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IEVADVARDI

Latvijas Kultaras akadémijas zinatnisko rakstu krajuma “Kultaras Krust-
punkti” 8. laidiens veltits akadémijas rikotaja starptautiskaja zinatniskaja konfe-
rencé “Kreisuma ideja kultara. Parole — Asja” (Riga, 2015. gada 6.—7. marts)
izskanéjusajam un gutajam atzinam, krajuma pamata — raksti, kas tapusi péc kon-
ferencé nolasitajiem referatiem un diskusijam.

Asja ir teatra rezisore Anna Lacis (1891-1979), pasaulé plasak pazistama ka
Asja Lacis — fascingjosa personiba, spilgts piemérs tam, ka kreisuma idejas ietek-
méjusas cilvéku personiskas un radosas biografijas.

Teksti sakartoti vairakas nosacitas tematiskas grupas, kas veido cieSus sav-
starpéjus krustpunktus: pétijumi par kreisuma ideologiju vésturiska un masdienu
konteksta; pétijumi par Annas Lacis dzivi un dailradi, ka ari par rezisores idejam
teatri un o ideju pienemsanu pasaulé; pétijumi par izcilam personibam, ar kuram
Anna Lacis saistita; pétijumi par teatri, vizualo makslu un literatiru politiska
diskursa.

Raksti krajuma publicéti latvie$u vai anglu valoda, atbilstosi tam, ka rakstu
iesniedzis autors,' kopsavilkumi rakstu beigas pieejami atgriezeniska kartiba: anglu
vai latviesu valoda, sniedzot isu ieskatu rakstu tematika. Esam centusies veidot kra-
jumam vienotu noforméjuma stilu, tomér vietam personu vardu rakstiba vai no-
teiktu jédzienu lietojums ir atskirigs, saistits vai nu ar autora koncepciju, vai pét-
niecisko tradiciju, kuru autors parstav. (Par tulkojuma un interpretacijas problé-
mam multikulturala vidé, reflektéjot ari akadémijas konferencé giito pieredzi, sava
pétljuma raksta Stizena Ingrema.)

Ar lielu prieku un ipasu pateicibu D Stzenai Ingremai varam pazinot, ka
Latvijas Kultairas akadémijas konferencei “Kreisuma ideja kultara. Parole — Asja”
bus véra pemams turpinajums: sekcija “Kreisums un mila: Annas Lacis latviska
mantojuma valodas” Starptautiskas komparativas literatiras asociacijas 21. pa-
saules kongresa 2016. gada Vine.

Inga Pérkone-Redovica,
Dr.art., Latvijas Kultiras akadémija

! Divi iznémuma gadijumi noraditi satura raditaja un teksta.



8 IEVADS

Asja Lacis, sieviete, kas ietekméja ievérojama 20. gadsimta domataja Valtera
Benjamina dzivi, ir mana vecmamina. Tagad, kad vinu dzives ir parskatamas no
sakuma lidz pat noslégumam, kad esam piedzivojusi Hitlera un Stalina impériju
sabrukumu, rodas jautdjums — vai izkapinati socializétai, pat politizétai radoso
cilvéku darbibai bija jéga? Toreizéjas kreisas idejas skiet mulkigi naivas un pats krei-
suma jédziens biezi tiek uztverts negativi.

Tomér, iespéjams, tadél, ka Asja ir mana vecmamina, un ari tadél, ka vinas
mazo pédinu nospiedumi uz visiem laikiem ir palikusi Valtera Benjamina darbos,
man neliek miera jautajums — kadé| tiesi Asja? Cik jaudigu impulsu un paatri-
najumu Benjamina domai deva Asjas kvéle un apséstiba ar kreisumu? Kas batu
Benjamins bez Asjas? Kas batu més bez viniem? Briziem, sastopoties ar dzivo
cilvéku augstpratibu attieciba pret mirusajiem génijiem, mani parnem divains aiz-
kustinajums un pateicibas jutas pret $iem nepareizajiem... Parnem spéciga vélésanas
spét noveértét vinu ieguldijumu mokosaja cilvéces cela uz sevis apzinasanos.

Mara Kimele, teatra rezisore,
Latvijas Kulttiras akadémijas profesore

INTRODUCTION

The collection of research articles “Culture Crossroads”, Issue No. 8 is
dedicated to the international research conference organised by the Latvian
Academy of Culture “Leftist Ideas in Culture. The Password — Asja” (held in
Riga on 6-7 March 2015) and the ideas and insights gained at the conference.
The proceedings consist of articles, based on the papers and discussions delivered
at the conference.

Asja is the theatre director Anna Lacis (1891-1979), more widely known
in the world as Asja Lacis — a fascinating personality, a vivid example how leftist
ideas have influenced people’s personal and creative biographies.

The texts are arranged in several thematic groups that form a close network of
intersecting approaches: research on leftism ideology in a historical and modern
context; research on Anna Lacis’s life and creative work, as well as her ideas in
the theatre and the reception of these ideas in the world; research on outstanding
personalities to whom Anna Lacis has been related; research on the theatre, visual
arts and literature in a political discourse.
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Anna Lacis. Alises ljinas foto.

The proceedings are published both in Latvian and English according to the
original language provided by the author? summaries are provided at the end of
the article in a changed sequence: in English or in Latvian, providing a brief insight
into the article. We have attempted to provide a unified style for the proceedings;
however, in some places proper names or particular terms may differ: this is related
to the author’s conception or the research tradition represented by the author. (For
instance, Susan Ingram writes about the issues of translation and interpretation
in a multicultural society, including reflections on the experience gained at the
Academy conference.)

It is with great pleasure and sincere gratitude to Dr. Susan Ingram that we can
announce that the conference of the Latvian Academy of Culture “Leftist Ideas in
Culture. The Password — Asja” will have a notable sequel: the section “Leftism and
Love: The Languages of Anna Lacis’s Latvian Legacy” at the 21st World Congress
of the International Comparative Literature Association in Vienna in 2016.

Inga Pérkone-Redovica,
Dr.art., the Latvian Academy of Culture

2 The two exceptions are mentioned in the table of contents and the text.
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Asja Lacis, a woman who influenced the life of the remarkable thinker of
the 20™ century — Walter Benjamin, is my grandmother. Now when their lives
are under review from the beginning till the end, when we have lived through
the collapse of Hitler’s and Stalin’s empires, a question arises: whether intensely
socialised, even politicised activity of creative people has any sense. Leftist ideas of
those times seem foolishly naive, and the very concept of leftism is often perceived
negatively.

However, probably because of the fact that Asja is my grandmother and also
because her little footprints forever remain in the works of Walter Benjamin, I
cannot stop asking — why exactly Asja? How powerful an impulse and acceleration
has Asja’s ardour and obsession with leftism given to Benjamin’s thought? Who
would Benjamin be without Asja? Who would we be without them? Sometimes
when I meet with the arrogance of the living people towards dead geniuses, I am
overwhelmed by a strange feeling of being moved and that of gratitude towards
these wrong people. I have a strong desire to be able to appreciate their contribution
to the poignant road of the humankind towards self-awareness.

Mara Kimele, theatre director,
professor of the Latvian Academy of Culture



Daina Teters, Dr.phil., Latvijas Kultiras akadéemija

THE SEMANTIC PECULIARITIES OF THE ENTRANCE
OF LEFTISM ON THE STAGE OF HISTORY

The emergence of leftism, or rather the bipolar union of the right and the
left, on the stage of history is primarily associated with the political context even
though it is not quite clear when this division started.

According to the generally acknowledged version, the origin of this pair of
notions is rooted in the seating arrangements of the French National Assembly in
1789: the deputies advocating the radical ideals of the French Revolution based
on the values of equality, fraternity, labour, non-compliance and progress sat to the
left of the president’s chair, while the members sharing more conservative ideals
based on the values of authority, national identity, order and security — to the
right. However, it was not a mere historical coincidence since in the relatively
absolute European value space, the right-wing position has always been associated
with a more “honourable” and “right” place, while the left-wing opposition — with
a more marginal and unpredictable position, even if it has not been regarded as
something worse.

Even nowadays, the power of this bias makes the politicians claiming this
position modestly clothe their leftism in poeticisms disguising it [Diccionario
UNESCO de ciencias sociales 1987:1182], as can be observed in the case of the
Latvian “Concordance” party.

After the right-left division (le clivage droit-gauche) or the division into the
Right — the right side (Une Droite) and the Left — the left side (Une Gauche)
established at the National Assembly, these terms transformed after some time
not only into a vast political field covering a broad range of diverse ideas with a
considerable metaphorical potential, but also into an ambiguous political spectrum
where the borders between the left and the right cannot be easily determined.

This broad political spectrum still feeds the belief that all the wisdom is
hidden somewhere between these wings (right-wing/left-wing politics) or at least in
some of these right-wing or left-wing groups, and, consequently, all contemporary
issues can be resolved within this framework. Unfortunately, the fact that the left-
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wing and right-wing politics tend to be a matter of belief and unsubstantiated
hope rather than knowledge is bound to be understood at a later point in time.
In other words, in contemporary politics, it is not easy to distinguish between
the consistent left and the consistent right, which makes this old instrument of
labelling the political spectrum rather ineffective. Due to this reason, it might be
worth considering whether the left and the right are still useful umbrella terms, or
whether it is time to consider a new modelling of the world.

However, since the politics and troubles of the 21st century are not the
objective of this article, let us turn to the previous century, where ideas, philosophy
and political positions were more focused, and where leftism and rightism were
easily recognisable.

In the 20th century, leftism appeared in a verbally explicit way and in several
political “thickenings”: at the beginning of the 20th century, in the period of the
1930s and 1940s, in the 1950s and 1960s, and later as well. At the beginning of the
20th century, the relatively affluent generation of educated European intellectuals
tended to have leftist views and were overwhelmed by their ideals. When these
were transformed into political realities, the loss of ideas considerably changed the
features of leftism.

In the late 19th century and the early 20th century, if we disregard “fighting
on several avant-garde fronts”, like Lenin, or leftist martyrdom, like Antonio
Gramsci, the leftists were more focused on the compensation for the material
loss incurred by a certain part of the society as a result of social inequality.
The leftists advocated the redistribution of economic benefits reaped from
the industrial revolution and the accessibility of welfare for the working class.
Considerable elements of populism could be traced in the orientation towards
the “ill-treated” class, which, naturally, accelerated the spread of left-wing ideas
in these social circles; in contrast, the left-wing ideas of the 1920s and 1930s
circulated among intellectuals and lived at a much higher philosophical level. In
the West, they were still popular in the second half of the 20th century despite
the fact that embodied in “real communism”, the ideas of leftism had discredited
themselves. Nevertheless, they retained an inexplicable force of attraction in the
Western world.

Despite the diverse content and different ideational fillings of leftism, generally
they share one emotional colouring: a focus on struggle, movement and unity.
The leftist revolutionary activism has not disappeared in the 21st century as well,
often endangering the established or an imagined European order.

What determines these somewhat unexpected connotations of /leftism, and
what is the “biography” of this actor of the stage of contemporary history? Finally,
how does this kind of actor come about?
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As it can be imagined, leftism, just like its counterpart rightism, did not appear
in a semantically empty place, and the complex process of the formation of its
meanings was neither unambiguous nor logically consistent. Clearly, at the early
stages of their life, they could not be notions referring to the political field, which
they so confidently inhabit today.

In the unconscious political language games, such security can only be
guaranteed by stability in a particular theoretical construction which was once
formed as a credible structure, thus undisputed in the legitimacy of its usage.

Turning to the earliest available ideas concerning the notions the right side, the
left side, to the right, to the left, the left and the right, they can be observed in such
conceptualisations of man and the world where at first glance “right” and “left”
primarily refer to hands and the functionality of the body.

The physically similar two arms and hands and two legs belonging to one
body first suggest the idea of a closed corporeal whole — both arms and both legs —
or the right hand and the left hand, or the right leg and the left leg which are expressed
as a comparison of differences and the uniting conjunction at the same time.

However, any movement of the body shows their contrastive functionality:? the
extremities are not only attached to the body, but also carry the body transferring
its weight and maintaining its balance. In other words, arms and legs, leading their
different “lives”, keep the body in balance and create the illusion of an effortlessly
moving point. They are autonomous to a certain extent — each arm and each leg
is asymmetrical in time-space. Apparently, they originally had different semantic
motivatability as well.

Usually, the right hand is stronger; thus, it is the privileged one, while the left
hand is weaker, somehow bent to the body. Simplistically, it can be linked with
the predominance of right-handers in the world and the prioritisation of this side.
On the other hand, the heart — the most valuable and also the most vulnerable
part of the body, which has always been especially protected — is located in the left
side of the body [Shipley 1945:115]. This is a simplistic explanation of the reason
why, as we will see later, the notion /ef has been associated with weakness and a
certain bentness.

However, the ancient modelling of the human being and the world has
been constructed using more complicated analogies based on a more complex
metaphorical schematicism than that in the aforementioned examples! Sometimes,
there can even be observed certain contradictions. What are the terms used to
describe the sides of the body, and are their meanings always unambiguous?

* Arms and legs perform complimentary functions; for instance, in order to move forward,
one leg stands, supports, while the other one makes a step forward; in contrast, in order to
write, one hand holds a writing instrument, while the other one draws a line, etc.
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Two aspects are worth mentioning here:

— In the Latin language, the right hand has two mutually exclusive ex-

planations — it brings both good and bad luck;

— 'The right hand, however, is described as being distinctly straight, aiming at

something, while the left hand — as bent.

The aforementioned circumstances indicate that the functionality of the sides
of the body is apparently determined not only by their relations to the body, but
also by other external factors.

In other words, in the ancient conceptions of the world or in the elementary
conceptual ordering practices in the cultural space of the Western world, focused
on organisation, there existed two interconnected types of modelling: the human
being as an entirety and the world as a contra-positioned entirety, or the world as
a system of images.

These are two separate identities that are articulated against each other. The
human being claims to be part of the entity bigger than themselves or, to be
more exact, to have a structural similarity with it and, at the same time, to be an
independent entity contrasted with the world — an independent world in some
respect. Later, this will easily lead to the inflation of the notion world and the

appearance of metaphors like my inner world, the whole world vanishes along with
each human being, the Western world, the criminal world, the woman’s world, the
world of art and science, etc.

In the conceptions mentioned above, the world is modelled as a spatial entity
visible in its unity or as an abstraction condensed in a geometric figure, and it is
conceivable, i.e., that can be put in front, that is located in the front.* What exactly
was in the front gave new meanings to the right side and the left side.

What is in the front is built on a horizontal axis whose centre is the human
eye representing the body, which makes it possible to see the world, organised
symmetrically against it. The horizontal axis makes it possible to fix the movement
of other bodies and attribute it to abstract phenomena, too.”

Admittedly, the Greeks also associated the left side with something “beloved”
or “pleasant”, but these were euphemisms which implied something not to be
shown or told publicly.

4 Which was later articulated in the German philosophical tradition as verstellbar — con-
ceivable or literally: what can be put in front, Vorstellung — conception or literally: putting in
the front.

> For example, a copy of the vision of movement can be seen in the direction of reading
and writing from the left to the right side, a similar conception of the succession of time,
causality, etc.
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If the world was an image to a large extent, the human being looking at it was

conceptualised as follows:

1) aself-sufficient, immobile initial point where the permitted bodily position
is strong and stable; the bearing is on both legs, while the forbidden bodily
positions are those of creeping characteristic of reptiles or being down on
one’s knees, which excludes the possibility of movement. Both positions
described above still have a negative connotation;®

2) a position with two dominant axes — the sagittal axis (front/back) and
the lateral axis (right/left). With regard to the sagittal plane, an essential
position is the one a person sees, i.e., the front. It is the person who deter-
mines where the front is; and the movement forward starts from him —
step by step.”

The lateral axis is responsible for two functionally different sides combined
in one entity (right/left);

3) the whole or unity that divides or, in other words, encompasses the
multitude which in all ancient conceptions was represented by the number
represented today by “2”. It is the diversity incorporated in one whole. In
case this diversity has to be “disconnected”, and unity needs to be seen
again, it is encompassed in the notion “both”;®

4) the whole that is divided into functionally different sides with regard to
the division of forces.” Each of them is a half of the body, without which
it is a non-whole and generally a non-body. One side is constituted by
the right, whose semantic fields encompass something strong, straight,
unbent, pointing forward and towards the world order located in the front,
while the other — by the left, whose semantic fields comprise something
slanting, crooked, bent, weak and located in the back' (see Fig. 1a).

