOpHZ{_ Yepubiit, CuHuii,

Lser TOBBII, HEBBIN,

Ne3 Ne4 Ne5 Ne6 Ne7 Nel
3HaKk + X = X + -

IMpousBeaeM aHaIU3 MOJYYEHHBIX PE3YJIbTaTOB Mo MeToay Jltomepa.

+3-1 — HeymoBIETBOPEHHOCTH B CBSI3U C TepeKMBAHUEM YTPATHI WA
pasnana B cpepe IIry0oKoit MPUBSI3aHHOCTH;
+7  — TIpoTecTHas peakilvs Ha CIIOKUBIIIYIOCS CUTYalnIo, CYObEKTHB-

Had OLICHKa 06CTO$[TCJTBCTB, l'[pOTV[BOI[eﬁCTBVIe BHCIIHEMY JaB-
JICHU1O, CPEIOBbLIM BOS}:[CVICTBVIHM, IIPOTECT IIPOTUB CYI[I)6BI;

x4X6 — HEyCTOMYMBOCTb, HEYBEPEHHOCTh B Ce0€, 00SI3INBOCTD, TPEBOX-
HbIE OMACeHUs] HEONPEAEIEHHOCTH CYILIECTBYIOIIMX TPYAHO-
CTEW;

=5 — cTpemJieHue He OOHAPYXXUTb CBOIO CEHTUMEHTAJIbHOCTb M1 001~

YHUBOCTb, COCPEAOTOYCHHOCTb HA CBOUX Hp06neMax.

W3 6uorpadum u3BecTHO, 4TO B MOonocTh @. TioTyeB OBLT Upe3BhI-
yaifHo BroounB. OTCIona — ¥ pa3o4apoBaHUsI, U TPEBOTA.

becconnuua (1829)

Yacose 0o0Ho0OpasHbiil 601, H nawa scuzns cmoum npeo namu,
Tomumenvras Houu nosecmo! Kak npuspak na kparo 3emau,
S3b1K 0n5 6cex pasHo uyicoll H ¢ nawum éexom u opy3vamu

U ensmmuwblil kaxcdomy, Kax cosecms! breoneem 6 cympaunoii daau...

Kmo 6e3 mocku enuman us nac, U nosoe, maadoe naems

Cpedu ecemuproeo mMoa4anwvs, Mesic mem Ha coanye pacyseno,
Inyxue epemena cmenanws, A Hac, Opy3bs, U Haue 8pems
Ilpopouecku-npoujanshuiii enac? Uaesno 3a66envem 3anecno!

Ham nomnumes: mup ocupomenwlii Jluwre uspedka, 06p:0 neuanvHoiil
Heompa3zumwiit Pox nacmue — Ceepuias 6 noayHouHwlil uac,

U moL, 6 6opsde, npupodoii yeaoil, Memanna conoc noepebanvHulii
ITlokunymot Ha nac camux. Ilopoii onaakusaem nac!

201



Tabnuua 3.
YacroTa BCTPeYaeMOCTH INIACHBIX B CTHXOTBOPEHHUHI

becconnuuya

3ByK a 0 y ) u Bl
KonuuectBeH-

Hasl XxapakTe- 86 20 8 21 57 12
pucTHKa

. ., ®uone- Kopuu- . .
KpacHbiii, 2Kentsbliit, . P . Yepnbiii, CunHwuit,
Lser TOBBII, HEBBIN,
Ne3 Ne4 Ne5 Ne6 Ne7 Nel

3HaKk + = - = X -
+3-5 — cTpeMIIeHNEe PacCyIOUYHO B3BECUTD BCE OOCTOSITEILCTBA;
x7 — KOHIIMKT, HEYJOBJIIETBOPEHHOCTh CUTyalINEIA;

=6=4 — BbIpaXeHHas pa300PYNBOCTb U U30UPATEIBHOCTD B MEXKIUYHO-
CTHBIX KOHTAKTax;

-1 — CTpeMJICHME CITPaBUTHCSI C YTHETEHHOCTbIO, OBJIafeTh COOOI, CO-
XpaHSI aKTUBHOCTb; TTOTPEOHOCTD B TETUTBIX MEXKJITMIYHOCTHBIX
OTHOIICHMSX; 03a009eHHOCTD, OECITOKOITHASI HEYIOBIETBOPCH-
HOCTb; BBIXOJ M3 KOH(IMKTa Yepe3 aKTUBHOCTb.

B 310 Bpems ®. TiotueB HaumHaeT ciryxk0y B [epmMaHum, eMy He0OX0-
JUMO aJanTUpPOBaThCs K HOBOI KyJIBTYPHOI CUTYaLlUU, K APYTOMY SI3BIKY.

becconnuua (Hounoii momenm) (1873)

Hounoti nopoii 6 nycmeite 20podckoii

Ecmb wac 00un, npoHuKHymulii mocKoil,
Koeda na yenviii 2opod Houw couina

H scrody eodsopunacy mena,

Bce muxo u moauum; u gom ayna e3ouina,

U 6om npu b6aecke AyHHOI cU30l HOHU

Jluws Heckonvko yepkeeil, NOMepAHHbIX 80an,
bneck 30n04enbix enae, yHulAbLL, MYCKAbLI 308
Ilycmuinno 6bem 6 Hedpemaroujue o4,

H cepoue 6 nac nookudviuiem dbieaem

H max yce naauemces u mak sice usHvigaem,

O Jcu3nu u 11068U OMUASTHHO 83bl6ACH.

Ho mwemmno naauemcesi u MOAUMCS OHO:

Bce expye nHeeo u nycmo u memHo!

Yac u dpyeoil 6ce daumcs JHcanrkuii CmMoH,

Ho nakxoney, crabes, ymuxaem oH.
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Tabnuua 4.
YacToTa BCTPEYaeMOCTH IIACHBIX B CTUXOTBOPEHHHI
becconnuya (Hounoii momenm)

3BYK a 0 y <) u bl

KonuuectBeH-

Hasl XapakTe- 62 22 15 20 44 14

pUCTHKA

Lser KpacHbrit, 2Kentsblit, ?OI/]I;:II;: E:gg;: Yepubiit, CuHuii,

Ne3 Ne4 Ne5 Ne6 Ne7 Nel

3HaKk + = - = X -

+3-1 — HeymoBIETBOPEHHOCTH B CBSI3U C TepeKMBAHUEM YTPATHI WA
pasnana B cpepe riry0oKoit MPUBSI3aHHOCTH;

X7 — KOH(IMKT, HEYIOBJIETBOPEHHOCTD CUTYyaIINEIH;

=4=6 — BblpaxeHHas U30MPaATEeJbHOCTb B C(pepe MEKIMUHOCTHBIX OT-
HOIIIEHUI1, 0COOEHHO B chepe OIM3KMX OTHOIICHMI, MPPAIO-
HaJIbHOCTb TIPUTS3aHNM;

-5 — HaIPSXXKEHHOCTb, CBSI3aHHAS C TEHACHIUEN K CACPXMUBAHUIO

OMOIIMOHAJIbHBIX HpOHBJ’ICHHfI; BbIpa>kK€HHas1 I/I36I/IpaT6J'H:>HOCTI:
B MCKIIMYHOCTHBIX KOHTAaKTax, TOHKOCTb BKyCa JTUKTYCT Heo0-
XOOMMOCTD ITOBBIIIEHHOTO CAMOKOHTPOJIA.

CpaBHMBasI IBA CTUXOTBOPEHUS CO CXOKMM Ha3BaHUEM, OTMETUM, UTO
B IIEPBOM CJIy4ae aBTOpP BUAMT BBIXOI U3 KPU3UCHON cuTyarmn. Bo BTO-
POM, HAITMCAHHBIM 3pPEIbIM MYKYMHOM M CJIOXKMUBILIECS JTUIYHOCTBIO —
BBIXOJA SMOILIUSIM HET.

Ceituac obpatumcs K TBopuecTBy 1oata C. Ecenuna (1895—1925).

**% (mo 11 mromst 1923)

Dma yauya mue 3nakoma,

H 3naxom smom Huzenvkuii dom.
IIposodos conybas coroma
OnpokuHyaace Hao OKHOM.

bBoiau 200vt maxcensvix bedcmauil.
Toodvt Gyiinbix, 6e3yMHbIX CU.
Bcnomnun s depeserckoe demcmeo,
Bcnomuua s 0epegenckyro cune.

He uckan s Hu cno8, Hu nokos,

S ¢ mwemotit 3moti ca1aevl 3HAKOM.
A celluac, Kak eaasa 3aKporo,
Buoicy moavko podumensckuii dom.

Buacy cad 6 eonybwix nakpanax,
Tuxo aseycm npunee Ko naemHio.
Jepocam mupbl 8 3eaeHblx 1anax
[Tmuuuii comon u webemmio.

S ar06un smom dom depessnHblil,

B OpesHax menaunace epo3Has Mopip,
Hawa neuv kax-mo 0uko u cmpanHo
3asvieana 6 00HCOAUBYHO HOUD.

Tonoc epomkuil u cxaunens 3viuHbl,
Kak o kom-mo noeubwem, yicusom.
Ymo on euden, 6epoat00 KupnuuHblil,
B 3asvieanuu doxcoesom ?
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BuoHo, suden on danvHue cmpatol, Ho yeacaa ma nexcras dpema,

CoH dpyeoii u yeemyuieii nopul, Bce ucmaeno 6 dvimy eonyoom.
3oromeie necku Ageanucmana Mup mebe — noaesas coroma,
U cmekaaunyio xmapo byxapo. Mup mebe — depessinnbiii dom!

AXx, u 5 9mu cmpauwl 3Har,

Cam nemanvlii npowien mam nymo.
Toavko b6ausice Kk pooHomy Kparo
Mmne 6 xomenoco menepb nogepHyms.

Tabnuia 5.
YacToTa BCTPEeuYaeMOCTH IJIACHBIX B CTHXOTBOPEHUH
**% (no 11 urons 1923)
3ByK a o y ) u 13§
KomuuecTBeH-
Hasl XxapakTe- 120 41 31 25 87 26
pucTUKa
KpacHbiii, 2KenTbliit, @Honue ) KOpHZ{_ Yepubiit, CuHuii,
Lser TOBBII, HEBBIN,
Ne3 No4 Nes Ne6 No7 Nel
3HaK + = = - X -
+3-6 — crioHTaHHag caMopeaim3alund, 10CTaBIAdoIad yaroBJI€TBOPECHUE,

=4=5 — yOeXICHHOCTb B PEAIUCTUIHOCTH CBOMX HAEXK]I, MTOTPEOHOCTh
B 0100peHUU, TTOJAEPXKKE;

x7 — KOH(MJIMKT, HEYIOBJAETBOPEHHOCTh CUTYaIIUEH;

-1 — CTpeMJIeHUE OBJIafeTh COOO0M, COXpaHsisi aKTUBHOCTb; MOTped-
HOCTb B TETUIBIX OTHOIICHUSIX, TPUBSI3aHHOCTH.