¢ Negative meanings have been preserved until nowadays; for instance, somebody creeps
up to somebody or somebody is brought on bis knees, or somebody crawls to somebody.

7 In the Greek language, the corresponding equivalent is the word prokopé, which denotes
the action of walking [Beiicman 1991 (1899): 1059], in the Latin language, the word gradus
has a similar, but not identical meaning [Veitmane et al. 1955:383]; in the Latvian language,
this activity is embodied in the expression dari palenam (do it slowly), pamazitinam (little by
little) — soli pa solim (step by step).

8 For instance, look with both eyes, keep in both hands, in is acceptable in both ways, etc.

? A side refers both to the orientation of the body and the process of thinking connected
with it — on one side, on the other side; (Latvian) no vienas puses skatoties ir td, no otras — pavisam
otridi (on the one hand..., while on the other hand...), (German) einerseits/andererseits aber.

19 In this respect, the etymological relationships of the Latvian words krievi (Russians) and
kreisi (left), saliekta (bent), Skiba (slanting) present interst. [Milenbahs 1925-1927:284-285,
270].



16 DAINA TETERS

laba puse A kreisa puse

prigksa

Redzamibas
pasaule

Figure 1a. Early modelling of the body and the world.

laba kreisa puse
puse A

prigksa

Redzamibas
pasaule
Figure 1b. The modifications of meanings in the early

model of the body and the world.

Since the right side of the lateral plane thickens metaphorically, merging
with the sagittal plane with regard to its meanings, the right flank of the
body, as it were, turns into the front."
The left is what is responsible for the flanks and not only for the left side,
but also for the sideways and sides in general (see Fig. 1b);

5) the one that has ways in front of what makes everything straight and
good — speech, language, thinking, day. This is the place where the truth is

born; i.e., it possesses indexical qualities,'” whereas the left side supervises

" Today it is verbalised as the Latvian pricksroka (preference), prieksrocibas (advantages)
and the German Vorband, Vorteil.

2 Which is widely used in the expressions such as Jums ir taisniba, Sie haben recht, you
are right, go straight ahead (if the space is imagined in tandem, not in a mirror), lai laba diena
(Have a nice day!) (which is “coming” since a person seems to see the future in front of himself/
herself), straight speech, a straight person, straight language.



THE SEMANTIC PECULIARITIES OF THE ENTRANCE OF LEFTISM ON THE STAGE OF HISTORY 17

sideways, like in the Latvian song — solis pa kreisi, atkal jau greizi (take a
step to the left, and its wrong again).”

It can be said that the aforementioned entity is constructed asymmetrically:
the right side on the lateral axis can be replaced by the front on the sagittal axis; it
is responsible for some fixed norm, value and quality, justice, something good and
straight, etc. In other words, the right hand, the right eye, the right side replaces
1415 thus making it possible to designate
him by 1. Thus, a person can be replaced by one eye and one hand.

the man and represents him as a whole,

In spite of its inferior role in this structure,' the left is an integral part of
the conceptualisation of the human being as a whole: the left accounts for our
alternativity, versatility, for the strategies of finding a way out, which require lateral
thinking, the ability of evasion, the ability to escape from a seeming deadlock. It
can be said that the left is people’s “spare battery”.!”

Starting from the Renaissance, the period of replacing notions or redefining
them began in France, which is particularly interesting within the context of the
theme of the present article. The bipolar pair left/right experienced replacement of
notions, however, it did not happen simultaneously. Transformations started with
the left: in the 15th/16th century, the Old French senestre (which had originated
from the Latin sinister - unhappy, suggestive of evil, dreary) was replaced by gauche,
which is used in the literary and political language today; its direct meaning is

13 The expressions referring to illegal or immoral behaviour are Latvian kreisie gijieni
(crooked moves), kreisie darijumi (dishonest dealings), sdnsofi (infidelity) or bailes izkipt no rita
ar kreiso kdju no gultas (the fear of getting out of bed on the wrong side), etc.

1 In other words, right in both ways.

1> But the benefit of the right should not be regarded as absolute; for instance, if a person
has two right hands, he is ambidextrous, which increases his abilities; at the same time, it ma-
kes him double-faced — morally unstable.

' With the meanings bad news, weakness, feebleness, bentness, lack of straightness and
unpermitted strategies related to it, which are widely represented in the metaphors mentioned
above — kreisie gajieni, sansoli, kreisie darijumi, etc.

17 This concept concerning the left and the right dominating in the West is not an abso-
lute initial position equally understandable to everyone at all times; the bipolarity of the left
and the right is not self-evident.

For instance, the system that was once accepted in China was distinctly relative, where the
right and the left were also related to the body, even in a more specific way than in the West;
however, the right and the left were not characterised by their energy or power capacity (weak/
strong), and their meanings were not determined by the body as an immobile initial point, but
rather by its relationships in the world. It means that the right and the left changed their me-
anings depending on the point where the view was fixed, the point at which it was directed as
well as the organization of the environment in relation to it. In other words, the hand and the
side of the body was neither strong nor weak, neither straight nor bent; it acquired meaning
depending on the relationships the body was involved in situationally [Eberhard 1983:162].
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slanting, but since it had originated from the verb guenchir with the primary
meaning “to choose a round-about way”, which was transformed into a more
modern form gauchir — “to digress from the straight line”, also in a moral or
intellectual way, movement, mobility, activity and the strategies of finding a way
started dominating in leftism.

When the redefinition of the left was complete, it was followed by the
redefinition of the right — the Old French destre, which had originated from the
Latin dexter — skilful, nimble, was replaced by droit accepted today, choosing the
Latin word  directus — straight, direct.'® As a result, in the designations concerning
the right side and the right, there appeared connotations referring to a straight
road, certain norms and rights. One of the related words that appeared in this
context is adresse — a definite progression towards a definite aim. To a large extent,
these changes account for the differences in the statements of the truth in various
European languages. In Romanic languages, apparently under the influence of the
Enlightenment, the truth is stated by means of “reason”,' while spatial semantic
associations remain in other languages.”

The subsequent changes were brought about by a period where the social and
political reality had changed, and it reconstructed both the world and the human
being as well as relationships between them. It required an easily recognisable,
familiar and yet a new conceptual apparatus.

At the end of the 17th century and in the 18th century, on the one hand, the
existing networks of Indo-European meanings were preserved; on the other hand,
new metaphors were added to them, and the initial positions of the constructions
were redefined. The former concerns the metaphor of an organism, which was
actualised at the time; it was borrowed from the vocabulary of medieval medicine-
natural science-theology-politics* and modernised in accordance with the mechan-
istic ideals of the early modern period. The most prominent representatives of the
mechanistic metaphor were René Descartes and Isaac Newton, whose favourite
version of it was the mechanism of a clock. Descartes offered the theory of the
body of living nature whose movement is determined only by internal forces,
i.e., it is self-moving, while Harvey mechanized the system of the movement of
blood in the human organism.

'8 See the correstonding entries in Grandsaignes d‘Hauterive 1947 and Gougenheim
2008:240-242.

¥ For instance, French vous avez raison, Spanish tiene razén, Catalan rens rad.

* For instance, Latvian Tev taisniba (You are right), German Du hast recht (or another
explanatory metaphor: Du liegst richtig — literally: you are (lying) in the right position.

2! This can be observed in frozen metaphors, e. g., corpus ecclesiae, corpus mysticum Christi
[I Kor. 12.4 (p. 1158), Eph. 1.22 (p. 1178)].
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In the 18th century, the idea of an organism, used indirectly as a metaphor
or an analogy, became very useful in the social and political vocabulary, where the
idea of the body was universalised. Political formations began to be understood
using the analogies of the body and organism: since then we have inherited the
multitude of organisations, which is a process term and is literally understood
as “corporeation”, with its constituent members, which in Latvian locek/i and in
German Glieder also means “limbs”; since then we know who is the head, and that
systems can be found everywhere; starting from the 17th century, when states began
to consolidate in definite territories attached to them, the states were perceived as
corporeal individualities, which were immediately anthropomorphised and now
act according to their interests, maintain friendly or_hostile relationships, are ruled by

a head of state, etc. Nature also became dependent on political meanings: reason
started to rule over blind drives.

What changes underpinned the creation of the new vocabulary?

The early modern period, particularly the 18th century — mainly around the
time of the French Revolution — was characterised by the emergence of a new
historical thinking, which required a new historical reality, which had to be visible
again, and which was in the front again, now in a more specific form: the historical,
political world is the modelling of “we”; it requires being-present. Consequently, the
new modelling of the world is not the atemporal motionless picture favoured by the
Greeks, but rather a performance showing a sequence of events with a lot of different
characters and the world appropriate for this team of performers — the stage.

VERTIKALE

SAGITALE

Aizmugure

Apaksa LATERALE

Figure 2. The world as the stage of history.”

2 'The aforementioned model was used and explained in detail in another context and
article [Teters 2005:204].
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After Christian unity had collapsed and the end of the world, the defining
point for the interior of time, had disintegrated, the future remained empty. The
18th century, which worshipped reason, produced ideas about what ideals should
be delegated to it, what subjects have the right to long for them, and how to get
there (see Fig. 2).

Thus, the model of the world merged with the model of the human being;
it was a place for this being to inhabit.”® At the same time, this process could be
observed from aside: in the modern world, which provides opportunities for self-
distancing from it, one can be a spectator and a player simultaneously.

This new formation — the newly created stage of history — had its own
consistencies too:

Various actors of history dressed in metaphors of the collective body appeared
on the stage of history — new units capable of self-organisation which acted as the
subjects of history: the common arena unified the political, scientific and artistic
avant-garde [Teters 2014:197-227] as well as its other independent agents — such
transpersonal subjects of activity condensed in collective singulars as revolution,
progress, history, people, etc. All political subjects marched forward as one body
where some pure ideal of the future constructed by rational means awaited them;
namely, the movement was not determined by the starting position, as we observed
it before, but by some promise of the realm of happiness on the horizon of the
future.

The stage of history has its own complex architecture: it is vertically oriented;
there are the most qualified upper layers as well as the middle and the lower
layers on it, such human categories as Man, super-man, sub-man and non-man,
into which anyone can freely classify any human being. However, the only bodily
movement permitted along the sagittal axis is marching forward, which this time
is determined by the aim rather than a starting position. As to the lateral axis,
where the political bi-polarisation appeared starting from the period of the French
Revolution with the right — left division, the omnipresent moment of conflict has
remained with increasing emphases like u/tra-, extra- and far- right or left. It has
several new aspects:

e apart from walking, there appears a new bodily position — sitting. Let us

remember that being right or left was first determined by the position of
sitting in relation to the president of the National Assembly;*

# In the German language this thought is reflected in the metaphors Weltgebiiude, Welt-
biihne.

2 Which lives in the notions familiar to us: in Latvian prieksgajejs (predecessor), prickstecis
(forefather) or pricksstavis (representative) are supplemented with priekssédetdjs (chairperson) and
prieksnieks (boss), in German Vorsitzende, etc.
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o unstable shaking is felt on the stage of history: the demand for the balance
of forces appears soon.” The scales — the symbol of antique justice —
also appeared in political relations starting from the 15th century, they
played a particular role in the Age of Enlightenment and the period of the
formation of modern states;*

o the demand for balance refers both to rightists and leftists: although
the right and the left cover several semantic fields, in the political lexis,
the right side dominated as the reasonable one, while the left side still
remained as a conflicting, oppositional and defensive flank. Marxism
gave new lustre to leftism — as a way out of alienation towards new ideals
of the future along newly built roads and a new actor — class — on the
stage of history. The new humanism opposed to Christian humanism
was one of the most exciting and inspiring ideas in the first half of the
20th century.

Finally, as could be expected, in the modern world the right and the left
gained new temporal designations which can be regarded as imitations of the
definitive past in order to begin new modern semantic definitions of leftism and
rightism. Once again, the development of both notions was not symmetrical,
and once again it was dominated by leftism: the New Left appeared sooner than
the New Right, namely, at the end of the 1950s, while the New Right, trying
to synchronise with the New Left — approximately in the 1980s [Outhwaite
2003:434-435].

Admittedly, nowadays both the New Left and the New Right tend to be
descriptive terms that can be easily applied to political doctrines and social move-
ments; they encompass a broad spectrum of ideas, and very often it is not possible
to draw clear boundaries between them.

Nevertheless, both the right and the left have not lost the imprints of meanings
obtained in the course of their long life — they accompany us every day.

» It is interesting that the word “balance” has been chosen for it, from Vulgar Latin bal-
lare — to dance, which is a more defiant technique of balancing; the body compared to walking
step by step practiced in the ancient world. (Latin ballire borrowed from, or related to, Ancient
Greek Bal\ilw (ballizo), from Proto-Indo-European *bal- “to shake, to dance” [Indo-European
Lexicon.]

%6 The ideals of balance manifest themselves in new metaphors, such as the balance of
power in politics, equality, equal rights, equal worth, etc.
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THE SEMANTIC PECULIARITIES OF THE ENTRANCE OF LEFTISM
ON THE STAGE OF HISTORY

Abstract

» <

The notions “the right side”, “on the right”, “the Right” and “the left side”, “on
the left”, “the Left”, as well as the variations associated with them in the thinking
spaces of all cultures initially indicate links to the functioning of the body and hands,
establishing an aspect of their orientation and system of values. In one instance these
systems may demonstrate absolute features, in another — relative; however, their
common trend is assumed semantic stability. The paper outlines the formation of
a new historical reality and presents modifications in the meanings of the ancient
notions, which are required in its staging.

Keywords: leftism, right-left division, politics, new left, political bi-polarisation.
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ANNA/ASJA LACIS AND THE MULTILINGUALITY
OF THE OTHER

The study of nationally defined contexts has tended to undermine attention to
multilingual realities, something that has long been a rallying cry of sociolinguists
and translation studies scholars, among others [cf. Blommaert et al. 2012; Simon
2012]. While it may have become something of a truism that “there are no
monolingual cities” [Simon 2012:2], it is also true that the range of multilingual
realities that have existed in and beyond Europe poses challenges to nationally
oriented scholarship both at the level of writing and critical practice. In terms of
writing, Gramling has helpfully established monolingualism to be “an unmarked
critical category, as whiteness, maleness, and heteronormativity once were” by
discerning a similar aesthetics in a group of twentieth-century multilingual authors
writing in dominant languages, namely, Franz Kafka, Primo Levi, Emine Sevgi
Ozdamar, and Orhan Pamuk, that demonstrates their common double-bind with
monolingualism and how they translate their multilingual dilemma into spatial
figurations [Gramling 2008]. In terms of criticism, Kuzniar’s study of Croatian-
German Irena Vrkljan shows how the bilingual Vrkljan, who has lived in Berlin
since 1966, composed an intriguingly bilingual oeuvre and continues to split
her time between Berlin and Zagreb, has been turned, in both the Croatian
and German (Germanistik) reception of her work, into a monolingual Croatian
writer [Kuzniar 2013:262]. Even the transnational vein of German Studies,
such as the work of Azade Seyhan [Seyhan 2001] and Leslie Adelson [Adelson
2005] supports the notion of a monolingual rather than a translingual subject,
for, as Kuzniar points out, “only the dominant, official language of the written
word (Literatursprache) bestows recognized authorship” [Kuzniar 2013:263].
Multilingualism continues to be dangerous, as the title of the 2012 edited volume
Dangerous Multilingualism: Northern Perspectives on Order, Purity and Normality
draws attention to, because it calls into question the ethnolinguistic assumption
that “aligns language use and ethnic or cultural group identity in a linear and one-
to-one relationship and in which the modern subject is defined as monolingual
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Mara Kimele unveiling the plaque to Walter Benjamin.
Photo: Susan Ingram.

and monocultural” [Blommaert, Leppinen and Spotti 2012:3]. Despite the fact
that this view has been regularly debunked since Edward Sapir’s 1921 critique of
it, the ethnolinguistic assumption continues to persist and remains a stubborn,
entrenched aspect of modernity.