HaunnaeTcs HamnboJee TUIOJOTBOPHBIN TTepUOA TBOPUYECTBA TOITA.
3aBsA3bIBAIOTCS OJIM3KME OTHOLICHUS C TAHLOBIIUIIEH Aiicemopoii JyH-
KaH. Ho 5T oTHOIIIEHMS, TTOX0XKeE, CBSI3aHBI C MOTMBOM CaMOpean3aliui
¥ HE COOTBETCTBYIOT INTYOMHHBIM XKEJTAHUSIM TT03TA.

*E% (1925)

Mo ceudanws, dpye moit, 00 cudanus.
Munviii moii, mot y meus 6 epyou.
[Ipednasnauennoe paccmaganve
Obewaem ecmpeuy énepeou.

Mo ceudanvs, dpye moii, 6e3 pyku, be3 crosa,
He epycmu u ne neuans 6pogeii,—

B smoii scusnu ymupams ne Hogo,

Ho u scumv, koneuno, ne Hosell.
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TaGnuua 6.
YacToTa BCTPEYAEMOCTH LIACHBIX B CTHXOTBOPEHHH

*%% (1925)
3ByK a 0 y ) u Bl
KonuuectBeH-
Hasl XxapakTe- 27 6 8 7 25 4
pucTHKa

®uone- Kopuu-

KpacHbiit, 2Kentblit, Yepubiit, CuHuii,

LiBeT TOBbI/A, HEBBIN,
Ne3 Ne4 Ne5 Ne6 Ne7 Nel
3HaKk + - X = + -
+3-1 — HeymoBIETBOPEHHOCTH B CBSI3U C TepeKMBAHUEM YTPATHI WA
pasnana B cpepe riry0oKoit MPUBSI3aHHOCTH;

+7-4 — 4yBCTBO OeCIEepCIIEKTUBHOCTH, OIIYIIICHIE YTPAThI, CTpaXx, JUC-
KoMpopT;

x5 — TPYAHOCTH B ajanTaluu, NOTPeOHOCTh B TOHMMaHUU CO CTO-
POHBI OKpYXaloIlI1X, MOTPEOHOCTh B COLIMAIbHOI HUILIE; He-
CTaOUJIbLHOCTD B pelleHUU TTpo0JieMm;

=6 — mnorpebHOCTb B KOMdOpTE.

PactoprHyTsl oTHOLIeHUs ¢ Alicenopoii [lyHkaH. [10aT monBeprayt
TOHEHUSIM 3a CBOM mocyeaHue nmpousBeaeHus. [lepen HUM BcTaeT XecT-
Kasl aJlbTepHATHBA, BEIPAKEHHAS B IByX MOCIEIHUX CTPO(ax CTUXOTBO-
penus. Kakyio abTepHaTUBY OH BBIOpAJI — MBI 3HAEM.

Jlanee MbI TpOAHATM3UPYEM MPOU3BEICHUST TPEX COBPEMEHHBIX T10-
atoB Poccuu: A.AxmatoBoii, B.Bricoiikoro u M.bponckoro. s aHanu-
3a Y KaXJI0ro roaTa BbIoepeM 1o OTHOMY IMPOU3BEAECHUIO U3 TEX, KOTOPbIE
CTaJIv 3TAITHBIMU B MX TBopuecTBe. Haunem ¢ A. AxmaToBoii(1889—1996).

*%% (1959)

Ymo nam pazayka? — Jluxas 3abasa,
beovr ckyuarom 6e3 Hac.

Cnvany au 66aaumcs 6 20pHULYy €1aeda,
bvem au mpunaoyameiii vac?

Hnu 3a66imot, 3a06umet, 3a...Kmo mam
Tax nayuuacs cmyyams?

Bom u uomu mue obpamno k éopomam
Hoesoe cope 6cmpeuams.
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Tabnuua 7.
YacToTa BCTPEyaeMOCTH IJIACHBIX B CTHXOTBOPEHUH

*x% (1959)
3BYK a 0 y <) u bl
KonuuectBeH-
Hasl XxapakTe- 33 8 7 4 15 5
pUCTHKA

KpacHbiii, 2KenTsblit, @Honue ) KOpHZ{_ Yepubiit, CuHuii,
Lser TOBBII, HEBBIN,

Ne3 Ne4 Ne5 Ne6 Ne7 Nel

3HaKk + = = - X -
+3-6 — croHTaHHas caMOpeaM3alyisl, JOCTABISIONIAsT YIOBIETBOPEHNE

M MMOBbIIIAaroas CO6CTB€HHYIO TECHHOCTD B IJ1a3aX APYIUx,

x7 — KOH(DIMKT MM HEYIOBICTBOPEHHOCTh CUTYalINECIi;

=4=5 — y0eXIeHHOCTb B PEATMICTUIHOCTH CBOMX HAZIEXKT, TOTPEOHOCTH
B OIOOPEHUU 1 TTONACPKKE; OOMITUNBOCTD 1 COCPEIOTOYCHHOCTD
Ha CBOMX Mpo0bIeMax;

-1 — CTpeMJICHHE CIIPaBUTHCS C YTHETCHHOCTBIO, OBJIAETh COOOIH, CO-

XpaHAgd aKTUBHOCTD.

JInyHOCTHYIO cUTyalMio AHHBI AXMaTOBOI, IoXaulyii, Hanbosee Tou-
HO XapaktepusyeT AMaHaa XaiT: Ecau 6bl Ha Kakoii-mo Mue oHa nomepsaia
CNOCOOHOCIb NPEBPAUIAMb CbIPbE CB0ell JICUSHU 8 NOIMUUECKYI0 buoepaguro,
mo oKazanace Obi CAOMACHHOU XAOMUYHOCIbIO U MPA2eOUHOCMbIO NPOUCX0-
odsueeo c Hell.

Ceituac obpatumcs K TBopuectBy B. Bricorikoro (1938—1980). ITpo-

AaHaJIMBUPYEM OJJHO M3 €I0 paHHUX HpOH3Be)IeHV[ﬁ.

ST ne arobaro (1969)

51 He arobar0 hamanvroeo ucxoda,
Om Jcu3nu HuKoeda He ycmaio.
51 He o610 at0boe 8pems eooa,

B komopoe 6oaero uau nuio.

A He 1106110 X0100H020 YUHU3MA,

B 6ocmopaicennocms He eepio, U euje —
Koeoa uyncoii mou uumaem nucovma,
3aensovieas mHe uepes nie4o.

51 He at06a10, K020a HANOAOBUHY,

Hau koeda npepeanu pazeosop.

Sl He 0610, Ko20a cmpeasom 6 CHUHY,
S makaice npomue 6vicmpenos 6 ynop.
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Sl Henasudicy cnaemuu 6 8ude eepcuii,
Yepeeii comHeHbs, nouecmell ueny,
Hnu — koeda éce 8pems npomue uiepcmu,
Hau — xoeoa scenezom no cmexay.

A He 1106410 y8epeHHOCmU CblmOlL,
Youe ayne nycmo omraxcym mopmosa.
Jocaoro mre, umo c1060 «Hechv» 3a0bimo,
U Koab 6 uecmu Hasemul 3a 2nasa.

Koeda s euacy cnomannwie kpoiavs —
Hem scanocmu 60 mue, u necnpocma.
A e ar06410 Hacunvs u beccunvs,
Bom monvko scans pacnamoeo Xpucma.



51 He ar06at0 cebs, Koeda s mpyuLy, Sl He at06at0 MaHedcu u apersl —

H ne mepnaro, koeoa HesunHbix Obtom,  Ha Hux munbon mensrom no pyoaro.
A ne nobar, koeda mue aezym 6 dyuty,  Ilycmb eénepedu 6oaviuue nepemerst,
Tem 6oaee — Kozoa 6 Hee naorom. S 5mo Hukozda ne noarobaro!

Tabnuua 8.

YacToTa BCTPeYaeMOCTH IIACHBIX B CTHXOTBOPEHHUHI
A ne aro6.aio

3ByK a 0 y ) u bl

KommuecTBeH-
Hasl XxapakTe- 126 23 53 31 84 16

PpUCTUKA

®uone- Kopuu-

KpacHbrit, 2Kentblit, YepHbiit, CunHuii,

LiBeT TOBbI/i, HEBBIN,
Ne3 No4 Nes Ne6 Ne7 Nel
3Hak + = X = X -
+3-1 — HeyIoBIETBOPEHHOCTD, pa3Jiajl, CTpeMJICHNE 3a0bITHCS B HAIIPSI -
XEHHOH NeITeJIbHOCTH;
x5x7 — KaTeropuuyHoCTb, CyObEKTUBU3M CY>KACHUI B OLIEHKE CUTYaLIMIA,

HaCTOMYMBOCTD B HepEeATbHBIX TPEOOBAHMSIX;
=6=4 — pa30OPUYUBOCTh 1 U3OUPATETHLHOCTD B MEKIIMYHOCTHBIX KOHTAK-~
Tax, 3aBBIIIICHHBIC TPEOOBAHMS K OOBEKTY.

B. Bricoukuii yxxe Hanucan nucbmo B LIK KITCC no noBoay Kputu-
KU €ro MeceH B LIEHTpaJIbHOM Tpecce. YXe Mpou301Ie pa3pbiB C XKEHOM.
CoBceM HeloJIro ocTajgoch 10 TOro MOMeHTa, Koraa B. Beicolikuii pasrpo-
MMWT CBOIO KBapTUPY U obuiinaibHo opopMut 6pak ¢ Mapunoit Brnagu.
Hecwmortpst Ha OyitHblit HpaB BnaguMupa, oHa Bce ke COTIacuTCs BBIUTH
3a HErO.

Ceiiuac obpatumcst K TBopuectBy Mocuda bponckoro (1940—1996).

Cmancot E.B., A.J1.

Hu cmpanst, Hu nococma
He X0y 8bI0Upams.

Ha Bacuavegckuii ocmpos
5 npudy ymupams.

Tsoit pacad memuo-cunuii
5 6NOMBMAX He HAlIdY,
Medcay BbllGeaUUX AUHULL
Ha acgharvm ynaoy.
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U dywa neycmanno
nocnewast 60 Moy,
NPOMeNbKHem Ha0 MOCMamu
6 [lempoepadckom dbimy,

U anpenbeKasi Mopoch,

100 3aMbLIKOM CHENCOK,

U YCavluLy st 2040C:

do ceudanvs, dpyicok!

H ysuoncy ose ncusnu
danexo 3a pekolii,

K pagHoOyuIHOU omuu3He
NPUINCUMASICH UWeK O,
C08HO 0e60UKU-CeCIpbl
U3 HenpoNCUMBbIX 1em,
8blbeeas Ha 0cmpos,
Maulym mManvuKy ecaeo.

Ta6nuua 9.
YacToTa BCTPEeyaeMOCTH IJIACHBIX B CTHXOTBOPEHUH
Cmancot E.B., A.]].
3ByK a o y ) u bl
KonuuectBeH-
Hasl XxapakTe- 63 16 19 7 38 13
PpUCTUKA
Lser KpacHbiit, 2Kentsblit, ?OI/]IB?:II;: l;:;) II:II;I: YepHbiit, CunHuit,
Ne3 Ne4 Ne5 Ne6 Ne7 Nel
3Hak + = X - + =
+3  — aKTMBHOCTb MO3ULIMH, BICOKAs MOTUBALIMS TOCTUIKEHUSI, CTPEM -
JleHue K JOMUHUPOBAHUIO, LieJeHANMpaBJIeHHOCTh 1eCTBUI,
CMOHTAHHOCTb U PACKPEIOILIEHHOCTh MOBEAEH NS, BLICOKAsI ca-
MOOILIgHKa, MOTPpeOHOCTh B CaMOpeau3aliui;
x5 — cBoeoOpa3ue caMopean3aliui, UHAUBUAYAIbHBIN CTUIb pellie-
HUS poOJIeM, TPYIHOCTY aJanTaluy, CBSI3aHHbIE C UHAUBUIY-
aJIMCTUYHOCTBIO, HEIIA0JJOHHOCTBIO MOAX0Aa K PELIEHUIO MPO-
0J1eM, MOTPEOHOCTh B MIOHUMAHUM CO CTOPOHBI OKPYKAIOLLIUX;
+7  — mpoTecTHas peakuLMsl Ha CJIOXMBILYIOCSI CUTyallnIo, OTCTarBa-
HUe COOCTBEHHOM TOYKH 3pEeHUS,
=4=] — wu30UpaTeNbHOCTh B MEXJUYHOCTHBIX KOHTAKTaX, 0COOEHHO
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6J'II/I3KI/IX; JUCCOHAaHC MCXAY UacaloM 1 p€aJlbHOCTbIO IIPUHO-
CHUT pa3oyapOBaHUCEC,



-6 — TOTPeOHOCTH B KOMdopTe.
3nech — 03 KOMMEHTapUeB.

B 3akmmioueHne OTMETHM, YTO CBSI3W MEXIY JUYHOCTHBIMU OCOOEH-
HOCTSIMHM aBTOpa MO3TUYCCKOTO MPOU3BEACHMS, €TO TICUXOJOTMUECKIM
COCTOSTHMEM B MOMEHT HAITMCAHUS TTPOU3BEICHUS U 3BYKO-1IBETOBBIM
PSIIOM TeKCTa COBpeMeHHasl HayKa He 00bsicHsIeT. Ho, Kak MBI BUIIM, OHU
CyILIECTBYIOT. M1 3T! (haKThI pa3aBUTAIOT TOPU3OHTHI PA3BUTHS HAYYHOTO
3HaHUS.

B pabote ncrioap30BaHbBI pe3yIbTaThl MCCIeIOBaHUS yuammxcs Jlay-
TaBITWJICCKOI DKcreprMeHTaabHOM 1Kol Hatamsn CtankeBud u Ka-
punbl Bareesoii. MccienoBaHne BBITTOJIHEHO MO, PYKOBOJICTBOM aBTOpa
CTaThH.
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Ieva Pigozne-Brikmane

BRUNA UN ZILA KRASA VELA DZELZS LAIKMETA
APGERBA. PIELIETOJUMA NOZIMES MEKLEJUMI

Summary

Use of the Brown and Blue Colours in the Dress of the Late Iron
Age in Latvia. Searching for the Meaning

Archaeological evidence shows that brown was the most popular colour of
the men’s jackets and women’s skirts in the Late Iron Age in Latvia. At the same
time, blue was the second most popular colour of men’s clothing and the only
colour of women’s shawls that were decorated with bronze rings and spirals. In
the search for the meaning of these two colours, folklore and experimental
archaeology data are used. According to mythological Latvian folk songs, brown
clothes are worn by men in their initiation rite. The author suggests that the
mythological meaning of the plants that are used in the process of dyeing yarn is
transferred to the clothes. Brown colour is most often dyed with various tree
barks and this suggests that brown clothes could have become symbolic “bark”
(armour) for people wearing them. Blue colour is most often dyed with the help
of woad, however bean plants could also be used. Latvian folklore texts mention
bean as the “staircase” to heaven. Thus blue colour could contain the meaning
of symbolic death of the person who undergoes initiation or way of the dead
people’s souls to the heaven. At the same time, as blue clothes are often found in
the richest people’s graves, this could point to the ruling class’s connection with
the heaven.

Butisks vards virsraksta ir meklejumi, jo tas norada uz to, ka $aja
virziena tiek iets un mekléts. Tomér, ka liecina vairaku autoru lidzsingja
pieredze, dazkart folkloras un arheologijas mijattiecibu meklgjumos talak
par “varbut” nemaz ari nav iespéjams tikt.

Reizé ar vélmi meklét véla dzelzs laikmeta liecibas latviesu folkloras
tekstos rodas jautajums, vai ir pamats domat, ka sadas liecibas varétu
but saglabajusas.

Parsteidzosakais, ka folkloras datésanas lauka izskirosais nav tas,
kadi folkloras Zanri tiek aplukoti, jo pétnieki, pétot dazadus folkloras
zanrus — dziesmas, pasakas, teikas, miklas, vietvardus utt. —, var nonakt
pie lidziga to datéjuma, proti, tajos var atrast tiesas liecibas no 18., 16.,
14., 13. un ari senakiem gadsimtiem, ka ari saglabajusos prieksstatus no
dzelzs, bronzas un pat akmens laikmeta.

211



Meklgjot atbildi uz jautajumu, vai ir iespéjams, ka latviesu folklora
butu saglabajusas liecibas no 9.-12. gs., jasecina, ka vairums pétnieku
doma, ka sadas liecibas ir saglabajusas. Tacu janoskir pasu folkloras
tekstu vecums, kur$ nereti ir datéjams ar to pierakstisanas bridi, tatad
visbiezak ar 19. gs., no folklora pausto ideju, normu, sadzives modelu,
notikumu un ipasi mitologisko prieksstatu datéjuma, kurs savukart var
iesniegties pat akmens laikmeta. Taja pasa laika, mekléjot senaku laiku
liecibas folklora, ka vienti no svarigakajiem apsvérumiem janem véra
mitiskas domasanas, kada pieder tautas kolektivajai apzinai un radosajam
garam, raksturs. Tam nepiemit vésturiska jeb lineara laika izpratne, un
notikumi, kas bijusi pagatné, parasti tiek attiecinati uz nekonkrétiem
seniem laikiem'.

Vienlaicigi jaatzimé, ka vairaki pétnieki, pieméram, P. Smits, J. Urtans
u.c., konstatéjusi, ka nostastos par kadu vietu notikumi, kas ar to saistiti,
nereti tiek datéti ar daudz nesenakiem laikiem un personam. Par patieso
datéjumu un tautas muté radusos laika nobidi iespéjams parliecinaties,
veicot arheologiskos izrakumus.

Attieciba uz mitologisko prieksstatu datéSanu, jauzsver, ka mitolo-
giskie prieksstati visbiezak, ja reiz radusies, turpina savu eksistenci ari
vélakos laikos, kad jau rodas citi prieksstati. Par to liecina, pieméram,
M. Gimbutienes, ]J. Kursites, A. un B. Vasku pétijumi. Tadejadi vienu
prieks$statu nozime mazinas vai transforméjas, citi rodas no jauna un var
ienemt svarigaku lomu, agrakie un vélakie organiski savijas un saaug
kopa, tacu pilniga izzusana notiek loti léni, un parasti vienlaicigi pastav
vairaku laiku mitologisko prieksstatu slani.

Otrs butisks folkloras tekstu datésanas aspekts saistams ar valodu,
kada tie radusies, un valodu, kada tie pierakstiti. Pétnieki, kuri pievérsusies
metriski normétajiem folkloras Zanriem, pieméram, tautasdziesmam un
sakamvardiem, atzist, ka tie saglabajusi senakas valodas formas un tade-
jadi uzskatami par senako notikumu un prieksstatu paudéjiem?. Tomer,
pétot seno apgérbu un citas sadziviskas kultaras paradibas un ar tam
saistitos mitologiskos prieksstatus, valoda ir svarigs, tacu ne pats butis-
kakais informacijas avots. Ja pétniecibas objekts ir paustas idejas un
prieksstati, tad tos iespéjams meklét ari citos folkloras Zanros: pasakas,
tic&jumos u.c., jo ir iesp&jams, ka tiesi valodas izmainas laika gaita lavusas
pasiem senakajiem prieksstatiem nepazust, bet lidz ar valodas attistibu
tikt nodotiem no paaudzes paaudze.

Lidzsingja pétnieku interese meklét tiesi véla dzelzs laikmeta apgérbu,
rotas vai apavus raksturojosas liecibas latviesu folkloras tekstos nav bijusi
liela.
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Pavisam neliela raksta arheologs Vladislavs Urtans izvirzijis hipotézi,
ka dziesmas biezi sastopamie zelta griezti gredzentini, ar kuriem nereti ir
pilni pirksti, abas rokas, ir no 3.-16. gs. Latvijas teritorija valkatie bronzas
spiralgredzeni®:

Abas rokas pilni pirksti

Zelta griezti gredzentini;

Kad aizgaju tautinas,

Pa vienam noriteja. (LD* 6355-1)

Ta ka laika posma starp 10. gs. beigam un 12. gs. Sie gredzeni sasto-
pami pat uz visiem apbedita pirkstiem, V. Urtans pienem, ka tiesi saja
laika vargja rasties dziesmas, kur tadi apdziedati. Vins ari izsaka piené-
mumu, ka folkloras tekstos minétie matu, cimdu, kurpju, kamanu u.c.
priek§metu apziméjumi ar zelta, vaska, linu u.c. ir tikai So priekSmetu
krasas, nevis materiala raksturojums. V. Urtans atzist, ka laika gaita var
but mainijusies dziesmu vardi un pat to saturs, tomér, izmantojot zina-
Sanas arheologija, iespéjams noteikt daudzu dziesmu izcelsmes laiku.