Anna/Asja Lacis’s multilingual memoirs draw graphic attention to the shifting
language dynamics over the course of the twentieth century and issues that have
arisen in the wake of the rise of global English that communication technologies
have served to accelerate. That her memoirs have failed to receive the academic
attention they deserve can be attributed to their crossing a number of academic
and geopolitical fault lines that are underpinned by ethnolinguistic assumptions.
While the politics of language relations is more pronounced in places colonized
by English speakers, the complexities of which Gayatri Spivak’s translation work
was done to demonstrate [Debi and Spivak 1995], they have also had an impact
on the cultural and academic production in the new Europe. The “Parole —
Asja /| Password — Asja” conference on which this publication is based was a
significant marker of these new language realities. Having attended conferences
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in neighboring countries whose languages I have not studied, where the program
was almost entirely in English and yet mine was one of the only papers actually
given in English and all I could understand was, as the Germans say, Bahnhof (train
station, i. e., practically nothing), the simultaneous translation that took place
during the “Parole — Asja” conference and the intended bilingual nature of this
volume are striking.”” They are also in keeping with the anti-monolingual character
of Lacis’s autobiographical production, the nature of which this contribution seeks
to determine by analyzing the shifting language politics of the various linguistically
specific terrains with which Lacis’s multilinguality has had to contend. While it might
initially appear that English has simply taken the place of Russian, examination of
Lacis’s autobiographical oeuvre, its Latvian context, and the cultural and scholarly
work it has motivated demonstrate that the situation is rather more nuanced. That
nuance, it should be noted, while inherent in the situation, is a matter of method
and not mere hermeneutics. Specifically, it is about trying to respect what Spivak has
termed the “ethical singularity” of the text [Debi and Spivak 1995:xxiv]. Spivak has
made clear that she chose to translate Devi “because she is unlike her scene” and that
there are ethical implications to working with writers “who are against the current,
against the mainstream” [Spivak 1993:189]. This contribution tries to determine in
how far these ethics, what one might see as a multilinguality of the other, are related
to the idea of leftism in culture.

Lacis is by no means the only woman to have written multiple memoirs,
with one of the most prolific being Catherine the Great. The versions Catherine
produced “in 1756, 1762, 1771, 1791, and 1794 do differ markedly from one
another, even though they tell and retell the same stretch of time”; however, they
were all written in the same “swift and stylish French,” and all “stop... short of
the ‘originary crime’ of her own reign, the assassination of her husband Peter 111"
[Greenleaf 2004: 409]. Lacis, in contrast, may have “only” written three versions
of her life story, but they were all written towards the end of her life, and they were
all in different languages for different audiences.

The impetus for Lacis’s life-writing came from abroad, namely in the person
of Hildegard Brenner, a West German literary scholar born in 1928 and still alive
at the time of writing. Having in 1952 graduated from the FU Berlin with a
dissertation on Holderin’s poetic theory and having in 1964 taken on the editorship
of Alternative, the literary journal of the West German new left, Brenner was
primed to track down the references she kept coming across to “Asja Lacis”. As she

¥ Unfortunately, the organizers did not receive enough financing to ensure translation of
all the papers so that they could be included in both English and Latvian, as was their original
plan. However, the volume is still bilingual, with contributions in both English and Latvian.
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notes in her afterword to Revolutiondr im Beruf: Berichte iiber proletarisches Theater,
iiber Meyerhold, Brecht, Benjamin und Piscator (A Revolutionary by Profession:
Reports on Proletarian Theater, on Meyerhold, Brecht, Benjamin, and Piscator):
“Only when the social conflicts set in motion by the period of reconstruction
once again brought the tradition of the workers’ movement to the attention of the
West German public’s conscience and political interest turned to the class conflicts
in the Weimar Republic; only when organizations such as the revolutionary
proletarian writers’ union and the workers’ theater union were rediscovered; only
when progressive bourgeois intellectuals inquired into the state of political affairs
back then and freed activities from bourgeois historical constraints, only then did
one repeatedly stumble over the name of Asja Lacis.”*

It is therefore somewhat misleading to suggest that Lacis “wrote” her German
memoir. As Brenner enumerates in her afterword, the volume was assembled
from nine German-language sources, including “freely told reminiscences, which
[Brenner] recorded in February, 1968; selections were broadcast in 1969 on the
West-German Rundfunk, Cologne... and additions to her memoirs, which Asja
Lacis wrote in 19717 [Lacis and Brenner 1976]. Brenner stresses that “All texts
were written by the author in German. Where the text of the memoirs published
here goes beyond or differs from the publications in Alternative and Sinn und
Form, it follows the recordings and the passages written in 1971.” Publication
of the German volume on the occasion of Lacis’s 80th birthday, on 19 October
1971, motivated Lacis to prepare a volume in Latvian [Lacis 1973]. As Paskevica
documents in In der Stadt der Parolen: Asja Lacis, Walter Benjamin und Bertolt
Brecht (In the City of Words: Asja Lacis, Walter Benjamin and Bertolt Brecht),
Lacis’s simply titled Latvian memoir Anna Lacis appeared with the Riga-based
publisher Liesma in 1973 and is “understandably” (“Verstindlicherweise,” as
Paskevica puts it) more oriented towards a Latvian readership. It contains reports
about her theatrical activities in Latvia, and “the important German contacts are
dealt with very briefly” [Paskevica 2006:14]. The last version of her life that Lacis
compiled was the posthumously published Russian-language Kpacuas rsospuka.
Bocniomunanus (Krasnaya Guvozdika; Red Carnation: Memoirs), which was also
published in Riga by Liesma [JTaumc] and which included an introduction provided
by Arvids Grigulis, a prominent writer of the Soviet Latvian literary establishment
who gives as his title “National Writer of the Latvian SSR.”

Lacis’s three memoirs draw attention to the shifting linguistic valences of
a constellation of key urban locations, with Riga as their centre. As we know
from In der Stadt der Parolen, Lacis’s early schooling at an elite private school

28 Unless otherwise indicated, all translations are mine.
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for girls in Riga, run by the Keninshes, was primarily in Russian because until
1905 Latvian was only permitted to be used as the language of instruction for
a limited number of subjects [Paskevica 2006:20]. Whether German was part
of the school’s curriculum is not mentioned; however, some of Lacis’s key early
theatrical experiences were in German: a performance of Wagner’s Tristan und
Isolde in particular [ibid 21]. There were both Russian- and German-language
stages in Riga, as well as guest performances by German troupes, such as from
Berlin’s Ibsen Theatre, and while her German was supposedly not very advanced
at the time of her first visit to Berlin in 1922, it was apparently sufficient to allow
her to participate in discussions that involved Kant and Nietzsche [ibid 23]. One
can imagine that two years later, when Benjamin came to her aid in that shop in
Capri where she was trying to buy almonds, how happy she was to be addressed as
“Gnidige Frau” and to be able to converse in German [ibid 171].

Rather than analyzing Lacis’s erotic libinal economies, which, as I have
established elsewhere, is what scholarship has generally tended to concentrate
on [Ingram 2002], what I am drawing attention to here are the circuits of her
linguistic desire as well as those in which her work has been taken up in, or
not, since. The fact that Lacis became known in German and Anglo-American
scholarship as ‘Asja’, whereas her Latvian and Russian memoirs were published
under the name Anna’ is indicative of her own relationship to these languages as
well as the type of character she has been treated as. ‘Anna’ was the official party
functionary, the esteemed artist of the Latvian SSR, whereas the diminutive ‘Asja’
indicates that it is Lacis’s relational identity that is of interest. It is the name her
daughter chose for her own memoir, the name that Paskevica uses in her German-
language monograph, and the password, the Parole, for the conference on which
this publication is based. Many participants at the conference, however, referred
to ‘Anna Lacis’ in their papers, including me, signaling a desire to treat Lacis more
formally and in keeping with the feminist injunction to call a woman as one would
a man, that is, by her last name not her first or, even worse, a diminutive form of
her first name.”

What I am attempting here is, then, an initial stab at mapping out the relations
of the linguistic permutations of the ménage a trois that Lacis and her work have
been involved in, whether Latvian-Russian-German or some variation of German-
English-Italian, Russian, Portuguese, and/or French.* In doing so, I would like to
reiterate the caution that both Daina Teters and I have shown is warranted when

» This point came up repeatedly in the Rigoberta Menchu controversy, cf. Arias and Stoll.

" A more in-depth study would take into consideration the work of her partner, Bernhard
Reich, and the languages of his professional and autobiographical production as well as the
translations of Lacis’s memoirs.
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dealing with relational spatial concepts like centre and periphery [Teters 2014 and
Ingram 2014]. These terms may indeed have initially proven useful in the early days
of postcolonial scholarship, but one does need to attend to their homogenizing,
stabilizing, a-historicizing tendencies, as well as the way that they draw attention
to the positionality of those who use them. Berlin, Riga and Moscow, not to
mention Naples and Capri, have all served as centres and peripheries. If one posits
them as centres, as Teters has established in the case of the historical avant-garde,
that means one also needs to look at the peripheries that have played an active role
in shaping them [Teters 2014]. From that perspective, Lacis was able to mobilize
Riga’s and the Latvian language’s peripherality in order to actively participate in
the shaping of two distinctive national cultural centres, Berlin and Moscow, at
key periods in their development. Adroitly drawing on German and Russian to
propel herself along, Lacis positioned herself as “Informantin aus dem Land der
Revolution” [Paskevica 2006:12] for the leftist Germans who arrived in Soviet
Russia, just as she proved a source on Soviet Russia during her sojourns in Berlin.
In doing so, however, as Paskevica points out, she became much more, namely,
a mediator among cultures, “who made a substantial contribution to the theater
of the Germans, the Russians, and especially the Latvians” [ibid 13, italics added].

The linguistic discreteness of these three groups is strikingly reflected in
Lacis’s three memoirs. If one takes Benjamin’s translation essay as an example,
multilinguality usually manifests itself in the mixing of languages, the insertion
of “foreign” languages into a main text to draw attention to the fact that they
come from elsewhere, such as Mallarmés French, which Benjamin expected his
readers to be able to read in the original and so did not provide a translation
of. The conference at which Derrida first presented the ideas that became Le
monolinguisme de l'autre: ou la prothése d'origin (Monolingualism of the Other:
The Prosthetics of Origin) was called Renvois dailleurs (Echoes from Elsewhere)
in an attempt to complicate and thereby mitigate the sense of a colonial male
penetration of a female-coded, ethnically pure originary culture with a mother
tongue, etc., which was inherent in the early German Romantics™ cultivation of a
national culture. It is noteworthy that Lacis and much of the work that has been
done on her (that is, work that takes her as its focus and shows what stories relate
to her, rather than what stories she fits into) does not tend to fit this pattern,
but rather works to disrupt it by working in and across a number of languages.
That, I think, is one of the significant contributions of the Latvian parts of Lacis’s
oeuvre that are now, thanks especially to Beata Paskevica’s book, the “Parole —
Asja” conference, and this volume, starting to come to light outside of Latvia. They
do not presume a monolingual reader but rather one whose multilinguality does
not include Latvian.
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The fate of Russian in this context would seem to be the crux of the matter.
Krasnaya Guozdika was not only Lacis’s final memoir but, as Paskevica puts
it, the “offenste” [Paskevica 2006: 14], or most forthcoming, yet there was no
palpable Russian presence at the “Parole — Asja” conference, by which I mean
that there were papers by participants coming from Germany, Italy, Poland,
Brazil, and Canada, but none from Russia and none who identified as Russian
ethnic nationals. On the basis of Evgenii Bershtein’s article “The Withering of
Private Life: Walter Benjamin in Moscow,” which appeared in the 2006 edited
volume Everyday Life in Early Soviet Russia, one cannot help but wonder what
that presence might have been, had there been one [Bershtein 2006].%" Bershtein
is an Associate Professor in the Russian Language and Literature Department at
Reed College, an elite institution in Portland, Oregon. According to his website,
he grew up in Leningrad and received a PhD in Slavics in 1998 from Berkeley,
and his position at Reed the following year. His publications indicate an interest
in sexuality studies and fin-de-si¢cle decadence; he has examined, for example,
the cult of Otto Weininger in Russia and Oscar Wilde in Russian modernism. In
“The Withering of Private Life: Walter Benjamin in Moscow,” Bershtein sets out
to provide “new factual information about the circumstances and characters of
Benjamin’s journey (to Moscow) and address the question of how these influenced
Benjamin’s conceptualization of early Soviet ‘private life”” [Bershtein 2006:218,
italics added], and he situates “the mix of the erotic and the political” that one
finds in Moscow Diary against the trip’s discursive background, namely the “leftist
intellectual’s trip to Soviet Russia” [ibid 219]. It is in the footnotes, specifically
footnote six, that we discover where Bershtein has his “new factual information”
from: “the main source of biographical information on Asja Lacis is an interview
that I conducted in August 1993 with her daughter Dagmara Kimele,” and he
thanks “both her and Yuri Tsivian, who helped [him] arrange the meeting.”
Bershtein was motivated to conduct the interview because, as he further notes,
“the two published autobiographies of Asja Lacis... unfortunately do not furnish
reliable historical data” [ibid 228, italics added]. I think it bears questioning why a
theoretically informed scholar as steeped in Foucault as Bershtein would presume
that an interview with a 74 year-old (Kimele was born in 1919 and the interview
took place in 1993) who had made her own subject position very clear in her own
memoirs, which she titled with the diminutive of her mother’s name, that is, with

31 A shorter version of this essay was first published in Russian: E. Bepurreitn. “Ormupanue
4acTHOII XxusHn”: Banbrep Berpsimun B Mockse. C. 284-296. Studia Russica Helsingiensia et
Tartuensia IV: “Coe” n “ay»xoe” B muteparype u Kymbrype. Pest. P. Jleit6os. Tapry: Tartu Uliko-
oli Kirjastus, 1995. C. 330.
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the name Lacis became known under outside of Latvia on account of her famous
connections, would provide more reliable historical daza than Lacis’s own memoirs
[Kimele and Strautmane 1996]. My point is not to discredit Dagmara Kimele’s
recollections in any way, but rather to draw attention to Bershtein’s presumption
of their reliability, their trust-worthiness, something Benjamin had addressed,
and implicitly warned against, both in his “Moskau” essay (“Doch wer an Hand
der Fakten’ sich entscheiden will, dem werden diese Fakten ibre Hand nicht bieten/
However, one who wants to decide ‘on the basis of the facts’, will not be spoken
to by those facts or won't receive them), as well as in his Einbahnstrasse (One-Way
Street): “Die Konstruktion des Lebens liegt im Augenblick weit mehr in der Gewalt
von Fakten als von Uberzeugungen / the construction of life lies at the moment
far more in the force of facts than in convictions” [cited in Paskevica 2006:230].
The force of these facts is that Bershtein attends to the discursive background of
the trip understood singularly as the “leftist intellectual’s trip to Soviet Russia,”
which is shorthand for European male leftist intellectuals, so that the imaginaries
surrounding those trips tended to turn the guides they met there into Pocahontas
figures. Nor are the various layers of mediation that affected either that trip or the
interview he conducted with Dagmara Kimele addressed, beginning with the fact
that it was presumably held in Russian.?

This brings me to the idea of leftism in culture, and the question of the
languages of its transmission and how they have been affected by globalization and
the growth of global English. The linguistic logic of the “Parole — Asja” conference
and the presence of several non-Latvian speakers whose only common language
was English dictated that German and Russian could not be more than non-
official presences. However, it was certainly the case that German and Russian,
as well as Italian and Portuguese facilitated communication for attendees whose
knowledge of those languages was stronger than their knowledge of English. It
is here that the trap of ethnolinguistic assumptions arises. While the conference
taught us not assume that the person attending from Poland would be an ethnic
Pole or that Brazilians always travel directly from Brazil and only speak Portuguese,
Latvians per se present a particularly forceful challenge to this assumption: “Latvia
differs from other east and central European states in the demographic position
of the titular nationality; in 1997, Latvians constituted just over 56 percent of
the population, a lower proportion than in all former Bloc states and most states
of the former USSR” [Stukuls 1999:538]. However, the nature of that challenge

32 In personal communication, Bershtein confirmed that he “conducted this interview
in Riga, in Dagmara’s place, in Russian, over tea with cookies and chocolates” (e-mail of

17 April 2015).
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has begun to shift under capitalism. A recent study found that ethnic Russians
in Latvia have adopted various strategies in the face of an increasing emphasis
on Latvian and devaluation of Russian in light of shifting geopolitical realities,
something Putin’s move into, first, Georgia and, now, the Crimea has done nothing
to alleviate [Tughushi and Gogolashvili 2015]. Cheskin has shown how: “...in
order to marginalise the Latvian hegemonic position, “We’, for Russian-speakers,
embraces the ‘civilised’ nations of old Europe. By linking their own discourses with
European discourses of equality, racial and cultural tolerance (which are in fact
Russian-speaking discourses as much as they are somehow ‘European facts), we
can see a shift in the relational nodal network that Russian-speakers are attempting
to operate within. On the other hand, Russian-speaking elites have carefully been
crafting out a space for themselves within the narratives of an independent, post-
Soviet Latvia. In order to find such a place, however, they have been forced to
adopt many positions congruent with Latvian discourses. In so doing they have
moved away from wholesale ‘pro-Russian’ and ‘homo Sovieticus identities and
instead have sought a meaningful role as Latvian Russian-speakers. Increasingly, it
would seem, it is this dual, or ‘bridge’ identity which Russian-speaking elites are
attempting to promote” [Cheskin 2012:347].