Parejot pie brunas un zilas krasas apgerba, jauzsver, ka informacija
par So krasu izmantojumu apgerba ieguta arheologiskajos izrakumos,
kuri veikti Latvijas teritorija esosajos kapulaukos un viena depozita. Ne
visa Latvijas teritorija kapulauki ir vienlidz pateiciga vieta apgerba izpétei,
jo dazadu iemeslu dé] — augsnes ipatnibas, bedibu tradicijas — tekstiliju
atradumi visbiezak konstatéti latgalu un libiesu kapulaukos. Vértigas
zinas sniedz Tiras purva depozits, kura atrasts pilns viriesa térpa kom-
plekts, kurs aprakts bez mirusa klatbatnes. Lielaka dala pétnieku sliecas
domat, ka depozits ir ziedojums, tadéjadi tas varétu but vienigais lidz
$im atrastais apgérbs, kas nav tiesi bedibu térps. Tadél ipasi svarigi, ka
ari $aja apgérba sastopami brunas un zilas krasas vilnas audumi’, kas
savukart varétu apliecinat $o abu krasu pielietojumu valkataja apgerba.

Runajot par branas krasas izmantojumu un simbolisko nozimi, uzma-
nibu piesaista tautasdziesmas sastopamais motivs, kura notiek cina ar
mitisko ienaidnieku un varona brunie svarki tiek apslakti ar ienaidnieka
asinim. Péc tam tiek mekléts, kur svarkus izmazgat, izzavet, dazkart ari
sarullét un noglabat:

Zirgi zviedz, Jodi brauc Ar aso zobentinu
Tumsaja naksnind; Jodu mates gaididams.
Upe tek dzirkstidama, Es sacirtu Jodu mati

Es staveju malind, Deviniemi gabaliem,

Es staveju malina Man apskréja brini svarki
Ar aso zobentinu, Ar tam Jodu asinim.
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Es tev ludzu, mila Laime, — Es tev ludzu, mila Laime,

Kur es vinus izskalosu? Kur es vinus sarullesu?

— Meklé tadu ezerinu — Meklé tadu rulla koku

Devinami iztekam. Deviniemi vilcejiem.

— Es tev ludzu, mila Laime, — Es tev ludzu, mila Laime,

Kur es vinus izkaltesu? Kur es vipus paglabasu?

— Meklé tadu ozolinu — Meklé tadu Skirsta vaku
Deviniemi Zuburiem. Devinami atslegam. (LD 34043-19)

Skatot K. Karula Etimologijas vardnica skirkli brins, lasam, ka tas
latviesu valoda ir jauns vards, iespéjams, aizgits no germanu valodam
saistiba ar 15. gs. paradijusos modes krasu un brano vadmalu, kas ienakusi
no Eiropas®. So faktu Karulis min, atsaucoties uz P. Smitu, vélak J. Kursite,
pétot krasu mitiskas nozimes, cité Karuli’. Spriezot péc atsaucém, kuras
pievienotas $o autoru pétijumiem, skiet, ka neviens no minétajiem pétnie-
kiem nav padzilinati interesgjies par apgérbu vesturi. K. Karulis un
J. Kursite spriez, ka brunas krasas nosaukums izspiedis latvieSu nosau-
kumu beérs, kamér mitiskajas dziesmas, kuras minéti brani svarki, brana
ka 16.-18. gs. prestiza krasa aizstajusi, iesp&jams, ieprieks minétos zelta
svarkus. Japiebilst, ka Latvju dainas $i dziesma sastopama 21 varianta,
taCu neviena no tiem neparadas zelta krasa, kamér vairakuma gadijumu
(16 variantos) minéta brina krasa. Savukart béri svarki nav minéti neviena
no §1 motiva dziesmam.

Otra teorija, kura saistiba ar §im dziesmam izvirzita 1923. gada un
kuras autors ir vésturnieks Arveds Svabe, ir tada, ka dziesmas ir bijusi
minéti brugu krekli jeb brugu svarki, un, tiem izzadot un paradoties
plaksnu brugam, brunu svarki nomainiti uz briniem svarkiem?®.

Domajot par lidz $im izteiktajam versijam, nevar apiet to, ka bruna
krasa ir viena no visraksturigakajam, ja ne pati izplatitaka, no vela dzelzs
laikmeta un, iesp&jams, ari dazu nakamo gadsimtu apgérba krasam. Tacu
pirma zinatniski korekta sena apgérba rekonstrukcija, uz kuru batu vare-
jusi balstities gan Smits, gan Svabe, paradijas tikai 1936. gada®, kad abi
sie vesturnieki savus viedoklus jau bija paudusi. Tatad viniem nebija
pieejama informacija par apgérba krasam vélaja dzelzs laikmeta, kad
brana ir |oti izplatita virieSu svarku krasa (otra izplatitaka krasa ir zila)?
un vispopularaka sieviesu bruncu krasa''. Tapat japiebilst, ka ta ir krasa,
kadu visvieglak iegiit no dabas krasvielam. Sis krasas pigmentu dod koku
mizas, ari pupu un sipolu mizas un loti daudzu augu dalas'?.

Ja skatamies uz véla dzelzs laikmeta virieSu apgérbu, tad svarku kra-
sa'’ varéja but peléka (no pelékas krasas aitam, kadas folklora daudzkart
minétas un kuru vilna nepadodas krasosanai, tadel, iespéjams, pelekas
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krasas apgerbs izmantots darbam un ikdienai), tapat ta varéja bat zila
un ari brina.

Nemot véra to, ka, ejot kara vai medibas, brina un peleka krasa
butu vienlidz piemérotas krasas aizsegam, jajauta, kapec krasot apgéerbu
briinu, ja ari peléks ir vienlidz praktisks. Folkloras tekstos savukart re-
dzam, ka peléka krasa tiek uzskatita par mazak vértigu, ikdienisku, darba
vai nabadzigaku lauzu apgérba krasu:

Tav, masina, slikta laime,

Tav pelekas avetinas:

Saka tevi netikusu,

Redz pelekas villainites. (LD 29091)

Kaut ari Sie prieksstati folkloras tekstos visdrizak saglabajusies no
velakiem gadsimtiem, tie tomér uzrada zinamas likumsakaribas.

Jadoma, ka apgérba krasa vélaja dzelzs laikmeta nav bijusi tikai valka-
taja gaumes atspogulotaja vai estétiska veértiba. Ta drosi vien ir nesusi
zinamu nozimi, kura visdrizak ir saistita ar krasaugiem, no kuriem $o
krasu iegtist un krasojot parnes uz apgérbu. Ja krasosanai tiek izmantotas
koku mizas (pieméram, ozola, alksna, kadika), tad ari apgerbs zinama
veida klust par mizu, ko cilvéks apvelk ka brunas:

Ozolam vara miza
Trim kartam apauguse. (LD 14978)

Bruno krasu iegust ari no vairakiem augiem, kuri veicina asins rece-
$anu vai apturésanu, ka ari lietojami asinojo$u vai puznojosu bracu arsteé-
$anai, pieméram, retéja un asinszales'*. Ar Siem krasaugiem krasots ap-
gerbs varétu iegiit arstéjosu speku. Te vél japiemin interesanta saistiba ar
to, ka sievie$su brunc¢u audums visbiezak ir tiesi briina krasa. Jadoma, ka
ari te varétu vilkt paraléles ar brana apgerba gabala aizsargajoso funkciju.

Skiet, ka hipotézi par krasaugu nozimes parnesanu uz krasoto apgérbu
nav iespéjams pilniba parbaudit, jo ari visu kapulaukos atrasto brana
apgérba fragmentu uzskaite un rezultatu salidzinasana ar mirusajiem lidzi
dotajiem priekSmetiem, ipasi ierociem, nedotu pilnigi objektivu vértéjumu
tadél, ka kara drébes, medibu drébes un, iespéjams, cinas drébes no kadiem
iniciacijas ritualiem nav tiesi tas, ar kuram mirusais ir apbedits kapa.

Atgriezoties pie garajam dziesmam, jaatzist, ka to datéjums nav skaid-
ri nosakams, jo K. Karula un J. Kursites minétas dziesmas, kuras branie
svarki paradas ka 16.-18. gs. modes krasa, ir cita rakstura:

Lidz zemiti brani svarki,
Sarkans rozu vainadzips. (LD 5621)
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Lidz zemei brini svarki,
Lidz jostai sudrabins. (LD 5637, 5705)

Tam puisim brani svarki,
Tam kliboja kumelins.

Man peleki, mates austi,
Man dancoja kumelins. (LD 5751)

Savukart garas dziesmas, kuras notiek mitiska cina, ir nevis sadzi-
viskas, bet mitologiskas dziesmas, kas norada uz senaku, nevis vélaku
izcelsmi. Par So dziesmu senaku izcelsmi vedina domat ari tas, ka galvenais
varonis jeb “es” $ajas dziesmas ir virietis, tomeér iniciacijas rituala laika
péc padoma tiek jautats tadam mitiskam batném ka Mara, Laima, Dievs —
kopuma 8 viriesu dzimtes un 12 sievieSu dzimtes padomdevéjiem. Mitis-
kais ienaidnieks, ar kuru notiek cina, 11 variantos ir viriesu dzimtes, bet
8 variantos — sieviesu dzimtes. lespéjams, ka tiesi sievieSu dzimtes mitiska
ienaidnieka un mitiska padomdevéja klatbutne lauj $o dziesmu motivu
attiecinat uz senaku mitologijas slani's.

Minétie brunie svarki visdrizak nav ari brunu svarki, jo tadus neva-
jadzétu mazgat upe, zavet saulé un glabat ladeé. Turklat tos pavisam no-
teikti nevajadzétu rullét (senais gludinasanas veids), kaut gan pielaujams,
ka rullésana dziesmas paradijusies velak. Visbeidzot Latvija brunu kreklu
atradumu ir loti maz.

Ja brunas krasas vienigais nosaukums butu bijis bers, tad jadoma, ka
tas tomér batu saglabajies kaut nedaudzos tekstos, kameér Latvju dainas
tas lietots tikai kopa ar zirgiem un kumeliniem un nekad ka apgerba
krasa.

Lai kads ari butu bijis branas krasas nosaukums, un $o dziesmu rasa-
nas laiks, tajas nav nekadu pretrunu ar to, ka apdziedatie brunie svarki
varétu atspogulot tiesi véla dzelzs laikmeta realijas un mitiskos prieks-
status, ipasi nemot véra dziesmu saturu.

Atgriezoties pie zilas krasas pielietojuma un nozimes, vispirms jauz-
sver, ka ari vards zils ir saméra jauns, jo célies ka melnas vai zalas nokrasas
vai spiduma apziméjums'®. Tacu agrak zilas krasas nosaukums bijis méls'’,
jo s1 krasa ir ieguta no krasu melém (Isatis Tinctoria L.) — krasaugiem,
kuri ir gan augusi sava vala, tacu pamazam tikpat ka izzudusi, gan biezi
tika audzeti ipasos mélu darzos, kadus ari min folkloras teksti:

Rasa, rasa, migla, migla,

Ta man Zeli padarija,

Ta noéda melu darzu,

Nava skaistu dziparipu. (LD 7137)
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Arheologiskas liecibas vésta, ka zila ir otra popularaka viriesu svarku
krasa un, iespéjams, pati popularaka (vismaz kapulauku materiala) sie-
vieSu villainu krasa. Ar bronzu rotatas sievieSu villaines bijusas zilas,
kamer nerotatas, tatad mazak prestizas villaines, bijusas ari baltas, pelékas
un brinas'®. Lidz ar to var uzskatit, ka zila krasa vélaja dzelzs laikmeta
bija ne tikai visgrutak iegistama, bet ari visprestizaka.

Par zilas krasas iegiSanu un gratibam, kadas ar to saistas, raksta
autore parliecinajusies, veicot eksperimentus ar vilnas dzijas krasosanu
ar dabas krasvielam. Butiski $aja procesa ievérot to, ka vélaja dzelzs laik-
meta Latvijas teritorija bija pieejamas tikai dabas krasvielas, nebija pie-
ejami kimiskie kodinataji un kraso$ana notika lietus, akas vai upes tdeni
bez hlora un citu kimisku piedevu klatbatnes. Pétot pazistamas latviesu
tautas dailamata meistares Ilgas Madres! piedavatas iespéjas nokrasot
zilu vilnas audumu, jasecina, ka gandriz vai neviens augs nedod kosi zilu
vai tumsi zilu krasu, turklat dazi reti iznémumi, kuri dod zilganpelekas
vai zilgani violetas nokrasas, iegiistami, pielietojot tadus kimiskos kodi-
natajus ka alauns, vara sulfats u.c. Ka visdrosakos zilas krasas ieguves
augus var minét krasu méles, ciku pupu virszemes dalas un dzelzenes.
DiemZél, veicot eksperimentus, lidz §im nav izdevies iegut zilu krasu, jo
vienmer dzija nokrasojusies branganos tonos. Tacu eksperimenti tiek
turpinati, jo vismaz no krasu mélém zila krasa ir jaiegust, un, iespéjams,
Latvijas iedzivotaju krasotprasme vélaja dzelzs laikmeta ir bijusi tik attis-
tita, ka zila krasa iegita ari no paréjiem diviem augiem. Turklat varam
saskatit sakaribu, ka brinas krasas iegiiSanai nav nepiecieSsamas ipasas
iemanas, kamér zilas krasas apgérba gatavosana prasijusi vairak zinasanu
un prasmju, ka ari specialu krasaugu audzésanu, lidz ar to, iespéjams,
padarot zilas krasas apgerbu vel vertigaku gan simboliska, gan mantiska
izpratneé.

Skatoties uz zilas krasas krasaugu mitologisko nozimi, jasecina, ka
folkloras teksti sniedz liecibas par mélém, neminot to saistibu ar mi-
tologiskajiem prieksstatiem. Dzelzenes (vismaz ar musdienas zinamo
nosaukumu) folkloras tekstos nav sastopamas. Tacu dziesmas ir sasto-
pama pupa, kuru visbiezak déeve par balto, viena dziesma ari par zilo
(LD 34043) un ar kuru saistas konkréts motivs par uzkapsanu debesis pa
pupas zariem:

Man bij viena balta pupa, Man uzauga tada pupa —
Nezinaju, kur stadit. Lidz pasam debesim.

Stadu smilsu kalnipa Es uzkapu debesis

Pasa kalna galina. Pa pupinas lapinam. (LD 34035-2)
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Kaut ari lielaka dala so dziesmu sizetu rosina domat par iniciacijas
ritualu, nevis par bedibam, jaatceras, ka ari iniciacija ir sava veida nomir-
Sana. Vel 19. gs. un vietam pat 20. gs. sakuma Latvijas teritorija bija
saglabajusies tradicija laudis apbedit kazu apgérba, kas lauj domat, ka
ari vélaja dzelzs laikmeta mirusie varétu bat gulditi kapa sava kazu vai
vismaz nozimigu godu apgérba. Un kazas (ipasi ligavai) tiek uzskatitas
par vienu no iniciacijam, kuras cilvéks iziet sava maza laika. Tadgjadi, ja
attiecinam krasauga, proti, pupas mitisko nozimi uz apgérbu, kas ar tam
krasots, varam izteikt pienémumu, ka zilas krasas nozime senaja apgérba
saistas ar simbolisku uzkapsanu debesis. Ja tas ir iniciaciju apgérbs, tas,
jadoma, ietver sevi simboliskas nomirSanas un atdzimsanas nozimi, ja
tas ir bedibu apgérbs, tas varétu tikt saistits ar dvéseles uzkapsanu debesis.

Kaut ari piepémumi par zilas jeb mélas krasas mitologisko nozimi
vedina domat, ka zilais apgerbs paredzéts inicacijai un bedibam, liecibas
norada uz to, ka tas tomeér valkats biezak neka paris reizes, jo, pieméram,
zilo villainu malu celaings atrastas daudzkartéjas saktas adatas durienu
pédas un lapijumi®. Talu, pienemot to, ka zilas krasas apgérbs norada
uz ta valkataja saistibu ar debesim, iespéjams vilkt paraléles ar valdnieku
un aristokratijas cieso asociativo saistibu ar debesu dievibam daudzu
seno tautu prieksstatos.

Pieméram, Zvirgzdenes Kivtu kapulauka 99. kapa guldits sabiedribas
augstaka slana virietis, kuram ir zili svarki un kajauti, kas rotati ar bronzas
gredzentiniem un spiralitém. Mirusajam lidzi doti ari svarini, kadu Latvija
atrasts pavisam nedaudz un kurus piedéve tirgotajiem, ka ari daudz rotu,
taja skaita apkalta josta un prestizu apliecinosa ta saukta karavira
aproce®!. Ariarheologe Anna Zarina norada, ka visos bagatakajos apbe-
dijumos sastopamas ar bronzu rotatas zilas villaines, $adu villainu skaits
samazinas proporcionali lidzi doto rotu daudzumam apbedijumos??.
Tomeér arguments par zila apgérba ka prestiza raditaju nav pilniba piera-
dams tadél, ka tekstilijas parasti saglabajas tajos kapos, kuros ir vairak
bronzas rotu (jo tiesi tas veicina auduma konservésanos). Tadéjadi grati
veikt secinajumus, kadas krasas bijis apgérbs tiem mirusajiem, kuri ap-
bediti ar nedaudzam rotam vai ta sauktajos bezpiedevu kapos.

Tomeér, neskatoties uz visiem nezinamajiem un daléji zinamajiem,
iespéjams saskatit virzienu branas un zilas krasas apgérba nozimes skaid-
rojuma. Ja brunas krasas pielietojums varétu noradit uz tas sargajoso
funkciju, tad zila jeb mela krasa vedina domat par saistibu ar debesim
vai ritualu jeb simbolisku uzkapsanu tajas.
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Ainars Felcis
FILOZOFIJAS NEOBLIGATUMS

Summary
Optionality of Philosophy

Issues of the place and role of philosophy in society and particularly by for
individuals are considered in this article. Other issues refer to the contradictory
character of philosophy as such. The author points out that philosophy takes a
certain place in the life of individuals. However, not always is this place stable
and assuredly discerned.

Jautajums pastav vismaz kops senas Griekijas laikiem. Ari vélak turpi-
naja pastavét visnotal duala attiecksme pret filozofiju. No vienas puses,
filozofu attéloja un izsméja ka makonos lidino$os cilvéku bez saistibas ar
notieko$o uz zemes:

Skolnieks atver durvis. Redzama Sokrata Domatava. Prieksistaba vairaki
vina macekli, novargusi, bali, saknupusi uz gridas. Starp tiem dazadi
instrumenti. Pats Sokrats augstu gaisa sez groza un supojas'.

Cik talu blusa spgj lekt? Ko doma isti vin$ par odu sikSanu, vai tie
caur muti sic vai caur dibenu? Tiesi ta Aristofans izsmej Sokratu. No
otras puses, filozofu uztvéra ka sabiedribai un valstij bistamu jautajumu
uzdevéju:

Ne reizi vien brinijos par to, ar kadiem argumentiem Sokrata apsudzétaji
pratusi parliecinat ateniesus, ka vins valsts interesés pelnijis navessodu.
Pret vinu verstais apsidzibas raksts skanéja apmeram $adi: “Sokrats
noziedzas ar to, ka neatzist valsts atzitos dievus, bet ievies jaunas dievibas;
vins noziedzas ari ar to, ka samaita jaunos cilvekus.”?

Uz $o apsudzibu pamata Sokratu l[éma navei.

Platons labi zinaja, ka filozofija nebut nav nekaitiga nodarbosanas.
Vins noradija uz to, ka pastav neiznicinama spriedze starp filozofa pra-
sibam neatteikties no patiesibas mekléjumiem un valditaju prasibam ieve-
rot sabiedriskas kartibas noteikumus. Ari viens no dizakajiem jauno laiku
filozofiem I. Kants neizvairijas no izsmiekla un parmetumiem par “bezat-
bildibu”. 1784. gada raksta Atbilde uz jautdjumu: kas ir apgaismiba?
Kants turpina Sokrata tradiciju, apgalvojot, ka apgaismibas devize ir
Sapere aude!:
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Apgaismiba ir iziesana no nepilngadibas, kura cilveks atrodas pats savas
vainas dél. Nepilngadiba ir nespéja lietot savu sapratni bez cita vadibas...
Sapere aude! Esi drosmigs lietot pasa sapratnil-tada, lik, ir apgaismibas
devize?