These tensions correspond to the ones Blommaert et al identified in Finland
between “a late-modern sociolinguistic phenomenology and a high-modern ideo-
logical instrumentarium... (which) yields a wide variety of concrete problems,
ranging from language-political anomalies, through inefficient and discriminating
systems of ‘integration’ and education, to uncertainty and unease about language
and language use” [Blommaert, Leppinen, and Spotti 2012:9]. In Latvia, as in
Finland, “English has rapidly acquired the status of an international vernacular”
and Russian cannot be ruled out as “a language of importance for the future
generation,” [ibid 11] despite its being “an actively disfavoured language” [ibid
15]. Moreover, both Latvia and Finland are members of the EU, whose translation
policies foster national identities and for whom the presence of both Russian and
multilinguality are “a disruptive, impure and abnormal state of affairs” [ibid 11].

Work on Lacis, and the “Parole — Asja” conference in particular, draws into
stark relief the “moving away from wholesale ‘pro-Russian’ and ‘homo Sovieticus’
identities” that Cheskin found Russian-speaking elites in Latvia are attempting to
promote, and encourages this tendency to be seen in tandem with the problems of
intellectual elites elsewhere. At least since the rise of Thatcherism and Reaganomics
in the 1980s, there has been a mournful lament in Anglo-American English about
the failures of the left to be able to appeal to the people, something that has been
no less true in Europe with the rise of populist far-right parties. When and why
leftist culture lost its “rousing-ness”, its ability to rouse, or even speak to, the
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masses in terms of culture — and, more to the point, shto delat? — are questions
that the “Parole — Asja” conference and this volume amply demonstrate Lacis
scholarship is well positioned to answer. Just as Lacis herself served as a conduit
that connected leftist cultural, and specifically theatrical, developments in Weimar
Germany and early Soviet Russia, with proletarian realities in places like Naples
and Riga, so too are multilingual Latvian knowledge and cultural workers well
positioned to translate that history so that it can make its way into the global
academic English that has replaced Russian as the language of the left in order to
initiate and facilitate conversations with knowledge and cultural workers located
in places like Germany, Italy, Poland, and Brazil, not to mention Canada.

As Birgit Wagner reminds us in her work on Gramsci’s views on translation,
the translation of leftist thought into capitalist structures will never be easy, and she
draws attention to a passage from the Prison Notebooks that is seldom analyzed to
make this point. In the 11th notebook, called Introduction to the Study of Philosophy
(“Introduzione allo studio della filosofia”), she notes that: “Gramsci remembers
a remark made by Lenin where the Soviet leader mourns a lost occasion in
international politics. Lenin actually talks about the Third International Congress
of Communists (1921), and he criticizes the fact that the final resolution paper
“did not succeed to ‘translate’ our [Russian, B.W.] language in the other European
languages” (Gramsci 1975a, p. 1468 — “non aveva saputo ‘tradurre’ nelle lingue
europee la nostra lingua”)” [Wagner 2012:58].

Wagner quotes this sentence “in the form Gramsci remembered and wrote
down without having Lenin’s text at his disposal” and asks “Why did he remember
exactly this passage, why was it important to him?”, something she answers by
showing how remembering Lenin’s observation allows Gramsci “to address what
he considers the political necessity of cultural translation” [ibid 58]. Gramsci
understood, Wagner underscores, that: “Lenin did not wish to question the
professionalism of the translators of the resolution; he did not refer to the question
of literal translation. Lenin criticized the fact that when the paper was drafted,
the question of what we call interdiscursive and/or cultural translation had been
neglected: so, a resolution that had been written by the standards of ‘Russian’
Soviet conventions had little chances to be rightly understood by the addressees
who would not share this particular mentality, readers to whom the paper, as a
matter of fact, had been dedicated [ibid 58—59].

This matters because, as Wagner translates, “Let us put it in other terms: a
person, or a political entity, who does not take into account the ‘translatability’
of his or her discourse will not be able to achieve political goals™ [ibid 59]. She
further attributes Gramsci’s recognition of this problem, namely, “the difficulty
to ‘translate’ the language of Marxism to not specially trained auditors”, to “his
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experience of a very special relationship, namely that of the Sardinian culture
of his time with the ‘national’ Italian culture” [ibid]. In other words, it was on
account of Gramsci’s originary bilingual, which was also an anti-monolingual,
orientation that he developed a sensitivity towards, or to put it more strongly, an
allergy against “philosophical and academic Esperanto’ [Gramsci 1975a:1467 —
“Esperanto filosofico e scientifico”, headline to §45, the one which precedes the
section “Translatability of scientific and philosophical languages”], that is, a stereo-
typed jargon which tends to fossilization and consequently to political inefficiency”
[ibid 60].

One immediately notices that this is a rather different orientation to
translation and translatability than the one in Benjamin’s translation essay, which
has come to be understood as an ode to foreignization. Rather, Gramsci, in
Wagner’s reading, emerges as much closer to Spivak, who argues that because “it
is not possible for us as ethical agents to imagine otherness or alterity maximally,
we have to turn the other into something like the self in order to be ethical” [Spivak
1993:183]. The problem with that position, as I have pointed out elsewhere, is
that it reinforces “the way subjectivity continues to be disciplined: namely, the
common assumption is that the self can only be understood as separate from an
“other,” which inevitably seems to turn out to be marked by difference; even if
one “perform[s] the other as self,” both ‘self” and ‘other’ are still conceived of as
separate entities” [Ingram 2015:189], which opens up a space for the insertion
of hierarchies. The pluralizing Gramscian approach, on the other hand, which
Gramsci has in common with Lacis and which is encapsulated by the dual Anna/
Asja form of address, maintains the disruptive, dangerous potential Blommaert
et al associate with multilinguality.

To understand why such disruption remains crucial, one only needs to turn to
work done on the changing status of women in postcommunist Latvia: “while the
end of communism has seen a clear expansion of rights and opportunities, not the
least of which are freedoms of speech and of the press and the creation of multiparty
democracy and a free market, women have been disproportionately affected by the
negative processes engendered by the postcommunist transformation, including the
deepening impoverishment of the population, the widespread loss of employment
opportunities, the open discrimination against women, and the expanding market
in bodies for sexual consumption” [Stukuls 1999:558].

While it may seem a deep irony that the work of someone who became
globally known as someone’s “Latvian Bolshevik girlfriend” could make a useful
intervention into the re-assertion of the ethno-nationalist forces that demean
women in the country of her birth, it is something inherent in the idea of leftism
that Lacis worked in service of. Lacis’s lifelong ability to play centres and peripheries
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off against one another and find outsides to hegemonic structures, whether those
structures were in bourgeois or Soviet Latvia or beyond, make her work a treasure
trove of possibility for a gender-aware left. However, we should not underestimate
the enormity of the task facing us. A highlight of the program of the “Parole —
Asja” conference involved the unveiling of a plaque to Walter Benjamin [see
photo] while there are still no physical traces of Lacis in Riga’s cityscape — the site
of Lacis’s and Reich’s apartment, for example, which we know from Brenner was
“in Riga, 145 Gorky Street” and served as “a meeting place for young, not only
Soviet artists”, remains anonymous.
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ANNA/ASJA LACIS AND THE MULTILINGUALITYOF THE OTHER
Abstract

The article discusses the multilingual nature of Anna/Asja Lacis’s own works as
well as those devoted to her. When Anna Lacis’s memoirs were published in German
in 1971, the editor Hildegard Brenner pointed out that the name Asja Lacis should
appear more often in the research on Walter Benjamin and the cultural scene of
Weimar. Asja Lacis did not receive well-deserved acclaim over the subsequent decades
either. The conference, which is devoted to Asja Lacis and her work in the context of
proletarian theatre and the ideas of leftism, indicates that the situation has changed
under the influence of geopolitical and technological circumstances.

The article analyses the influence of changes in the world on approaches to
translation in culture and ensures an insight into Walter Benjamin’s translation work
before meeting Asja Lacis in Capri. The goal of the paper is to analyse the efficiency
of such work in order to understand both the difficulties in their relationships and the
reception of their literary heritage, which are closely intertwined, as well as to facilitate
the dialogue between this reception and leftism, which juxtaposes it to Antonio
Gramsci’s works about translatability.

Keywords: multilingual realities, memoirs, linguistic, ethnolinguistic assumption.
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KREISUMA IZPAUSMES LATVIJA
NACISTU OKUPACIJAS LAIKA: 1941-1945

20. gadsimta 20.-30. gadi Eiropa ieziméjas ar asu konfliktu starp demokratiskas
un autoritaras attistibas izvéli, ar labéjo un kreiso ideologiju sadursmi. Autoritaras
valstis par dominéjoso kluva viena no ideologijam. Saja zina ipasi jaatzimé totalitarie
rezimi. PSRS totalitarais rezims ienéma izteikti kreisu ievirzi, bet citi 20. gs. 20.—
30. gadu Eiropas nedemokratiskie rezimi dazadas proporcijas svarstijas starp kreiso
un labéjo ideologiju. Seit jaatzimé vispirms totalitarie rezimi Vacija un Italija, kuri
sava ideologija centas apvienot gan kreisos, gan labéjos elementus. Lidz ar Vacijas
ekspansiju Eiropa notika nacisma ideologijas izplati$ana. Latvija nacistiskas Vacijas
vara nokluva 1941. gada junija. Lidzigi citam okupétajam teritorijam ari Latvija
nacistu okupacijas vara izplatija nacisma ideologiju. Raksta mérkis ir aplakot
nacisma ideologijas kreisuma izpausmes Latvija nacistu okupacijas laika no 1941.

lidz 1945. gadam.

Nacisma ideologijas introducésana Vacijas okupétajas

Austrumeiropas teritorijas, 1939-1945

Okupéjot Austrumeiropas teritorijas, nacistiska Vacija uzsaka to nacifikacijas
procesu. Nacistu ideologija ietvéra gan socialisma kreisos sauklus, gan radikalu
vacu nacionalismu un rasismu. Okupétajas Austrumeiropas teritorijas tas radija
vienu no galvenajiem skérsliem nacisma ideologijas izplatisana — nacisti slavu un
baltu tautas atzina par rases zina zemakam neka vaciesi. Péc nacisma ideologijas
introdukcijas “karstas” fazes 1941. gada vasara un rudeni, vélak sakas pakapeniska
atkapsanas no visradikalako nacisma rasu teoriju izmanto$anas praksé. Tadé]
okupétajas zemés tika aktivak uzsvérti un propagandéti citi nacisma ideologijas
aspekti, taja skaita ar kreisas socialisma idejas.

Sakotar 1942.un 1943. gadu, péc vairakam smagam Vacijas karaspéka sakavém
fronté, nacisti bija spiesti atlike ari iekaroto zemju kolonizacijas planu izpildi. Ar
1943. gadu nacistiska Vacija pastiprindja okupéto zemju iedzivotaju resursu tiesu
iesaisti kara. Tas radija jaunas ideologiskas pretrunas un vél vairak vajinaja nacistu
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ideologijas rasistisko sastavdalu. Lidz ar to nacistu ideologija vél vairak saka orien-
téties uz citiem aspektiem, taja skaita arT uz tas kreisuma elementiem. Ar 1944. gada
otro pusi, kad Vacijas sakave kluva neizbégama, ari nacisma ideologijas propaganda
iestajas sairuma faze. Kara beigas tas noveda lidz méginajumiem piesaistit vietéjo
iedzivotaju atbalstu, pielaujot prasibas péc neatkarigas Latvijas valsts atjaunosanas.
Sajos apstaklos kluva neistenojama ari nacisma ideologijas kreisa dala.

Nacisma ideologijas ieviesana Austrumeiropa bija vérojamas regionalas atski-
ribas. Atsevisku regionu veidoja Polija, kuru nacistiska Vacija okupéja jau 1939. gada.
Polija tika paklauta, iespéjams, viskonsekventakajai nacifikacijai. Tas izpaudas
pilniga polu valstiskuma sagravé, ipasi nezéligos holokausta noziegumos un
resursu izmanto$ana. Polija nacisti arl uzsaka realu kolonizacijas politiku. Vietgjo
iedzivotaju iesaistiana kara Vacijas pusé nenotika [Zamoysky 2009]. Atseviski
jaskata arf situacija Cehija, kuru nacisti okupéja 1939. gada. Zinamu valstiskuma
atlieku saglabasana Cehiju loti atikira no citam Austrumeiropas okupétajam
teritorijam. Lidz ar to nacistu ideologijas introdukcija Seit nebija tik izteikta ka
Polija. Ipasu regionu veidoja Baltijas valstis, kuras nacisma ideologijas introdukcija
norisa visuma péc ieprieks aprakstita Latvijas scenarija. Galvena ideologiska pret-
runa, ko nacistu varai vajadzéja parvarét, veidojas no Baltijas valstu nonaksanas
péc kartas divu totalitaru rezimu okupacija, kadeél nacifikacijas procesa okupacijas
varai bija jacen$as izvairities no ta, ka iedzivotaji salidzinatu abu varu ideologijas
[Latvijas suverenitates ideja liktengriezos 1990]. Nacistu okupétajos PSRS rietumu
apgabalos nacifikacija process bija vidgjs, starp Polijas un Baltijas variantu. No
vienas puses, nacistu rasisma teorijas atzina okupéto apgabalu iedzivotajus par rases
zina zemakiem. No otras puses, nacistiem bija nepieciesams izmantot $o teritoriju
resursus karam. Tadé] péc “karstas” nacifikacijas perioda ari Seit okupacijas vara
arvien vairak balstijas uz citiem nacisma ideologijas aspektiem, taja skaita — uz
kreiso ideju propagandas [Kosanes 2004].

Kreisuma izpausmes nacisma

Nacisms reprezentéja vienu no Eiropas 20. gs. pirmas puses totalitarajiem
rezimiem. Taja savijas labé&jas un kreisas ideologijas elementi [Evanss 2006]. Gal-
vena nacistu ideologijas kreisuma sastavdala bija t. s. “vacu socialisma” ideja. Par
vienu no lielakajiem apdraudéjumiem Vacijai partijas programma uzskatija t. s.
plutokratijas varu. Vél viena nacisma ideologijas kreisuma izpausme bija prasiba
izveidot Vacija bezskiru sabiedribu. Nacisma ideologi uzsvéra, ka péc varas sagrab-
Sanas vini Vacija likvidés atseviskas iedzivotaju skiras — galvenokart proletariatu un
burzuaziju — un visas kartas sapludinas apvienota, egalitara masa — “tautas kopiba”.
“Vacu socialisma” programma paredzéja ari socialas nevienlidzibas, nabadzibas un
bezdarba izskausanu Vacija. Nozimigaka pretruna nacisma kreisajas izpausmes bija
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to lidziba ar socialdemokratu un komunistu partijas programmam. Antikomu-
nisms kluva par vado$u nacistu ideologijas sastavdalu. Iepretim socialdemokratu
piedavatajam celam socialas valsts veidosanai nacisti piedavajasavu “vacusocialismu”
[Tevija 1943. g. 30. apr.; Daugavas Véstnesis 1944. g. 30. apr.]. Vacu socialismu
sludinaja par vienigo pareizo, citas kreisas ideologijas apvainoja kosmopolitisma,
sadarbiba ar ebrejiem un plutokratija.