Butiba I. Kants formulé vairakus domasanas noteikumus:
domat pasam;
domat ta, lai spetu skatities vienlaicigi uz domajamo vai ari uz savu
darbu ar cita acim;

e domat nepretruniga veida. Tas ir, domat ta, lai nerunatu preti pasam
sev. Vai ari, varétu teikt: lai doma, atrodoties kustiba, sevi nesagrautu.

Péc desmit gadiem Prasijas Fridrihs II sakara ar Kanta Religiju tikai
prata robezas izdod savu karalisko dekrétu, kura Kants tiek apvainots
par to, ka vin$ esot aizmirsis savus jaunatnes skolotaja pienakumus un
darbojies pret téviskajiem merkiem, kas mums visiem [oti labi zinami,
aizliedzot turpmak izteikties par religijas jautajumiem.

Acimredzot ari Sodien turpina pastavéet tads dualisms. Parmetumi
filozofijai par tas marginalumu un nesavlaicigumu attieciba pret prak-
tisko istenibu, joki par bezcerigi darbojosamies filozofiem joprojam
turpina skanét. Tacu taja pasa laika filozofiju turpina uzskatit par bistamu,
apdraudosu spéku, jo ta atgadina, ka neko nedrikst pienemt bez pienacigas
kritikas, tapat vien vai autoritates iespaida, ka briviba, taisnigums, cilvek-
tiesibas nav tukss skanu savarstijums.

Tacu diemzél joprojam pastav iemesli jautat par filozofijas vietu
musdienas. Vai filozofija ir obligata? Ar kadam gratibam sastopamies
atbildes meklgjumos? Viens no céloniem slépjas milzigaja filozofijas “pro-
fesionalizacija”, kas izpauzas plaisa starp tas lietoto valodu un ikdiena
lietojamo valodu. Tas laiks, kad jebkurs labi izglitots cilveks varéja lasit
filozofisku Zurnalu, jau sen pagajis.

Masdienas, lai saprastu, par ko runa filozofi, ir jabut vienam no vi-
niem. Lai gan lidzigu parmetumu varétu adresét ne vienai vien zinatnes
disciplinai, tomér neviens ipasi neapsauba biologijas, kodolfizikas vai
ekonomikas pastavésanas nepieciesamibu. Més jautajam par filozofiju,
jo tas ipasais zargons un augsta abstrakcijas pakape boja prieksstatu par
to, kadu labumu filozofija spéj dot. Kas tad legitimé filozofu un pasu
filozofiju? Nodarbibas universitaté? Eksameni? Doktora grads? Discip-
linas pasnieg$ana? Diezin vai. Tad jau mums butu tik daudz filozofu...
Mes turpinam jautat, kas var kalpot par pamatu izzinai, étiskai, politiskai
vai religiskai parliecibai. Antikaja pasaulé viss bija vienkarsi: filozofs
dzivo ka filozofs. Kads ir vina butibas pieradijums? Vina eksistence. Péc
vina éSanas paradumiem, isa matu griezuma vai rupigi ieveidota matu
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érkula, vina ntjas, blodinas, balta linu apmetna vai caurumainas mantijas
bija redzams, ka mums ir dariSana ar pitagorieti, stoiki vai kiniki. Jo
tolaik par filozofu sauca cilveku, kur$ spej praktizét to, par ko vins teo-
retize.

Otrs célonis ir loti ietekmigu musdienu filozofu skepse un runas par
“filozofijas galu”, sakot ar Nic¢i un beidzot ar Vitgensteinu un Heidegeru.
M. Heidegers uz jautajumu vai atseviskais cilvéks vel vispar spgj ietekmét
$0 nomaco$o norisu savijumu, varbut to var filozofija, atbild:

Ja drikstu atbildet isi, bet, var gadities, paraupji, kaut ari to noteikusas
ilgas pardomas: filosofija nevar tiesi izraisit tagadéjas pasaules stavokla
parmainas... Tikai kads dievs vél var mis glabt*.

Vitgensteins reiz atziméja:

Dazkart cilveki saka, ka vini nevarot spriest par vienu vai otru lietu, jo

neesot studejusi filozofiju. Tas ir kaitinosas blenas, jo tiek pienemts, ka

filozofija ir kaut kada zindine. Un cilveki runa par to ta, it ka rundtu

par medicinu. No otras puses, var teikt, ka cilveki, kuri nekad nav veikusi

filozofiska rakstura petijumus, tadi ka, pieméram, lielaka dala mate-

matiku, nav apgadati ar pareiziem instrumentiem sada veida petijumiem

vai pieradijumiem. Gandriz tapat ka cilveks, kurs nav pieradis mekleét

meza pukes, ogas vai augus, neatradis tos, jo vipa acis nav ievingrinatas

Sadai vajadzibai un vins nezina, kur tos ipasi var sagaidit paradamies.

Lidziga karta cilveks, kurs nav ievingrindjies filozofija, paies garam tam

zalem apaugusajam vietam, kur slépjas gritibas, tacu tas, kuram ir Sadas

iemanas, apstasies un jutis, ka gritibas ir kaut kur tuvuma, kaut ari
vins tas vel nespéj saskatit®.

Eksiste vel tresais célonis. Filozofijas praktizétajus vienmér nodarbi-
najis kartezianiskais nemiers. So prata stavokli vislabak izteicis R. Dekarts
Meditacijas (1641), kuras vins vaica, vai zinasanam pastav kads dross
un neapSaubams pamats. Lai zinasanas varétu but tas Arhiméda atbalsta
punkts, lai paceltu zemeslodi. Savdabiga vai nu/vai ari pozicija, kura
attiecas ari uz mums: vai nu mes atklasim o punktu, vai ari busim lemti
dzivot skepses, relativisma un nihilisma galéjibas.

Dekarts atklaja savu Arhiméda punktu. Tas ir vina pazistamais cogito
ergo sum — pats Saubu un domasanas akts, kas pamato pozitivo apgal-
vojumu iespéju:

Un, ieverojot, ka $i patiesiba: es domadju, tatad es esmu bija tik stingra

un tik parliecinosa, ka visas, pat visdivainakas skeptiku kombindcijas

nebija spéjigas to satricindt, es secindju, ka es to varu bez sirdsapzinas

parmetumiem pienemt par manis mekletas filozofijas pirmo principu®.
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Pamata mekl&jumi turpinas, jo mums jasaprot, ka kartezianiskais
nemiers attiecas ne tikai uz filozofiju. Tas raksturo visu musdienu frag-
mentéto un fragmentaro pasauli. Tas nozimé, ka filozofijas problémas
nav tikai un vienigi filozofijas nelaime, bet attiecas uz pilnigi visam dzives
jomam.

Masu laikmetam ir |oti raksturiga parlieciba, ka jebkurai problémai
ir savs atrisinajums un ka jebkuram atrisinajumam ir jabat savam atbil-
stosajam ekspertam, kurs to nodrosina. Masdienu dzive, ipasi musdienigas
tehnologijas, izvirza daudzus jautajumus, kuru sakara mekléjam padomus
pie ekspertiem (“nozares profesionaliem”).

Par to loti kodoligi un parliecinosi ir izteicies J. Berlins:

Ja man tiktu lauta gandriz nepiedodama vienkarsosana un visparina-
Sana, es izvirzitu apgalvojumu, ka visas Rietumu intelektualas tradicijas
centrala dala kops Platona (vai, iespéjams, Pitagora) laikiem balstas uz
trim neapsaubamam dogmam:
a) ka uz visiem istiem jautdjumiem ir iespéjama viena un tikai viena
patiesa atbilde; visas paréejas atbildes novirzas no patiesibas un tapec
ugskatamas par nepatiesam. Sada nostadne vienlidz attiecas gan uz ta-
diem jautajumiem, kas skar uzvedibu un jitas — tatad praksi, gan ari uz
teoriju un noverojumiem; citiem vardiem — ta vienlidz piemerojama ka
vertibu, ta ari faktu problematikai;

b) ka patiesas atbildes uz Sadiem jautajumiem principa ir izzinamas;

¢) ka sis patiesas atbildes nevar but sava starpa pretrunigas, jo viena

patiesa prepozicija nevar but tada, kas nav savienojama ar otru tadu

pasu prepoziciju; sadam atbildem kopa nemtam javeido harmonisks
veselums’.

Moralizétaji, antropologi, relativisti, utilitaristi, marksisti — visi piepéma,

ka pastav kopiga pieredze un kopigi mérki, kuriem pateicoties cilveki ir

cilveciski — parak krasa novirzisanas no standartiem noradot uz perver-

siju, garigu slimibu vai arpratu®.

Galu gala ko tad tadu zina filozofi, ko nezinatu citi? Neko! Tad kads
labums no vigiem? Mana atbilde ir tada, ka labums tomér ir visai ievé-
rojams, bet nevis tapéc, ka filozofi butu “eksperti” visu iespéjamo un
neiespéjamo jautajumu sakara vai ka vini zinatu citiem neaptveramas
lietas. Vinu nozimigums slépjas pasa nemierpilnaja izvaicasana ka tada.
Saglabat pasu jautasanas garu. Musu dienu bistamiba ir taja apstakli,
ka, iesp&jams, més zaudéjam So vaicasanas kari, jo muasu dzive ir pietie-
kami daudz ka tada, kas notrulina masu domu, apaudzg ar stereotipiem,
banalizg. Par Stampu ir kluvis apgalvojums, ka jautajumu ir viegli uzdot,
bet atbildét grati. Tacu patiesiba grutakais ir iemacities jautat, jautat

224



jédziga veida. Jedziga jautasana taCu pieprasa zinat, ko jautat, ka un
kad. Taja ir filozofijas praktiskums. It ipasi svarigi tas ir Sodien, kad ir
tik daudz divdomibu, sajukuma, nemiera, kad pietrikst parliecibas par
to, ko daram un ka dzivojam. No domatspéjas tacu izriet masu riciba,
pretéja gadijuma ta bus nevis dzive, bet viena liela ctciba.
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Baiba Felce
SARUNAS FILOZOFU TEKSTOS

Summary

Conversations in Texts by Philosophers

It is necessary to define the term ‘conversations’ comparing it with the term
‘dialogues’ at first. Then try to interpret ‘dialogues’ from texts of Plato as a form
of matter, to indicate monologue in dialogue in texts by Plato, to emphasize the
conversation form in texts by the philosopher St. Augustine.