Péc varas sagrabsanas 1933. gada janvari nacistiem pavéras iespéja realizét
savu ideologiju praksé. Nacisti istenoja ari savu Vacijas socialekonomiskas uzba-
ves parveido$anas projektu. Tiesi Seit izpausmi guva nacistu ideologijas kreisa sa-
stavdala. Nacisti jau 1933. gada uzsaka plasu programmu bezdarba likvidésanai
Vacija [[TInenxos 2004]. Liela méra bezdarba likvidésanu veicinaja daudzu valsts
finansétu infrastruketras un industrijas objektu celtnieciba. Tie batiski mazinaja
privata sektora ietekmi visas Vacijas tautsaimniecibas nozarés. Tapat nacisti uzsaka
visu svarigako ekonomikas nozaru tiesu valstiskosanu. Lai gan formali nacistiskaja
Vacija saglabajas privatipaSums — visas galvenajas nozarés tika izveidotas valsts un
nacistu partijas kontrolétas organizacijas, kas vadija nozaru attistibu. Nakamais
solis “vacu socialisma” veidosana bija tie$a dazadu uznémumu paklausana valsts
kontrolei. Procesa noslégums bija ipasa Vacijas ekonomikas attistibas “4 gadu”
planu pienemsana 1936. gada. Jau 1930. gadu otraja pusé valsts kontroléja vairak
neka 50% Vacijas ekonomikas [Mazower 1998], sakoties karam, $i kontrole kluva
visaptvero$a. Tapat nacisti uzsaka stradnieku dzives limena cel$anas programmu,
bavéjot jaunus dzivoklus, stradnieku atpitas un izklaides iestades.

Nacisma kreisuma koncepcijas introducésana

Vacijas okupétaja Latvija, 1941-1945

Nacistu ideologijas introdukecija Latvija sakas jau ar pirmajam nacistiskas
okupacijas dienam 1941. gada junija. Velak nacistu ideologijas introdukcijai tika
paklautas visas dzives jomas. Jau ar kara pirmajam dienam nacisti Latvija, balstoties
nacisma rasu teorija, uzsaka holokaustu. Nacisti — atbilstosi savai ideologijai —
paredzéja Latviju kolonizét un tas iedzivotajus daléji parvacot. Vienlaikus nacisti
uzsaka ari Latvijas socialekonomiskas iekartas parveidosanu. Tiesi $eit savu izpausmi
guva nacistu ideologijas kreisums. Galvena pretruna, tapat ka paréjas Baltijas
valstis, bija starp nacifikaciju un iepriek$ notikuso sovjetizaciju. Nacifikacijas pro-
cesa Latvija var izdalit ¢etrus laika posmus:

1) 1941. gads — “karsta” nacifikacijas faze, raksturiga ar aktivu holokausta
isteno$anu, rasu teorijas pielietosanu, kolonizacijas planu izstradi, tapat ari ar
nacisma ideologijas kreiso elementu aktivu introducésanu Latvija. Okupacijas
vara $aja laika izvér$ ari plasu ekonomikas valstiskosanu, ieklaujot to vacu kara
saimnieciba;
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2) 1941. gada beigas — 1942. gads — parejas faze, raksturiga ar rasisma dogmu
pakapenisku mikstinasanu. Taja pasa laika aktivi tiek introducéti nacisma ideolo-
gijas kreisie elementi un ekonomikas valstiskosana sasniedz maksimumu;

3) 1943.—1944. gads — pragmatiska faze. Par galveno nacistu uzdevumu klast
vietéjo iedzivotaju iesaistiSana kara Vacijas pusé. Liela méra tiek atmesta rasisma
ideologijas propaganda un kolonizacijas projekti. Turpinas nacisma kreiso ideju
propaganda. Vienlaikus tiek mazinata ekonomikas valstiskosana, pielauta ierobe-
zota privatipasuma restiticija;

4) 1944. gada beigas — 1945. gads — sairuma faze. Lai maksimali iesaistitu
Latvijas iedzivotajus kara, okupacijas vara pakapeniski atkapjas no daudzu nacisma
dogmu propagandas. Kara beigu posma tiek pielautas prasibas atjaunot Latvijas
valstiskumu.

Kopuma nacifikacijas process okupétaja Latvija norisa pretrunigi. To noteica
gan ideologiski céloni (vietgjo iedzivotaju pieskaitiSana zemakai rasei), pretruna starp
ieprieks notikuso sovjetizaciju un nacifikaciju, gan praktiskas dabas (kara gaita) céloni.

Propaganda

Nacistu propaganda okupétaja Latvija aktivi izplatija nacisma ideologija
ietilpstosos kreisos elementus. Seit var izdalit vairikus propagandas lokus. Pirm-
kart, jamin ta saukta wvdcu socidlisma propaganda. Vacija tika pasludinata par
valsti, kura vienigaja ir izdevies izveidot socialistisku sabiedribu un novérst so-
cialo netaisnibu. Vienlaikus tika slavinati Vacijas ekonomikas un socialas attis-
tibas panakumi nacistu varas laika. Par panakumu céloni tika atziti nacistu val-
dibas veiktie pasakumi bezdarba apkarosana, infrastruktaras attistibas projekti,
stradnieku sadzives apstaklu uzlabosanas programma, nacistu veikta zemes reforma
lauku apvidos. Nacistu propaganda nacistu naksanu pie varas Vacija dévéja par
socidlo revoliciju vai naciondlsocidlistisko revoliciju [Tévija 1943. g. 30. apr.]. Ari
Latvijai un tas iedzivotajiem nacistu propaganda apsolija iespéju piedalities vdcu
socidlismaveido$ana, ieklaujoties péc kara izveidotaja Eiropas tautu kopiba. Savukart
okupacijas varas izdotais laikraksts “Tévija” 1943. gada, gatavojoties atzimét Darba
svétkus 1. maija, atziméja vicu socidlisma galvenos panikumus: “Ists socialisms
(..) sprauz par mérki nodrosinat valsts gadibu un vajadzibas gadijuma palidzibu
visiem stradajosajiem” [Tévija 1943. g. 30. apr.]. Attiecigu propagandu sludinaja
arT nacistu okupacijas laika izdotie propagandas plakati. Pieméram, 1943. gada
tika izplatiti plakati ar saukliem — “Adolfa Hitlera uzvara garanté sociilo taisnibu”
un “Tikai uzvara totalaja kara garanté socialo labklajibu”.

leklausanas Vacijas socialisma sistéma solija Latvijas iedzivotajiem attistibu
visas jomas un tautas dzives limena cel$anos. Vacu socialisma panakumu slavinagana
bija ciesi saistita ar nacifikacijas procesa galveno pretrunu — sadursmi ar ieprieks
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okupétaja Latvija sovjetizacijas procesa laika introducéto padomju kreisumu.
Nacistu propaganda uzsaka asu antikomunisma kampanu. Tika izvérsta padomju
valsts un socialas iekartas kritika, pasludinot to par launu un prettautisku.

Savukart vdcu socidlisms tika atzits par absolati pozitivu, vienigo Isto un pa-
tieso socialismu, pilnigu padomju iekartas pretstatu. Nacistu propaganda asi kriti-
z&ja ari Rietumu kapitalistisko iekartu. “BolSevisms ir aiztriekts talajos Sarmatijas
lidzenumos un tuvojas savai galigai iznicinasanai, bet lidz ar vinu drupas gras ari
ta sabiedrotais plutokratiskais kapitalisms,” rakstija “Tévija” 1942. gada 1. maija.
Savukart Latgales laikraksts “Daugavas Véstnesis” vél 1944. gada atgadinaja:
“Mums jabut pateicigiem Hitleram par atbrivosanu no bolSevisma jaga un iespé&ju
piedalities Rietumu zemju brivibas cina ar nolaku atsvabinat Eiropas tautas no
zidiski kapitalistiska un bolSevistiska juga draudiem” [Daugavas Vestnesis 1944. g.
30. apr.].

Nacisma kreisuma propaganda par vienu no galvenajam kluva téze par bezskiru
sabiedribas veido$anu. Tai vajadzéja atskirt nacionalsocialistisko sabiedribu
gan no kapitalistiskajiem Rietumiem, gan no komunistiskas PSRS. Sas nacistu
ideologijas nostadnes no 1941. lidz 1945. gadam tika propagandétas ari Latvija.
“Tevija” 1942. gada 19. aprili rakstija: “Nacionalisms un socialisms péc savas
batibas nav svesi, bet gan vienadi” (A. Hitlers). Savukart 1943. gada 30. aprili,
gatavojoties atzimét nacistu Darba svétkus, laikraksts publicéja saukli: “Skiru cina
ir darba, ka ari pasa stradnieka navigaka ienaidniece.”

Lidztekus bezskiru sabiedribas veidosanai nacistu propaganda okupétaja Lat-
vija uzmanibu pievérsa ari sociala taisniguma ideju propagandai. Pirmkart, propa-
ganda attéloja nacistisko Vaciju ka valsti, kur liela méra jau ir sasniegts socialais
taisnigums. Presé biezi publicéja rakstus par stradnieku “laimigo” dzivi Vacija.
Pieméram, “Tévija” 1943. gada 30. aprili pazinoja: “Tresa valsts ir ista socialas tais-
nibas valsts.” Sociala taisniguma sasnieg$anas propaganda bija cie$i saistita ar
nacionalsocialistiskas valsts ka stradnieku valsts propagandésanu. Stradnieki tika
pasludinati par Vacijas valsts pamatu. Zurnals “Laikmets” 1943. gada 14. maija
uzsvéra: “Nacionalsocialistiskas Vacijas galvenais uzdevums ir darit visu, lai atvieg-
lotu un uzlabotu stradnieku dzivi.” Savukart “Tévija” 1943. gada 30. aprili rakstija:
“Tagad ir pienakusi stradnieka stunda, labako stradnieku laikmets.” Lidztekus
stradniekiem ka svarigu “stradajoso” slana dala tika pasludinata ari zemnieciba.

Lai veicinatu sabiedribas nacifikaciju, nacisti okupétaja Latvija méginaja
introducét savas tradicijas. Kreiso ideju propagandai vissvarigakie bija no socia-
listiem parnemtie Darba svétki (1. Maijs). Péc nacistiskas okupacijas svétki
pirmo reizi tika plasi svinéti 1942. gada, un to svinésana tika turpinata lidz pat
kara beigam.
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Prakse

Nacisma kreiso ideju introducésana okupétaja Latvija lidztekus plasai pro-
pagandai no 1941. lidz 1945. gadam guva izpausmi ari okupacijas varas izvérstas
praktiskas darbibas. Tas noziméja visparéju ekonomikas valstiskosanu. Vacijas
valsts tiesa kontrolé tika parnemti visi nozimigakie rapniecibas un tirdzniecibas
uznémumi. Lidz ar to nacistu okupacijas vara ne tikai atstaja spéka padomju
okupacijas veikto privatuznémumu nacionalizaciju, bet pat to paplasinaja
[Latvija Otraja pasaules kara 2008]. Ari lauksaimnieciba tika saglabati padomju
varas veiktie nacionalizacijas pasakumi. Jau izveidotos 73 kolhozus un sovhozus
nelikvidéja, bet parnéma Vacijas valsts kontrolé un nodeva ipasas sabiedribas
“Ostland” parzina.

Nacistu ekonomiska politika mainijas péc smagajam sakavém fronté 1943.
gada. Okupacijas vara 1943. un 1944. gada veica vairakas nacionalizéta ipasuma
reprivatizacijas akcijas, ta atkapjoties no nacistu ideologijas kreisajam dogmam.
Lielaka reprivatizacijas kampana tika izvérsta péc Vacijas armijas sakaves pie Stalin-
gradas 1943. gada. Privatipa$uma atjauno$ana tika paredzéta attieciba uz namipa-
Sumiem pilsétas, lauksaimniecibas zemi, veikaliem, rapniecibas uznémumiem.
Tomeér tika noteikti daudzi ierobezojumi. Vispirms un plasakos apméros notika
privatipauma atjaunosana pilsétu nekustama ipasuma sektora un lauksaimnieciba
[Tévija, specializdevums 1943. gada 22. febr.]. Lidz ar to jasecina, ka nacistu re-
zima kreisuma ideologija okupétaja Latvija realizéjas plasa vdicu socialistiska valsts
ipasuma sektora izveide.
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MANIFESTATIONS OF LEFTISM IN LATVIA
DURING THE NAZI OCCUPATION: 1941-1945

Abstract

During the Nazi occupation (1941-1945), Latvia was subject to nazification. In
the course of this process, the left wing elements of the Nazi ideology were actively
introduced into Latvia. The process manifested itself in two ways: firstly, in the
propaganda of the postulates of the Nazi ideology and, secondly, in a series of practical
political activities. The main themes of the Nazi left wing propaganda were as follows:
propaganda of the so-called German socialism and its achievements; criticism of the
soviet socialism and the political system of the USSR; propaganda of the formation
of classless society; propaganda of eradicating social injustice; singing praise to the
prevalence of the workers in the social organism and introducing the left wing Nazi
traditions into the occupied Latvia.

However, the propaganda of the Nazi ideology in Latvia was introduced un-
evenly and ambiguously. Several phases of its implementation can be singled out:
the Hot Phase (1941), the Transitional Phase (1941-1942), the Pragmatic Phase
(1943-1944) and the Disintegration Phase (1944-1945). The general trend was
from propagating the ideas which maximally complied with the Nazi ideology
towards gradual mitigation of the propaganda in order to achieve support from
the local population for the occupation power and their involvement in the war.

In practice, the Nazi occupation power, according to the common position of the
left wing Nazi ideology, carried out the nationalisation of all the sectors of the economy
of Latvia. This policy reached its peak in the autumn of 1941, when the German state
took control of the great part of the Latvian enterprises. In 1942-1944, as the war
developed unfavourably for Germany, re-privatisation of the property was permitted
in order to achieve the support of the population and their active involvement in
the war.

Keywords: culture management, the Nazi occupation, cultural politics, Latvia.
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KREISAS IDEJAS MUSDIENU LATVIJA

Manas agrinakas atminas par kreisajam idejam nak no 20. gs. 90. gadu sakuma.
Hokeja treneris izdalija visiem lapinas un aicinaja sarakstit inventara priek$metus,
kas batu nepieciesami. Vel arvien valdija padomju deficita ekonomika.’® Labs
inventars nebija nopérkams, un arzemju mantas maksaja nenormali dargi. Kads
komandas biedrs uzrakstija uz lapinas “najas, kreisas”. Kad citi to ieraudzija, tas
kluva par lielas jautribas avotu. Tagad, péc gadiem, grati precizi noformulét, kas
visvairak izraisija $o jautribu.

Vardam kreisas ir dazadas nozimes. Tas nozimé gan kreiso preci — kaut ko,
kas tiek realizéts arpus taisna cela — vai nu nelegali ieguts, vai pardevéja atlikts,
brakéts, legalizéts; iespéjams, par zemaku cenu, iespéjams, zemakas kvalitates, tacu,
iespéjams, ka tirgi, ar meklésanu atrodama tiesi ista un labas kvalitates specifiska
manta, kas oficialaja tirdznieciba neparadas.

Visdrizak vins ar kreiso bija domajis ko vienkarsaku. Hokeja visas najas ir ar
ielieckumu uz kreiso vai ar ielickumu uz labo pusi. Katram ir sava, érta puse, spélét
ar otras puses ielickumu nav iespéjams, un sanemt niaju ar nepiemérotas puses
ielieckumu ir tas pats, ka nopirke divus vienas kajas zabakus — zabaki ir, bet staigat
isti nevar. Un gluzi nepamatotas $is norades par kreisumu nebija. Reizém, kad
najas bija dabutas, bet ne uz isto pusi, treneris izdalija, kadas nu bija. Tada bija
deficita un bartera ekonomika parmainu laikos.

Nuju rakstisana vajadzibu saraksta bija sapigi praktiska. Bija jaspélé ar vecam,
novazatam, ielauztam najam. Najas bija vismainigaka ekipéjuma dala, tu tas da-
buji, apévelgji, ielociji lapstinu, notini, saki spélét, un tad — neizbégamais cel§ uz

3 Jano$a Kornai (Jdnos Kornai) 1980. gada gramata “Deficita ekonomika” (Economics of
Shortage) trakté deficitu nevis ki planveida ekonomikas blakni, bet ka sistémisku likumsaka-
ribu. Deficitu savukart varéja apiet ar blata sistému, par kuru ari pieejami interesanti antropo-
logiski pétijumi, pieméram, Alonas Ledenevas (Alena Ledeneva) gramata “Russia’s Economy of
Favours: Blat, Networking and Informal Exchange” (1998).
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sabrukumu un nolieto$anos. lerakstit najas vajadzigo priekSmetu saraksta bija
vienkarsi nepiedienigi. Jo niiju nekad nepietika. Visiem tas bija nepieciesamas, un
visiem tas bija labi zinams. Tapéc ta bija kreisa ideja.

Devindesmitie gadi Latvija atnaca ar labéjo domasanu. Tirgus ekonomika.
Liberila demokritija. Atvérta sabiedriba. Arvalstu investicijas. Privatizacija. Kon-
kurence. Tie bija jédzieni, kas solija augSupeju un ekonomisku labklajibu.

Sobrid, pagatné raugoties, varam sacit, ka atra un totala pareja uz briva tirgus
ekonomiku nebija vistaisnigakais un ari ne visefektivakais risindjums.** Pirmais
pécpadomju Latvijas valdibas vaditajs Ivars Godmanis nesenas intervijas sacis
atzit”, ka varbat viss, ko darija devindesmito gadu sakuma nebija gluzi pareizi,
ka varbuit vajadzéja lénak, pakapeniskak, citadak. Nevaram izslégt starptautiska
kapitala ieinteresétibu un ari konkrétu cilvéku savtigu ricibu, tacu kopuma Lat-
vijas ekonomikas parbavi $aja laika lietderigi skatit tie$i $ada, labéju un kreisu
ideologiju sadursmé, un defektiva privatizacija un valsts nozagsana ir tikai blaknes,
bet ne ekonomisko reformu sléptais mérkis.

Otrs Atmodas laika varonis, pirmais Latvijas Bankas prezidents pécpadomju
perioda, Einars Rep$e, ir aizrautigs tecerisma parstavis vél $obaltdien. Rep$em
Latvijas politika nozimiga loma bijusi trisreiz. Devindesmitajos gados, budams
Latvijas Bankas vaditajs, vins turéja stingru latu, bet otra gadu tukstosa sakuma
dibinaja Jauno laiku, premjeréja un apgrieza valsts térinus “nevajadzigam”, “ne-
raksturigam” un “neekonomiskam” izdevumu pozicijam. 2008. gada ekonomis-
ka krize finan$u ministram RepSem deva iespéju konsolider ari to, kas vél bija
palicis.

Protams, veiksmes stasta mitologijai piemit zinama prieksvélésanu retorika®®
un ieskanas arl pa atvaino$anas notij, ka, protams, $is bijis loti grats laiks valstij
un cilvékiem un ka ir bijusi arT smagi zaudéjumi. Ta¢u cauri tam visam dzirdama
patiesa leposanas ar paveiktajam strukturilajam reformam. Labgjiem krize bija
svétiba, kas Java reformét neefektivo valsts parvaldi, atsakoties no neraksturigam

34 Kinas istenota pareja no socialisma uz kapitalismu, pakapeniska tirgus atvér§ana un sa-
vas ekonomikas aizsargasana ir pieradijusi savu ekonomisko efektivitati valstiska méroga. Savu-
kart strauja pareja uz kapitalismu jeb t. s. “Soka terapija” devindesmito gadu sakuma lielu dalu
Latvijas sabiedribas iedzina nabadziba, kas nebija saistita ar vinu darba kvalitates crakumu.

% Ta Ivars Godmanis 2014. gada Sacimas priekivélésanu debatés. Seit dazi no parmetu-
miem Godmanim ka neatkarigas Latvijas pirmajam valdibas vaditajam: hetp://www.tvnet.Iv/zi-

nas/v1edok11/ jQO400-grutups godmanls plelava vesturisku kludu Ari: heep: //wwwlsm Iv/lv/
bija-god

3¢ Veiksmes stdsta retorlka masiva forma paradas pirms 201 1. gada Saeimas Velesanam un

tiek asociéta ar Valda Dombrovska valdibu: http://vienotiba.lv/jaunumi/zinas/igaunijas-un-so-
mijas-premjeri-latvija-ir-apbrinojams-veiksmes-stasts/
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Sfunkcijam. Krizé tika ielikti ilgtermina pamati Latvijas ekonomiskai nakotnei.
Simtiem takstosu cilvéku emigracija ir skumja blakne, bet nav nekas tads, par ko
vajadzétu uznemties personigu atbildibu, jo globalie ekonomikas procesi to butu
izraisijusi agrak vai vélak. Ta pasauli redz labéjie.

Kreisie parmet labéjiem netaisnigumu lidzeklu sadalé. Labgjie parmet kreisa-
jiem neefektivitati lidzeklu sadalé. Abas ir vértibu iekrasotas pozicijas, un tada
zina asimetriskas arl mérku izvirziSana un sasniegumu novérté$ana. Demokratiskas
valdoso partiju mainas, kas notiek daudzas valstis, Jauj fluktuét realpolitikai starp
labé&jo un kreiso. Padomju laiks kultivéja tadas vértibas ka humanisms, solidaritate,
dali$anas, biedriskums. So vértibu zudums devindesmitajos tika apraudats, un ne
tikai nabadzibas dé].

Latvija bija viens neveiksmigs méginajums uzticét valdisanu kreisajiem, kad
otra gadu tikstosa sakuma lielako mandatu skaitu un koalicijas vadibu Rigas domé
ieguva Latvijas Socialdemokratiska stradniecku partija (LSDSP). Tacu vélétaju
vilsanas bija strauja, un nakamajas Saeimas vélésanas LSDSP pat nesasniedza mini-
malo procentu barjeru, sabiedribai atgrieZoties pie veca un drosa etniska balsojuma
principa: latviesi par latviesiem, krievi par krieviem.

Tikeal redzams: pie varas Latvija ir labgjie, bet, no otras puses, Latvijas
Valsts istenota politika daudzas nozarés ir visai kreisa, ja paraugamies uz klasisko
noskirumu par valsts intervences pakapi lidzeklu pardalé, kas kreisa parvaldiba ir
liels, bet labéja parvaldiba — salidzinosi mazaks. Latvija, lai ari ierobezota apméra,
tomér ar likumu ir valsts nodro$inata bezmaksas veselibas apripe, bezmaksas
izglitibas sistéma. Muazikas un makslas skolu tikls, kas parmantots no padomju
laikiem, ir valsts (un pasvaldibu) finanséts — ta nav pat lielakaja dala Riecumeiropas
partikuso, kreiso demokratiju.?”

Secindjums — lai ari valdosas partijas kop$ devindesmitajiem gadiem bijusas
ideologiski labéjas, faktiska politika Latvijas Republika kopsumma bijusi cent-
riska — sastavéjusi no labé&jas uznéméjdarbibu veicinosas politikas, un parmantotas
kreisas socialas aizsardzibas sistémas.

Politiku un partiju teiktais biezi ir vien retoriska virsbive, kaslauj saglabat “seju”.
Rado$as inteligences un kultaras darbinieku publiska retorika parasti pauz vinu
uzskatus. Radosa inteligence Latvija ir bijusi valdos$as varas kritiki. Astondesmito
gadu beigas radosa inteligence, makslinieki un zinatnieki, aktivi piedalijas Atmodas
procesu uzsaksana un virzisana. Masdienas radosas inteligences loma sabiedriskajos
procesos ir mainijusies. Tiesa, nevar novérot, ka radosa inteligence sevi apzinatos
skaidri Skiriskas pozicijas nedz astondesmitajos gados, nedz postpadomju Latvija.

%7 Latvijas valsts budZets ieskatam, 3. pielikums “Valsts pamatbudzeta un valsts speciala

budzeta kopsavilkums” http://www.fm.gov.lv/lv/sadalas/valsts budzets/2015 gada budzets /
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Astondesmito gadu beigas dominéja nacionalas atbrivosanas kustiba, un sociala
taisniguma jautdjumi nebija darba kartiba. Savukart péc neatkaribas atgsanas
politika profesionalizéjas, par galveno nodarbi kluva likumdosanas un izpildvaras
sakartosana; publiski mitini un kaismigas runas par étiku un meérkiem palika pie
aizgajusa Atmodas repertuara. Sobrid Latvija pilsoniski aktivie rado$as inteligen-
ces parstavji ir integréjusies pastavosaja publiskaja diskursa un mediju telpa, lie-
lakoties uztverot to par passaprotamu. Gan politiskais fons, gan ideologiska vide,
gan pieejamie mediji Latvija veicina labé&ja diskursa atrazo$anu, uztverot to ka
dabisku, nereflektéjamu analitisko ietvaru, ka to ieziméjis Luijs Altisérs [Althusser
1971]. Nav iespéjams identificét organizétu kreiso domu un kreisu varas kritiku
Latvija.

Radosas inteligences parstavju politiskas aktivitates individualaja evolucija
tomér novérojams kads izplatits vektors. Sakuma apolitiska nostaja — sava makslas
darba dari$ana un nelik$anas zinis par politiku un varas cinam. So varétu uzskatit
par pasivu labéju poziciju. Ietekmei pieaugot un pieaugot interesei par procesiem
sabiedriba, radosas inteligences parstavja pozicija klast aktivaka un kreisaka, pat
ja neapzinati — argumentacija izskan atsauksanas uz kopéjo labumu, sabiedribas
interesém u. tml. Sasniedzot vél augstaku prominenci un sabiedrisku atzi$anu,
atkal notiek distancé$anas no masam un kopus lietas. Ja radosas inteligences par-
stavis, nu jau viedokla lideris, vél pauz aktivu politisku poziciju, tad runa tikai pats
sava varda un pauz savu viedokli — ta atkal jau ir labéji noskirta pozicija.

Varétu izvirzit vairakas hipotézes par to, kas izraisa $adu politiskas nobriesanas
kustibu “labgjs—kreiss—labéjs”. Varam uz to skatities individuali psihologiska un
ekonomiska rakursa — iegistot sabiedrisko statusu, turpmaka individuala stratégija
ir klat mazak revolucionaram un aizstavét pastavoso lietu kartibu, kas nodrosina
materiala un sociila statusa (pieauguma) saglabasanos. Si pozicijas maina var bat
arl loti pakapeniska un neapzinata.

Otrs skaidrojums varétu bat apzinata viedokla maina. Antonio Gramsi jau
atjautigi atziméja, ka, jo ilgak arodbiedribas vaditajs parstav darbalauzu intereses,
sanaksmés tickoties ar banku un kapitalistu parstavjiem, jo vairak vina dzivesveids
un dzives izpratne tuvinas kapitalistu un Ipasnieku dzives izjutai [Gramsci 1919].%
Sadam cilvékam atliek klat par ciniki savas lomas atveidojuma [Goffman 1956:
10]* vai ari godigi izstaties no kreisajam aprindam un pariet pie bijusajiem

% Grams$i par nepiecieSamibu revolucionizét un modernizét stradnieku parstavniecibas
modeli: https://www.marxists.org/archive/gramsci/1919/10/unions-councils.htm

% Erving Goftman. The Presentation of Self in Everyday Life. University of Edinburgh,
1956. P. 10: “When the individual has no belief in his own act and no ultimate concern with
the beliefs of his audience, we may call him cynical, reserving the term sincere for individuals
who believe in the impression fostered by their own performance.”
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pretiniekiem. Kreisa doma zinama méra paredz cilvéku dabisku solidaritati un
biedriskumu, bet labéja doma to uzskata par sevis manisanu; ta Jozefs Sumpéters
par Marksa postuléto proletariata Skiras apzinu saka: “...attiecinot uz masam —
gluzi nerealistiski — savu iemiloto “Skiras apzinas” jédzienu, vins neapsaubami falsi-
ficéja stradajosa cilvéka patieso psihologiju (kas centréjas vélmé pasam klat par
sikburzua un ceriba, ka politiskie spéeki to sekmés)” [Schumpeter 1943:7].

Tresais skaidrojums Latvija balstas konkrétaja socialpolitiskaja situacija
(postpadomju stavoklis) un sociala kapitala daudzuma/triakuma.* Labéja ideologija
sava struktara ir vienkar$aka — ta iestajas par individa interesém un ir parstavama
un aizstavama individuala limeni — katrs cinas par savam tiesibam un interesém.
Ja apvienosanas kopéjai interesu parstavibai notiek, tad visi iesaistitie atzist, ka ta
ir situativa, pragmatisku apsvérumu raisita solidaritate. Kreisa ideologija savukart
vairak darbojas jabatibas kategorijas. Daudzi pamatpienémumi ietver idejas,
ka cilveks batiba ir labs, ka pastav ne tikai lidzigas individualas intereses, bet ir
arl kopigs sabiedrisks labums, kura dé] dazkart vérts ierobezot atsevisko cilvéku
egoistisku ricibu u. tml.

Lai ari daudzi tic labajam, tomér vairakums darbiba ir spéjigs uz tiesu istermina
ricibu, kas nes konkrétu labumu pasiem, nevis ieguldijumu kopéjos projektos,
kuru iznakums ir neskaidrs. To, ka rezultats visu cinai pret visiem ir suboptimals,
saprot arl lielaka dala individualistu. Tacu pastavosais uzticésanas lidzsvars nelauj
efektivi rikoties citadak.*!

Un visbeidzot — ari pasas kreisas masas Latvija nav diezcik organizétas un pa-
teicigs subjekts to intere$u aizstavibai — jebkura bridi kreisa masa draud sabrukt
individualistisku lab&ju monazu miriadé vai ariapsaubit kreisas politikas efektivitati,
taktisko risinajumu piemérotibu utt. Kritiska doma, vai drizak to varétu sauke par
komentéjoso domu, Latvija aizvien prevalé par aktivismu un ricibu.

Ja paraugamies uz kultdru $auraka izpratné, ka uz makslu, tad Latvijas
kultarpolitika balstita divos kreisos pienémumos. Sie divi pienémumi ir: kultdras
piecjamiba sabiedribai un kultiiras nepiecie$amiba sabiedribai.*> Kultiras pieeja-
mibas nodrosinagana sabiedribai pati par sevi ir kreiss skatijjums — sabiedribai ir

0 Sociala kapitala jédzienu ievie§ Pjérs Burdjé gramata “Prakses logika” (1972). Roberts
Patnems (Putnam) gramata “Making Democracy Work: Civic Traditions in Modern Italy” (1994)
sasaista socialo kapitalu ar veiksmigu pilsonisko sabiedribu, kas savukart ir pamats ekonomis-
kai labklajibai; $is Patnema un lidzigas liberali demokratiskas idejas bija pamata Rietumvalstu
vélmei atbalstit postpadomju bloka pilsoniskdis sabiedribas veidosanos.

! Interesantus spélu teorijas skatfjumus uz dazadim socialaim problémam sk., pieméram:
Bruce Wydick. “Games in Economic Development” (2008).

# Latvijas kultirpolitikas vadlinijas 2006-2015 http://www.km.gov.Iv/lv/ministrija/vad

linijas.heml
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tiesibas sanemt kultaru, lidzigi ka gaisu, dzives telpu un izglitibu. Izteikti labéja
politiskaja iekarta kultaras produkti spéfe uz lidzigas skatuves ar popkultaras un
izklaides industrijas produktiem, un, ja ir grati lielu sabiedribas dalai parliecinat,
ka visiem nepiecie$ams garantét pamata medicinisko aprapi, tad vél gratak ir
argumentét, ka valsts pienakums ir nodrosinat kultaras pieejamibu.

Otrs moments, kur atskiras labéja un kreisa pieeja, ir attieciba uz kultaras
nepieciesamibu sabiedribai. Labéja pasaules aina kultiras un profesionalas makslas
izvéle ir katra individa pasa izvéle — vél viena no patérina izvélém, vél viena no
briva cilveka eksistencialam izvélém.

Politika, kas uzstaj uz kultaras (profesionalas makslas) produktu nepieciesa-
mibu sabiedribai, ir visai kreisa. Profesionala maksla — ka specifisks ideologijas
paveids — un tas produkti — specifiski estétiski un metafiziski objekti tiek postuléti
ka sabiedribai nepiecieSami, ka sabiedribas centienu un mérku augstakais sa-
sniegums.

Kultaras nepieciesamibas pienémums realitaté saduras ar vienu iebildumu —
liela dala sabiedribas nebat neizvélas tiekties péc kultaras produktiem, pat ja tiek
nodroginata to pieejamiba. So situiciju kultiras nepieciefamibas idejas aizstavji
skaidro ar “makdonaldizacijas” argumentu® — sak, dzili sava cilvéciskaja batiba
ikvienam ir nepieciesama kultara un profesionala maksla, tactu apkartéjas vides
nelabvéliga ietekme liek cilvékiem gravitét prom no patiesi nepieciefama un tiem
laba uz subproduktiem — popularo kultaru, izklaidi, patérinu.

Ta tas viss ari varétu bat. Tomér ievérosim, ka $is skatijums uz cilvéku ir Joti
kreiss un pat kaut kada zina totalitars — ka més zinam, kas cilvékam ir labs un
dabiski atbilstoss, un novirzes no ta més uzlikojam ar nozélu un iecietibu, tacu
cen$amies noklidusos vest atpakal uz kultaras cela. Ja ne ar piespiedu lidzekliem,
tad ar moralizé$anu, publisku kauninasanu un — pieejamibas radisanu.