Irrationality of conversations in texts by the philosopher R. Descartes emerges
as irony and sarcasm. Intellectual intuition perceived as determination of
conversations and interpretations of the philosopher H. G. Gadamer how con-
versation can be perceived and to what degree it can be guided are discussed in
the present article.

Suggestions for strategies and tactics of conversations considering the
presence of history of philosophy in contemporary texts are given. Finally
irrationality of conversations in texts of philosophers should be recalled.

e
%

Tekstos visilgak glabajas cilvéeces idejas. lespéjas reali satikties ar
izciliem cilvekiem, kas dzivojusi pirms mums, ta¢u nav, toties més varam
satikties ar vinu domam, iemuazinatam tekstos. Visu lielo apjomu, ko
varétu dévet par tekstiem filozofija, Sobrid nav nepieciesamibas aplukot.
Ir jamégina koncentréties uz vienu: saskatit filozofu tekstos sarunas. Vai
ir teksti, kas izskatas ka sarunas (dialogi), bet patiesiba tadi nemaz nav?
Logiski rodas blakusjautajums: vai filozofu teksti ir sarunu pieraksti?
Dazas vértigas atzinas gadu gaita ir uzkrajusas par to, kada veida ir tapusi
filozofu teksti un ka tie saglabajusies lidz musdienam no senatnes. Pro-
tams, tekstus un ta sapratéjus saista kopiga lieta — ta ir vélme rékinaties
ar sve$o un pretéjo. lespejams, ka ari istu sarunu saista vélme ieklausities
un but saprastiem.

Kas ir saruna? Varétu pienemt, ka $is jéedziens neprasa skaidrojumu,
jo katrs tacu zina, kas ta tada ir. Saruna ir saprasanas process, nevis tikai
runasanas un dzirdeésanas. Tas ir saistits ar to, ka cilvékiem tikai skiet,
ka vini vada sarunas, bet patiesiba neviens pirms tam nezina, kas no $is
sarunas iznaks, kads bus rezultats. Saruna pati parada cilvéecisko iesaistibu.

Sarunas §i raksta ietvaros ir skaidrojamas dazadi. Sakuma mazliet
par situaciju, kad runa tikai viens.

Ir sarunas ka priekslasijumi jeb lekcijas, kad viens runa un citi seko
lidzi, bet verbali sarunas nepiedalas. Tomer lekcija iespéjama tikai klau-
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sitaju klatbatné. Ja nav klausitaju, tad nav ari pasas lekcijas. Ir redzéti
veiksmigi gadijumi, ja lekcijas musdienas ir méginats ierakstit (audio-
video varianta) un péc tam atsifrét uz papira. lespéjams, ka senak bija
stenografésana, par ko savukart ir aizmirsusi musdienu tehnologiju
lietotaji. Tatad lekcija ka saruna, kad ari lasam tas pierakstu, saglaba
runasanas noskanu.

Seit varétu minét tikai divus zimigus un veiksmigus gadijumus. Igora
Suvajeva lekciju kursa Sarunas par filozofiju ir atsauce, kur autors izsaka
pateicibu, ka Peéteris Braunfelds lekcijas ka sarunas ir pierakstijis un
tadéjadi ir nodrosinata to publicéSsana. Otrs musdienigs piemérs butu
Sarunas VIII, kuru veidosana izmanto panémienu, ka lekciju audio pierak-
stus atSifré pasi sarunas (lekcijas) klausitaji, tadéjadi nodrosinot pieraksta
atbilstibu tai situacijai, ar pauzém vai atkartotu uzrunu un tamlidzigam
niansém, ko nevarétu veikt attalinats rakstvedis, kas pats nebutu sarunas
piedalijies.

Sarunas, kas kadreiz bijusas, pieméram, lekcijas, tagad paradas ka teksti.

Mums Sobrid ir iespéja aplukot senus tekstus, kur varétu nojaust
sarunas pierakstu. Tie ir Platona dialogi. Tikai — vai Sie teksti ir atminu
pieraksti vai ari tie ir literari darbi? Cik liela méra, lasot Platona dialogus,
izjutam istenas sarunas klatbatni? Varbat tomér Platona dialogi ir tikai
monologi, kurus rakstitajs atstajis dialoga forma? Ir versijas, ka Platons
un vina skolnieks Aristotelis atskirigi vértéja rakstito un runato tekstu.
Par to izsakas M. Mamardasvili:

Platonam nepatika rakstit, vinu saistija sarunas, bet Aristotelis miléja
rakstit... Bet no Platona, kas miléja sarunas, nav saglabajusies nekadi
So sarunu pieraksti, saglabajusies tikai uzrakstitie saceréjumi, ko vins
nemileja. Bet no Aristotela — viss, ko vins nav uzrakstijis; tie visi ir vina
skolnieku veiktie stenografiskie sarunu pieraksti'.

Sis piezimes liek parvértét, kadas ir masu izjitas, sastopoties ar Pla-
tona dialogiem. Par to vélak parunasim, bet $obrid masu uzmanibai jauno
laiku filozofa René Dekarta atstatie teksti, ko var lasit ari latviski. Kadas
nianses paradas Dekarta tekstos, ja uztveram tos ka sarunu ar mums?

Sarunu iracionalitate filozofa R. Dekarta tekstos izpauzas ka ironija
un sarkasms.

Parrunat kadu lietu — tas nozime censties méginat izprast so paradibu.
Dekarts censas izprast, vins tekstos atklajas ka cilveks, kuram vel nav
skaidrs, bet vélme noskaidrot ir lielaka un varenaka.

Tacu uzzindjis jau koledZa, ka nav iespejams izdomat neko tik divainu
un neticamu, ka to jau nebitu teicis kads filozofs, un pec tam celodams
konstatejis, ka tie, kuru izjitas loti atSkiras no miisejam, tadel vel nebit
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nav barbari vai meZoni un ka daudziem no viniem ir tikpat vai vel pat
vairak prata ka mums... es nevaréju izraudzit nevienu, kura uzskati
man Skistu paraki par citu domam?.

Jaatgadina, ka darbs Parruna par metodi naca klaja 1637. gada un
René Dekarta atzinas lasitaju 2007. gada soké ar savu precizitati par to,
ka domas, kas skaidrotas toreiz, atbilst izjatam Seit un tagad.

Kops pasas bérnibas esmu barots ar gramatu gudribam un, ta ka mani
bija parliecinajusi, ka ar to palidzibu iespejams git skaidras un drosas
zindsanas par visu, kas dzive derigs, jutu arkartigu patiku tas apgit. Jo
sarundties ar citiem gadu simteniem ir tas pats, kas celot>.

Seko visnotal ironisks Dekarta parstasts par to, kas notiek, ja cilveks
ilgi celo, jo $ads cilveks var klat svesinieks pats sava zemé. Sadi pretstatiti
ideju uzplaiksnijumi ir visai raksturigi R. Dekarta darba Parruna par
metodi. Tiesi tapat ka minétaja citata, ka sarunaties ar gadu simteniem
ir kaut kas labs, tatad salidzinats ar celosanu un turpinats meklét labus
attaisnojumus celosanai, bet tad lasitajs peksni tiek apstadinats: vai celo-
$ana ir tikai laba? René Dekarta tekstos nav saskatams, ka teksts butu
pasniegts dialoga forma, bet tiesi piesardziga aspratiba ir ta, kas liek
sekot Dekarta domai, un saruna rit, lai ari laikmeti mas skir. Ta ir nepa-
starpinata klatbatne citos laikmetos, ar filozofu tekstiem es varu but Seit
un reizé ari tur, man nav vajadziga nekada laika masina, jo teksti ir
mangéjie ideju kosmosa kugi.

Kopigai izpratnei butu nepieciesams noskaidrot jédzienu ‘sarunas’
salidzinajuma ar jédzienu ‘dialogi’. Vai ir pamanama atskiriba? Saruna
ir dzivs organisms, ta patiesi ir loti iracionala paradiba galvenokart tapéc,
ka cilvekiem biezi vien ir tada parlieciba, ka vini ir tie, kas vada savas
sarunas, bet sarunam ir pasam sava dzive, ko ietekmé tik daudzu apstaklu
kopums vai pat varétu teikt — sisttma. Tatad saruna ir sistéma. Tiesi ta-
péc neder vards ‘dialogs’, ko varétu pavirsi aizstat, ari tulkojot, ka, lak,
tas ir dialogs, domajot par sarunu. Batu tik briniskigi, ja katram jédzienam
batu viennozimigs skaidrojums, cik bezgaligi saprotama tad klatu pasaule!
Tikai ar lielu ironijas devu uztverams iepriekSminétais sajuasmas izvirdums.
Patiesiba gribetos tikai pietuvinaties jédzieniem ‘saruna’ un ‘dialogs’,
atgadinot, ka tad, ja aplukojam tekstus, dialogs ir tikai forma, ka teksts
sakartots, jo drukata teksta redzam, ka sarunas partneri savstarpéji ap-
mainas ar izsacito. Pieméram, lugas lasiSana sniedz ieskatu, kurs ar kuru
sarunajas. Lasot lugu, ir ieraugamas replikas, ka jasarunajas, kur atrasties
aktierim, no kuras puses dramaturgs ir iecergjis likt uznakt personazam
ierasties uz skatuves. Tomér saruna starp aktieriem bas tad, ja més redze-
sim lugas lasijumu vai iestudéjumu. Paliek atklats jautajums, vai ir iespé-
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jama ari klasiska saruna: autora luga ka teksts un tas lasitajs. Tatad lugas
vecumam nav nekadas nozimes. Tadas lidzibas butu saprotams, ka filo-
zofu tekstus lasitajs (uztveéréjs) musdienas var apjégt un izjust ka sarunu,
kura filozofs ieaicina to zinkarigo, kas sacis izradit interesi par filozofa
tekstiem. Un ir pilnigi vienalga, pirms cik gadu simteniem $is teksts radies.

Saruna var notikt, tai ir iespéjamiba, ta ir gluzi ka dziva, ja vien ir
interese. Varbit to var saukt ari par intelektualo intuiciju, jo ir tik daudz
tekstu, kas radusies pasaulé, un ar tik daudziem nebus iespé&ju personiga
saruna tikties. Dekarta intelektuala intuicija varbat butu uztverama ka
sarunu nosacijums. Tas, ar ko ikviens sarunasies, ir saistits ar vina pasa
interesém un apstaklu sakritibu. Vai skali to varétu nosaukt par intelek-
tualo intuiciju, $o procesu, kas ir patiesi iracionals milzigaja vélme izskaid-
rot pasauli, kura piedalamies ar savam sarunam. Varbat musu sarunas ir
uzrakstitie zinatniskie raksti, kam ta ari nekad neatrodas lasitajs, tatad
§im tekstam ir vértiba tikai tapéc, ka, rakstot So rakstu, pats autors saruna
ar radamo tekstu ir sarunajies pats ar sevi un tadéjadi daudz ko noskaid-
rojis pats sev.