Paplasinot kreisuma analizi no kultaras jomas atpakal lidz Latvijas sabiedribai
kopuma, nosléguma ir jaatzimé vél dazi iemesli, kas Latvija padara identifikaciju
ar kreisiem uzskatiem visai apgratinatu. Vispirmam kartam jau padomju perio-
da pieredze un piedzivota vilsanas praktiskaja socialisma, kas tika istenots PSRS.
Otrkart, péc LSDSP fiasko otra gadu tukstosa sakuma, kreiso politiku program-
matiski parstav tikai “Saskana”, kas daudziem asoci€jas ar krievisko elektoratu
un krievisko interesu parstavésanu. Ta sekas ir situacija, kad tipiski kreisas politis-
kas iniciativas — bérnu darzu bavésana, skolu renovacija u. tml. — tiek kritizétas ka

# Makss Horkheimers un Teodors Adorno “Apgaismibas dialektika” (1943) uzsik domas
tradiciju, kura tiek kritizéta kultarindustrija. DZordzs Ricers (Ritzer) gramata “7he McDonal-
dization of Society” (1993) attiecina makdonaldizacijas argumentu uz standartizaciju visa veida
razo$ana un patérina, ko pamata izraisa ekonomisks izdevigums.
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populisms, kas neesot ekonomiski lietderigs, — faktiski pat neesot iedzivotajiem
nepieciesams un ilgtspéjigs solis —, kura galvenais mérkis esot popularitates
iegiisana.*

lespéjams, vél nav pagajis pietickami ilgs laiks kop$ PSRS sabrukuma, lai krei-
sas idejas Latvija gutu sabiedribas atbalstu. Tacu iespéjams, ka divdesmit pirmaja
gadsimta més esam nokluvusi jauna politiska stavokli, kur konfrontacija starp
kreisajam un labé&jam idejam vairs nenotiek politiskas parvaldes lauka, bet asimet-
riski — labéjas idejas ir iedzivinatas pastavosaja tirgus kapitalisma un liberalaja
demokratija, kas ir paklauti kreiso ideju kritikai, tomér nekad nenonak lidz realai
kreiso ideju ievieSanai dzivé. Labéjais izpauzas ka iniciativa, darbiba, pastavosais.
Kreisais — ka labéja atmaskosana, kritika un humanistiski ideali.
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LEFT-WING IDEAS IN CONTEMPORARY LATVIA
Abstract

The word /eft has different meanings in Latvian. Alongside with one side of your
body it also means social democratic and socialist-communist political orientation. In
its turn kreisi prece (the left goods) means something illegal, and an inadequate idea
is sometimes also called kreisa ideja (a left idea). In Latvia the 1990s came with the
rightist thinking and its notions: market economy, liberal democracy, open society,
and competition. Since then the rightist ideas have dominated Latvian political
ideology. Even the 2008 economic crisis was he success story in the opinion of the
right-wing politicians because the crisis helped to cut the unnecessary, non-characteristic
and non-economical positions of government spending. At the same time the policies
implemented by the state of Latvia were rather left-wing in many sectors if we look
at the level of state intervention in the distribution of funding. Latvia provides state
maintained free healthcare, tuition-free system of education, and the availability of
culture to society is state subsidised.

It allows me to draw a speculative hypothesis that the rightist and leftist ideas
are in a mutually complementary dialectic struggle in Latvia. The leftist ideas are not
implemented, and there is no need to fully put them into practice. The best possible
world is the one in which there is rightist market capitalism and liberal democracy
which undergo constant criticism by the leftist ideas, however, never to the extent that
the leftist ideas should be put into effect.

Keywords: left goods, left ideas, cultural policy, right ideas, leftism in cultural policy.
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THE LEFTISM IDEOLOGY OR NOSTALGIA
FORTHE SOCIALIST PAST?
SEARCHING FOR LIEUX DE MEMOIRE IN THE POST-SOVIET
CULTURAL SPACES

The research paper contributes to the experiences and memories dated back to
the Soviet occupation period in Latvia in respect to their thematisation in the post-
Soviet Latvia. The research paper focuses on the socialist past discourse in the public
space, consequently the predominant data sources and the research methodology
are based on the media content analysis, interviews and studies of the cultural
spaces of Latvia. The main research question is rooted into the growing interest
regarding the inherited experience accumulated during the Soviet occupation
period and its consequences as well as into the actualization of the discussion of
the thematisation of the socialist past in the post-socialist era within the context
of the aggressive tendencies of the foreign policy of the Russian Federation during
the second decade of the 21* century. According to the mentioned tendencies,
the research paper is discussing the issue whether the rehabilitation of the Soviet
experience is related to the nostalgia for leftism ideology within the actual socio-
political context or to the urge of restoring the lost evidences of a certain past
period.

The research practice referring to the dynamics of the post-Soviet condition
has been expanding proportionally to the growing time distance since the collapse
of the Soviet Union. A great deal of the post-Soviet condition research presents a
specified emphasis on diverse aspects of the post-Soviet nostalgia (in several sources
referred to as Soviet nostalgia). There can be distinguished three mainstream
research focuses: the phenomenon of so-called Ostalgie in the former GDR
[Berdahl, Bunzl 2010], Yugonostalgia in the former Federal Republic of Yugoslavia
[Djoki¢, Ker-Lindsay 2010) and the impact of the post-Soviet nostalgia onto the
socio-political and cultural actualities in Russia [Kalinina 2014]. Meanwhile, the
research practice of Latvia mainly focuses on the analysis of different aspects of
the Soviet occupation period, neglecting the thematisation of the period in the
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post-Soviet era. As an exception the research practice carried out by the Social
Memory Research Centre at the Faculty of Social Science of the University of
Latvia can be mentioned. Still both in the academy and public discourse in Latvia
the Soviet occupation period is overwhelmingly related to negative connotations.
The predominant research topics are related to the reconstruction of the traumatic
experiences dating back to the Stalinist era, the restrictions upon human rights and
personal freedoms under Soviet authorities and the negative socio-political aspects
of the so-called Soviet heritage [Kaprans, Zelé¢e 2010]. The public discourse shows
even more explicit tendencies of semantic negativity in thematisation of the Soviet
past. Thus, the public description of the mission and exposition of the Museum
of the Occupation of Latvia offers to characterize the period by the following
keywords: terror, colonization, mass murder, crimes, suffering, grave consequences,
the burden of memories [Latvijas Okupacijas muzejs 2015], while the keywords
characterising the period within the framework of the project 7he Virtual School
featuring the topic Latvia in the Sovier Union addressed to the 15-16 year old
pupils are as followed: control, repressions, particularly severe, pursuit, fear, violence,
forced, distortion, falsifications, forbidden [Virtuala skola 2015]. The negative
thematisation of the Soviet period is widespread also in everyday conversations, as
can be observed from the interviews with the interviewees of the research:

Reinis (42 y/o): My Grandfather was a Red Army Soldier. Recently my son
arrived home from school and declared that Granddad has belonged to the “Russian
swine” killing the Latvian people and raping women. I remember myself playing war
games with neighbouring boys: “ours” were ‘the Red Army”, ‘the others” were ‘the
Sascists”. So I realized I cannot share this part of my childhood stories — not to make
my son to believe his Dad belonged to the “Russian swine” too [Interview with Reinis
Bérzins 2015].

It is well known that the bloodsucking bolsheviks deprived the hardworking
peasants of the land by handing all the private property to the slum parasites. (..)
The workers of the collective farms were massively prepared for attacking the capitalist
countries. (..) The suspected peasants were sent into concentration camps masked under
innocent euphemisms, such as agar plants [Sausmas padomju kolhozu laikos 2015].

Velta (21 y/o): My mum got rid of all the Russian books at home since they
contain ‘the Soviet influence”, including Pushkin and Tolstoy. We use to throw out
everything reminding of the Soviet era [Interview with Velta Gatmane 2015].

Barbara (10 y/o): We do not talk about the Soviet times at home. But they told
us at school that people were starving then and that they were killed for going abroad
[Interview with Barbara Dalecka 2015].

Alongside with the negative thematisation of the Soviet period there can be
traced a growing interest in the Soviet past and a tendency of balancing the negative
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dominant with subjective memories focusing on positive or neutral aspects of the
socialist reality. In several cases the interviews reveal the insecurity and confusion
of the interviewees when contrasting personal experiences and the official public
discourse:

llze (51 y/o): My father was the chairperson of a kolkhoz. I was a secretary at the
Youth Comsomol organisation of the school. None of us was highly ideological though,
we were just hardworking and responsible by nature. Perhaps I should condemn both
my parents and my Comsomol activities, but it feels strange without any inner need
[Interview with Ilze Pomere 2015].

Kristine (23 y/o0): My Mom and Dad are totally grateful to the Soviet authorities.
Dad was an orphan; Mom was coming from a poor family. The Soviets helped them
with education, working position, place for living. But I would not inform my friends
about that, because it sounds somehow wrong [Interview with Kristine Muizniece
2015].

Gita (30 y/o): [ was at school in times when the Russian language was a total no-
go. Everything Russian was associated with the Soviet, namely, the disgusting. But we
had many kids of the soldiers in the yard, we were playing together. I was ashamed to
be fluent in Russian. Only now, particularly when talking to foreigners, I realize it is a
benefit to know an extra language [Interview with Gita Dumpe 2015].

Mareks (12 y/o): My Dad was a Soviet militia man. He uses to tell about them
pursuing criminals. I think that is supercool. But everyone says that the Soviet militia
was bad. I would like to pursue criminals, too, but I do not want to be called bad if the
times change [Interview with Mareks Jankalns 2015].

To sum up the main tendencies of the thematisation of the Soviet past, there
can be distuinguished four predominant approaches:

1. Conscious and deliberate ostracism, often related to the stigmatization of

the Soviet past, represented as a sense of feeling ashamed or guilty for the
Soviet experiences;

2. Disassociation from the Soviet past as a non-existent period of time in

personal or family history;

3. Longing or nostalgia for the “lost Soviet paradise”;

4. Exotization of the Soviet past, often used as a marketing strategy.

One must state, though, that these tendencies are not exclusive and that
they are more characteristic to the general public discourse than to the academic
research. Generally they coincide with the general feeling of the loss of balance
after the collapse of the Soviet Union, when, quoting the Hungarian historian
Istvan Rev: “Gone were the certainties, the pillars of one’s life: the recurrent family
events, the rthythm of life, the week-days and the holidays, the well-known street
names, the social significance of neighbourhoods, the meaning of the photographs
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in the family album, the social capital, the knowledge of Russian as a usable foreign
language, the value of the sociometric network of one’s private and professional
world, the stability of memories, the comprehension of private and public history.
What remained was unknown” [Rev 2005:9].

In 1990s, directly after the collapse of the Soviet Union, the predominating
reference to the Soviet past was intentional ostracism both affecting the individual
and group memory. The tendency of stigmatization of the past was related both to
the fact that the active population was still closely related to their socialist past and
instead of mere forgetting had to use much more radical methods of getting rid
of the Soviet heritage [Kaprans, 2011]. In late 1990s — early 2000s the tendency
of ostracism and stigmatization was replaced by milder tendency of forgetting
the Soviet past, related to questioning the so-called European identity of the first
post-Soviet generation born in 1970s and 1980s, who were embraced both by
general changes related to Latvias joining the international institutions and by
individual identity shaping encountering the international market of education
and labour. Maria Milksoo discusses the identity question in the Baltic States
in early 2000s, asking if the focus should be put on belonging to, returning to,
joining to Europe or just behaving like a European [Milksoo, 20006]. The critique
directed from the West towards the East, combined with remnants of ostracism and
stigmatization of the Soviet past, creates the sense of embarrassment, shame and
traumatized identity [Ilves 2004] particularly characteristic to the first post-Soviet
generation. In the middle of the decade this uncertainty serves as a trigger for
increasing awareness of the Soviet past.

The economic crisis of 2008—2012 marks a shift regarding the thematisation
of the Soviet past. The illusions of the mightiness of the neoliberalist economy
are gone, accompanied by fierce migration towards the West and the raise of
neonationalist and neoconservativist tendencies at home. These changes trigger
a strong tendency towards the feeling of the post-Soviet nostalgia. It can be
manifested, following the nostalgia theory by Svetlana Boym, both as restorative
and reflective nostalgia: the first refers back to the nostos or home component
of the Greek origin word and tends to restore the lost place, while the second
concentrates on algia or the longing component and finds reflecting upon the lost
past more attractive than restoring it. Both types of nostalgia use to intertwine
[Boym 2001/2007]. Still, expanding the above mentioned theory, I would like
to argue that the restorative nostalgia tends to predominate the public discourse
since it is related to the tangible manifestations and repeatable — restorable —
artefacts located in a particular space giving the sense of security to the involved.
Analysing the phenomenon of the post-Soviet nostalgia (here and furthermore the
more popular term is used compared to the other option: Soviet nostalgia) within
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the framework of Boym’s theory, the undeniable destination of the nostalgic
restoration is the Soviet component, lost after the post-time has been established.
According to the Encyclopaedia of Law provided by the Academy of Science of
the Russian Federation, soviets are the collegial representative bodies of the public
authority in the Russian Empire, the Russian Soviet Federative Socialist Republic
and the Union of Soviet Socialist Republics, elected by the general population
for a certain period of time [Suyuknonedus wpucma 2005]. In this respect, the
concept of soviets refers to an ideological model characterized by equality and
social justice, thus following the main ideological conditions of leftism [Fiala
2015]. Consequently, the restorative nostalgia for the soviet past can be regarded
as a struggle for restoring the lost leftist or, more specified, socialist ideals. Often
the loss of these ideals is associated to the shock therapy of the neoliberalist
economy within the transitory conditions of the post-socialist societies [ Wacquant
2012]. Due to the developmental tradition, neoliberalism serves as a welcoming
background for neoconservativist outbursts directed towards several minority
groups like homosexuals [Spektrs 2015] and neonationalism which is severely
affecting the balance of the society claiming for hatred towards immigrants and
traditional national minorities [Feldman 2012]. Neoliberalism can be blamed
also for its impact on so called new leftist radicalist groups and Muslim terrorist
groupings.

Above mentioned conditions easily explain the activating of nostalgia for the
lost paradise of leftist ideals. Here should be mentioned firstly the idealistic — or
idealized but still powerful — slogans declared to the young Soviet citizens since
early childhood, which claimed for moral virtues like friendliness, respecting
others, efficiency, honesty, sincerity, helpfulness and selflessness [Lo¢mele 2010],
followed by the directions to young communists focusing on the involvement
into the maintaining the progress of the whole community by means of personal
development and social responsibility [Graiska 2015].

In a community longing for lost ideals and finding itself on a seemingly never-
ending route of redefining identity and protecting its uniqueness against merging
with the mainstream Western tradition which is actually not very welcoming in
respect to cultural differences based on the heritage rooted in the experiences
sampled on the Eastern side of the Iron Curtain, certain benchmarks are intrinsically
necessary in order to find the lost connection with the past. The French historian
Pierre Nora offers his concept of the simulacra of remembrance or leux de mémoire
as a tool designed by the community in cases its identity is in question due to
some past event or period endangered to be erased from the collective memory.
Lieux de mémoire is a term attributed to any meaningful entity, whether material
or non-material, which has become a symbolic element of the memorial heritage
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of some community by purposeful human performance or the work of time. Lieux
de mémoire functions as an array of mnemonic techniques which is set into action
when the “real”, “true” memory (Nora refers to it as milieux de mémoire) dies out,
and a necessity arises for constructing a network structure of referring back to past,
thus sustaining the actual identity of a community and laying a solid foundation
for developing the existing identity or re-shaping it [Nora 1996]. Certain leux de
mémoire recognized within the group can serve as a tool for building identity and
communication via both actual remembering and delivering knowledge to the
further generations, and embracing ideals of the lost past paradise. A characteristic
example of lieux de mémoire referring back to the Soviet past is activities related
to the Victory Day, celebrating the end of the WWII in the former Soviet Union
on May 9. Since the number of the witnesses of the war is diminishing year
by year, the Victory Day celebration joins the representatives of different ages
and social groups in a meeting point inviting to remember and share not only
memories about the actual event, but to communicate values on a larger scale,
mostly referring back to socialist past and ideals in general (within the framework
of this research paper the aspect of propaganda is excluded since it would extend
the author’s purpose to trace the relations between the post-Soviet nostalgia and
leftism ideology without discussing the different impacts). Similarly, countless
cultural projects serve as lieux de mémoire referring back to the Soviet past, such
as post-Soviet history expositions in Liepaja Karosta prison or the secret bunker
in Ligatne, recent theatre productions such as “Revidents” by N. Gogol directed
by Alvis Hermanis or “Five Evenings” (“Pieci vakari’) by A.Volodin directed by
Mara Kimele in the New Riga Theatre, movies like “The People Out There”
(“Cilvéki tur”) by the young director Aiks Karapetjans or Soviet-style setting in
public places such as the club “The Eastern Border” (“Austrumu robeza”). Post-
Soviet nostalgia manifests itself also in the social networking space as, for instance,
shared series of photographed artefacts dating back to the Soviet period.