Varétu méginat interpretét Platona tekstos sastopamos dialogus ka
satura izklasta formu. Seit ir labs piemérs, ka A. Vasiljeva teatris Maskava
reiz bija iestudéjis Platona dialogu Valsts. Aktieru sniegums tika saglabats
video versija, un to bija iespéjams atkartoti noskatities ari tiem, kas izradi
nebija redzé&jusi. Un parsteigums bija, ka Platona teksts izcilu aktieru
snieguma izradijas tik labi izprotams un viegli uztverams.

Te gan vajadzétu noradit uz dialoga monologu Platona tekstos. Tikai
lasot Platona tekstus, nepamet izjuta, ka visi filozofa iedomataja saruna
iesaistitie ir tikai pasa Platona domas izklasts dialoga forma. Tatad domas
izklasts nevis parsprieduma forma, bet dialoga forma. Platona tekstos
iesaistitie personazi sarunajas, bet tiem nav katram savas nostadnes sa-
runa, varétu pat teikt, ka vini nemaz neiesaistas, bet tikai piekrit vai
noliedz galvena runataja teikto.

Mazliet citu ieskatu varétu gut, ja palukotos, kada ir filozofa Sveta
Augustina sarunu forma vina tekstos. Akcentét, ka tajas sarunas, kuras
lasam Sv. Augustina Atzisanas (Confessiones), ir jutams tas, ka filozofs
vérsas pie tada sarunu partnera, kas varbut vienigais zina, kada varétu
bat atbilde uz izteikto jautajumu. Sie teksti nav domati jebkuram, bet, ja
gadijuma esam nokluvusi jautajuma loka, tad drikstam domat un sekot
lidz $aubu celam, ko ieziméjis Sv. Augustins. Varbut varam izteikt miné-
jumu, ka ta ir izcila taktika, ja nevedot tieckam vesti, ja, neuzrunajot mus,
lasitajus, teksts uzruna ar savu neuzbazibu. Laikmeta, kad cinamies pret
agresiju visdazadakajos veidos, un §i cinas pilna noskana tacu nemazina
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misu kopigo kaujiniecisko noskanu, tiesi $ada laikmeta aizvien lielaka
izradas masu interese par tiem tekstiem, kas vilina ar savu kautro nevili-
nasanu teksta tiklos.

Stradajot skola, kur ir iespéja apgut filozofijas vésturi, ir mekléti un
parbauditi varianti, ki nemanamak ievilinat skolénus filozofu ideju pa-
saulé, un tie teksti, kuros var saklausit filozofa uzrunu, nevis tiksminasanos
ar savas idejas izradiSanu, aizvien izradas dzivotspéjigakie tik lielaja un
neapgiistamaja joma — filozofu tekstos laiku laikos. Labs panémiens, ka
skoléni tiek iesaistiti tekstu parlako$ana, ir jautajums: Vai teksts ir vecs,
tatad loti sens? Palukosim, cik saistosi 21. gadsimta cilvékam varétu but
sadi teikumi:

Tagad, cilvek, paraudzisim, vai tagadnes laiks var bat ilgs, jo tev tacu ir

dota spéja salidzinat laika sprizus un samerot tos... Un stunda pati sastav

no skrejosiem mirkliem: jebkurs no tiem, kas aizskrien, pazid pagatne,

bet tie, kas paliek, — tie ir vel nakotne... Kungs, un tomér miisu jutekli tver

laika sprizus un sameéro tos, un mes sakam, ka vieni ir garaki, citi isaki*.

Lasot tekstu, iejutamies teiktaja ka sev atbilstosa. Skolénu atbildes
patikami parsteidz filozofijas skolotaju tad, kad vini uztver §is Sv.
Augustina teksta intonacijas rakstitaja teksta. Ta ir ta mekl&josa un
uztausto$a noskana, kas nav svesa nevienam zinatkaram cilvékam it visos
laikos. Ta ir vélme saprast, izprast un pienemt ari to, kas sakotnéji nav
acimredzami skaidrs. Ja ir $i saskana ar tekstu, ko iepazistam, més varam
teikt, ka ta tacu ir saruna. Gribétos paturét prata, ka aizvien teorija par
sarunu ir paskaidrojums, ka saruna nav strids, kura gribam pieradit savu
taisnibu, bet gan savrups veids, ka cilvéki saprotas. Skaidrojot terminus
diskusija, disputs un debates, atradisim atbilstosus vardus, kuru nozime
ir satriekt, iztirzat, stridéties. Tatad disputs ir zinatnisks mutvardu strids,
bet ta nav saruna ka saprasanas veids.

Visnotal butiski ir apgut teoriju par to, ka saruna tiek analizéta
H.G. Gadamera darba Patiesiba un metode, ko varétu ari saukt par her-
menétikas rokasgramatu. Tatad kadas ir filozofa Gadamera interpre-
tacijas par to, ka uztverama saruna un cik liela méra ta vadama. Precizak
butu teikt, ka més saruna iesaistamies, nevis to vadam, $ada doma klast
aizvien saprotamaka, ja nopietni pavérojam sarunas procesu. Kas taja
patiesi notiek? Viss, kas raksturo sarunu ka tadu, iegust savpatu paveér-
sienu, ja runajam par teksta saprasanu un ari par to, ka teksts var bat ka
saruna ar lasitaju. Tomeér tie ir papildus pavérsieni domas attistiba par
sarunam filozofu tekstos, ko $i raksta ietvaros visas nianseés nevareés precizi
atklat, bet iezimét nakamos parlakosanas laukus gan varétu. Tur, kur
nepieciesams tulkojums, jasamierinds ar distanci starp teikta sakotnejo
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skanejuma garu un ta atveidi. To nekad neizdodas pilnigi parvaret’, tik
kategorisks savos izteikumos médz but art H.G. Gadamers. Vigs atgadina,
ka ista saruna nav nepiecieSams tulkojums ka skaidrojums. Ir vienkarsi
saprasanas, loti cilvéciska paradiba. Vai cilvéki ir sarunas vaditaji, vai
ari tomér saruna ka dzivs organisms pati vada cilvékus? Atbilde uz So
jautajumu ir mekléjama apjauta, ka visprecizakais apziméjums butu tads,
ka cilveki savas sarunas iepinas, sakeras un nokl|ust sarunas vara. Biezi
vien sarunas garums nav noteicosais, lai més to varétu novértét ka labu
sarunu. Patiesi, vai saruna ir tverama racionali, ja taja tik daudz pavér-
sienu, par ko padomat.

Vai musu iracionalitaté, kuru gribot vai negribot cenSamies attaisnot,
varétu but tadi ieteikumi par sarunu stratégiju un taktiku, aplukojot
filozofijas véstures klatesamibu musdienu tekstos.

Apgalvot, ka visi teksti ir izcili un neatkartojami Sedevri, butu par-
steidzigi. Tomér mas nav intereséjis viss apjoms, ko saucam par tekstiem
filozofija, bet ir izvirzits tikai mazs un pat necils uzdevums: vai saruna
paradas tekstos? Protams, noskaidrot, kas ir saruna, ir tikpat iracionali,
ka viss $aja rakstu krajuma vérotais. Tik un ta, aizvien tuvinoties prob-
léemas apjégsmei, var teikt, ka tie teksti, kuros izjutam patiesu vélmi
noskaidrot to, kas ir tapis neskaidrs, kas ir radijis patiesu izbrinu toreiz,
tiek uzklausiti Seit un tagad. Sv. Augustina atzi$anas:

Kas tad ir laiks? Kameér man neviens to nepajauta, es zinu, bet kolidz
gribu atbildet jautatajam, es nezinu; tomér ar palavibu saku, ka es zinu,
lik, ko: es zinu, ka pagatnes nebiitu, ja nekas nepaietu un, ja nekas neat-
naktu, tad nebitu nakotnes, tapat nebitu tagadnes, ja nekas nebitu tagad®.

Tagad ir istais mirklis uztvert to, ka pati butiskaka sarunas pazime ir
ta, ka saruna nav tagadnes, pagatnes un nakotnes noskiruma. To vajadzeja
pateikt par istu sarunu, ka taja vienlaikus ir bijusais ar eso$o un nakamais
ar $1 mirkla izjutam. Laba saruna paliek prata, saka cilvéki, kam gan
citam noticét, ka vien burvigajam argumentam — ta saka. Ja jau patiesi ta
saka — Pateiktu vardu neatsauksi —, tad visa teiktaja ir mazsenas gudribas
sals. Filozofiju tulko ka gudribas milestibu — no senam valodam nakusais
skaidrojums. Aizvien skaidrak masu sarunas top saprasts, ka filozofija
tomeér sakas ar izbrinu — kameér visiem viss ir skaidrs, tikmér filozofija
neparadas. Filozofu teksti kops laiku laikiem paradas 21. gadsimta ka
nepabeigta saruna, ko iespéjams turpinat vai sakt no sakuma, ja vien ir
patiesa interese. Par filozofijas priekSmetu var klat ikviena paradiba, ja
vien par to ir interese. Saruna ir filozofijas priekSmets tagad, jo sajutam,
ka istu sarunu musu muza nav nemaz tik daudz. Un tomér — vai tik ne
Sokrats ir baudijis dziva varda nozimi, par ko Platons Faidra apcergja:
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Kas tas par vardu, un Ra tas, tavuprat, rodas? Sokrats. Tas ir vards, ko
lietpratigi ieraksta skolnieka dvésele un kas spej pats aizstaveties un
péc vajadzibas prot gan runat, gan klusét. Faidrs: Tu runa par ziniga
cilveka dzivo un apgaroto vardu, par kuru pamatoti varétu teikt, ka
rakstitais vards ir tikai ta atveids? Sokrats. Ja gan’.

Luk, tekstos visilgak saglabajas cilvéces idejas, tomér rakstitais vards
ir tikai runata varda atveids. lespéjas reali satikties ar izciliem cilvékiem,
kas dzivojusi un sarunajusies sava laika, sen pirms mums, tacu nav, toties
meés varam satikties ar vinpu domam, kas saglabajas tekstos. Sarunas sa-
skatit un atgadinat citiem ir visnotal iracionals uzdevums, ja apjédzam

to apjomu, ko varétu atrast filozofu tekstos.
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