In all the above mentioned cases the identity building of the group and the
mutual communication of the leftism ideals through certain leux de mémoire is
located within a definite space, whether it would be a museum, memorial, theatre
space, public eating place, diegetic space of a film or a social networking site
location. Respectively, the restorative nostalgia tends to perceive time spatially —
like a defined period which represents itself as a segment of space. Entering this
secluded segment of space of certain lieux de mémoire, the insiders hope to reach the
lost time of ideals, in this case — to create an illusion of restoring the simulacrum
of the virtues of the socialist past. Even in cases of the negative thematisation of
the socialist past or exoticization it to serve a marketing strategy the restorative
nostalgia with its spatialized time concept is present: on both occasions the Soviet
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era is regarded as a defined period of time which can be either discarded as a
discrete unit or offered as a product for sale for the lucky outsiders.

In this respect it is also interesting to turn attention, even though shortly, to
the other type of nostalgia mentioned by Svetlana Boym. Reflective nostalgia, the
eternal longing [Boym 2007] provides keeping distance from the object of nostalgia,
regarding the past time only as one of the potentially merging time modes and
optional experiences. The reflective nostalgia embodies the potential of intellectual
playfulness. Thus, in case of the post-Soviet reflective nostalgia, the Soviet past and
its heritage is considered to be an array of certain knowledge, namely, the ability
to recognize and interpret the cultural symbols and sign systems referring to the
Soviet period. The approach of the reflective nostalgia allows dissolve the concept of
the post-Soviet nostalgia through dismantling the spatialized predominance of the
post-Soviet-ness. Consequently, the longing for the ideals associated to the leftism
ideology can be disentangled from the historically determined cohabitation with
the negative thematisation of the socialist past embodied by the official public and
partially academic discourse in Latvia. Moreover, through emphasizing nostalgia
as the eternal longing, the leftism ideals can be enriched with new possibilities of
interpretation.

Conclusion

Following the analysis of the thematisation of the Soviet experience in the
public discourse of the post-Soviet Latvia, the main observed tendencies can be
generalized according to the approaching the Soviet occupation period as a spatially
defined unit of time, manifesting itself through certain artefacts, respectively lieux
de mémoire. Although a great part of the community regards the Soviet period
and the lieux de mémoire representing it as unwelcome negativity, a shift of views
can be observed to occur since the economic crisis of 2008—2012 which caused
a major disillusionment towards the values and goals of neoliberalism. The shift
marks a renewed interest into the socialist past alongside with the restorative
nostalgia approach towards the Soviet lieux de mémoire expecting to re-establish
also the lost ideals of the leftism ideology claiming for social justice and equality.
It must though be admitted that similar tendencies can act destructively and lead
to extreme chauvinism. As an optional alternative could be provided the analytical
approach towards the socialist past characteristic to the reflective nostalgia. Thus,
without an urge to restore the lieux de mémoire reflecting backwards to the Soviet
past, the successful aspects of the socialist experience can be discussed and revalued.
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THE LEFTISM IDEOLOGY OR NOSTALGIA FOR THE SOCIALIST PAST? SEARCHING
FOR LIEUX DE MEMOIRE IN THE POST-SOVIET CULTURAL SPACES

Abstract

The concept lieuw de mémoire (site of memory) was developed by the French
historian Pierre Nora in the 1970-90s, who suggests to use the term to refer to
“any significant entity, whether material or non-material in nature, which by dint
of human will or the work of time has become a symbolic element of the memorial
heritage of any community” [Nora, Kritzman 1996:18]. Lieux de mémoire function
as an array of mnemonic techniques, which are necessary when the real memory
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(milieux de mémoire) fades. Lieux de mémoire are repeatedly employed in referring
back to the past, thus sustaining the actual identity of a community and laying a solid
foundation for developing the existing identity or re-shaping it. In the Post-Soviet
cultural space of Latvia lieux de mémoire, which are associated with the Soviet past, can
be encountered everywhere, from the “The Government Inspector”, staged by Alvis
Hermanis and performed during the 2010s, to the nostalgic interior objects in cafés,
the hullabaloo stirred by the contest New Wave, the popularity of Karosta Prison in
Liepaja, and social media users’ commentaries on the Internet about the topical events
in contemporary society. The article discusses the potential links of these phenomena
to contemporary socio-political events and attempts to establish if they hide any efforts
to restore collective and individual memory, which were split alongside the so-called
rewriting of history that took place as a result of the collapse of the Soviet Union, or
indications of flaws in Western neoliberalism and neoconservativism while secking
opportunities for renewal of society by way of indirect leftist ideological implications.

Keywords: post-soviet cultural spaces, leftism ideology, socialism, site of memory.
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ANNA (ASJA) LACIS KULTURU UN IDEOLOGIJU
KRUSTPUNKTA

Latvie$u rezisore Anna Lacis, ar pienemto vardu Asja Lacis, pasaulé Sobrid
ir daudz plasak pazistama neka Latvija. Savu dzivi vipa veltijusi teatrim, bijusi
avangarda estétiku dzimsanas vérotaja un dedziga istenotaja, pateicoties savai lat-
viesu izcelsmei, atradusies 20. gadsimta noteico$o kultaru un ideologiju krust-
punkta.

Ka 20. gadsimta intelektualei vinai bija svariga domu un ideju apmaina ar
lielajam Eiropas kulttiras personibam, kuras vinai liktenis bija lémis satike, visplasak
pazistamas no tam ir Bertolts Brehts un Valters Benjamins, bet vini nebat nav
vienigie. Tikpat nozimiga vinai bija saskare ar neviena nepieskatitiem, kara jukas
pa Krievijas ielam klainojosiem, jebkadu orientésanos dzivé zaudéjusiem bérniem,
bareniem, stradnieku bérniem Riga un Neapolé.

Vacijas intelektualiem vina bija véstnese no tobrid tik loti interesantas, mak-
slas un socialo parmainu avangarda eso$as Krievijas. Krievija, savukart, vina bija
ta, kas stastija par savu teatra un dzives pieredzi Vacija un citur Eiropa. Tikko
dzimusaja Latvijas Republika vina bija neérta personiba kreiso uzskatu dél, vélak
par neértu vina kluva ari stalinisma parpemtaja Krievija. Izejas nebija, jo ka
Rietumos, ta Austrumos izveidojas diktatiiras, nebija iespéjama ari atrasanas vietas
maina, un péc desmit Butirku cietuma un vélak Kazahstanas darba nometnés
pavaditiem gadiem, joprojam teatra milestibu saglabajusi, tomér ari no dzives
nogurusi, vina atgriezas dzimtené, nu jau Latvijas PSR, ap 110 km no Rigas
attalaja Valmiera. Ne velti es $eit pieminu attalumu no Rigas lidz Valmierai, jo ari
uz Annu Lacis attiecas ta dévétais 101 kilometra ierobezojums. 101. kilometrs bija
neoficials nosaukums tiesibu ierobezojumam, kas pastavéja Padomju Savieniba
atseviskam ieprieks soditu un no padomju viedokla sabiedribai nevélamu personu
kategorijam. Ierobezojums paredzéja aizliegumu apmesties tuvak par 100 kilo-
metriem no divam lielakajam Padomju Savienibas pilsétam — Maskavas un Lenin-
gradas un republiku galvaspilsétam, ka arl no “slégtajam” pilsétam, kur atradas
armijas garnizoni, stratégiski svarigi objekti, pieméram, Liepajas.
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Dzive, par kuru vina kops jaunibas bija iestajusies — padomju vienlidziba,
braliba — bija nolaidusies ka paradize zemes virst, tomér brivibas nebija. Atlika
ziedo$anas darbam un atminas. Maz kas bija palicis no ta noskanojuma, kads
valdija Maskava 1917. gada marta, kad Annas Lacis kolégis latviesu béglu skola,
vélakais LR izglitibas ministrs Aleksandrs Dauge, sutija vinai uz Orlu apsveikuma
kartiti: “Ka Jums ap dasu pa visu $ito revolucijas laiku? Es visas $is dienas dzivoju
septitas debesis. Ticu pilnigi, ka viss nokartosies un iesaknosies. Skola manas divas
klases noturéja savu pirmo mitinu, pilna ideala kartiba. Ne iek$ ka neparspile,
uzvedas pilnigi korekti. Visi priecajas. Svaigs gaiss ieplada. (..) Sttu Jums simts
labdienu un laimes véléjumu uz jauno dzivi” [Paskevica 2006:43].

Anna Lacis (dzim. Liepina) dzimusi 1891. gada 19. oktobri Kempjos pie
Ligatnes. Pirmas bérnibas atminas vinai saistas ar fantazijam par leduspukém
Kempiju istabinas loga. Sava valsirdigakaja atminu gramata “Kpacnas 26030uxa”
(latviski: “Sarkana nelke”) vina gan atzist, ka, iespéjams, ta iedomajusies, jo ietek-
méjusies no Nikolaja Jevreinova izpratnes par “teatri — dzivi”. Lasijusi Nikolaja
Jevreinova gramata “Teamp ons ce6s” (latviski: “Teatris sev pasam”) nodalu par
piecu pirkstinu tedtri, kur Jevreinovs apraksta meiteni Verinu, kura no neka uzbur
sev teatralu vidi un ienirst teatra spélésana, budama gan dazadu lomu télotaja, gan
arl skatitaja: “Vina ka mazs dievin$ no neka uztaisa visu, kas vien vinai ienak prata.
Nosédiniet vinu talu prom no bérnistabas, vinas lellém, vinas spélmantam, un jas
redzésiet, ka vina nebut nav viena! Jas redzésiet, cik gudri vina, pieméram, spéléjas
ar visiem savas kreisas rocinas pirkstiniem” [Espenros 2002: 290].

Nikolajs Jevreinovs ir viens no visvairak lasitajiem un atzitajiem Asjas Lacis
skolotajiem. Vins bija saistits ari ar tieSo Annas Lacis pedagogu Fjodoru Komi-
sarzevski un, protams, ar Veru Komisarzevsku. Jevreinova monodrama, ka vins
nosauca lugas Zanru, kuras darbiba notiek cilvéka kermena icksiené, “Dvéseles
aizkulises” Asja 1923. gada, sava pirmaja Berlines perioda, spéléja $ansonetes lomu.
Skiet, ka pat par savas dzives vadmotivu Anna Lacis izvéléjusies Jevreinova “dzives
teatralizacijas” koncepciju.

Septinu gadu vecuma kopa ar vecakiem, tévu Ernestu Liepinu un mati Trini
Liepinu, Anna Lacis parcelas uz Rigu. Tas ir tipisks 19. gadsimta beigu latviesu
stasts. Tevs strada Krievijas—Baltijas vagonu rapnica par vagonu tapsétaju. Vins
piedalas ari vairakos stradnieku streikos. Tadéjadi komunistiskas partijas kandidata
anketa 1956. gada vina var atzimét: “izcelsme — proletariesu”.

Anna Liepina macas slavenaja Keninu gimnazija (no 1900. lidz 1912. gadam).
Asjas teatra milestibas sakums varétu bat Riharda Vagnera operas “Tristans un
Izolde” noskatisanas Rigas Vacu teatri (tagadéja Latvijas Nacionalaja Opera un
baleta) un sakari ar Apollo teatri.
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Apollo teatri aizsakas ari Marijas Leiko karjera, pie kuras kadu laiku dzivoja
Asja, kad bija tikko ieradusies Berliné. Ar Leiko un vinas vira — reZisora Jana
Gatera — palidzibu Asja tika iepazistinata ar Berlines kino un teatra aprindam
un vélak ari pati nedaudz iesaistijas Babelsbergas (jeb vacu Holivudas) pasaulé
[Zeltina, Uzulniece 1989; Paskevica 2006]. Jau savas pirmas uzturé$anas laika
Berliné vina, vél slikti prazdama vacu valodu, paspid ar Fridriha Nices citatiem.
Aizvesta uz vacu Holivudu — Babelsbergu, vina, ja ticam 1922. gada no Berlines
sutitai véstulei Jalijam Lacim (1922), raksta, ka aktieri Babelsberga vinai vaicajusi,
no kurienes vina esot. Asja nav apjukusi un atbildéjusi, ka mate ir japaniete un tévs
krievs. Talak vina raksta: “Ja vini notura mani par mezoni — bet, kad es saku runat
par Kantu un Nidi, tad vini pat parbijas, — un vairs neka nevar saprast” [RMM
278371].

Keninu gimnazijas laika vinai ipasi patika Ibsens, jo seviski “Heda Gablere”,
luga, kas tika uzvesta Jaunaja Rigas teatri Pétera Rudzisa rezija 1909. gada. Rietum-
vacija izdotaja atminu gramata “Revolutiondr im Beruf® (latviski: “Profesija —
revolucionare”) vina raksta: “Es biju par dionisisko maksla, jau gimnazija man
patika Hedas Gableres vinstigas matos. Es biezi $aubijos, bet, jo vairak saubijos, jo
dedzigak aizstavéju dionisisko” [Lacis 1976: 16]. Saja izteikuma savukart jitama
Vsevoloda Meierholda ietekme, kurs ari iestajies par dionisisko principu maksla.

Aizbraucot macities uz Péterburgu 1912. gada, Asja jau ir inficgjusies ar teatri.
Vina pusotru gadu macas privataja Behtereva institata Sankepéterburga. “Hedas
Gableres”, Hauptmana dramu, “Tristaina un Izoldes” estétiku nomaina tikko
dzimstosais krievu avangards. Tas bija Meierholda teatra eksperimentu laiks, 1913.
gada tika uzvesta Alekseja Kruceniha, Velimira Hlebnikova, Mihaila Matjusina
operaar Kazimira Malevi¢a dekoracijam “Uzvara par sauli” (“Ilo6eda nad conruyem”).
Tas bija prieksdarbs slavenajam Malevi¢a “Melnajam kvadratam”. Asja piedzivoja
Vladimira Majakovska tragédijas “Vladimirs Majakovskis” monoizradi. Marijas
un Aleksandra teatri darbojas Vsevolods Meierholds, Borodinas ielas teatra studija
vins$ ar studentiem ir doktors Dapertuto. Asja loti gaida un aizrautigi lasa vina kops
1914. gada izdoto zurnalu “Milestiba uz trim apelsiniem”.

Kara juku laika Anna Lacis macas Fjodora Komisarzevska teatra studija.
Vétrainaja revolucijas laika vina ar sajasmu ienirst nakotnes gaidu estétikas stihija,
seko avangarda virzienu attistibai, lidz 1920. gada vasara, atgriezusies Riga, klast
par Meierholda “Teatra oktobra” adepti. Proletkulta teorétiku Alekseja Gasteva,
Aleksandra Bogdanova un Platona Kerzenceva idejas klast par vadosajam vinas
teatralaja darbiba. Vina atrod domubiedrus latviesu vida — Leonu Paegli, Linardu
Laicenu, Andreju Kurciju u. c¢. Anna Lacis iesaistas Rigas Tautas augstskolas,
kas dibinata 1920. gada janvari, dramas sekcijas darba, péc tam ta dévéto kreiso
arodnieku kustiba Rigas Arodbiedribu Centralbiroja pasparné, organizéjot bérnu
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un stradnieku pasdarbibas izrades proletkulta gara. Paskaidrojumam jamin, ka
1921. gada, neatkarigas Latvijas Arodbiedribu 1. kongresa laika, notika arodbied-
ribu $kel$anas — socialdemokratu vaditas arodbiedribas apvienojas Latvijas Arod-
biedribu centralbiroja, bet komunistiskas bija Rigas Arodbiedribu centralbiroja
pasparné. 1928. gada kreisas arodbiedribas tika slégtas, bet tad Anna Lacis jau bija
Maskava un vélak Berliné [Gavars 2014].

1921. gada vasara Anna Lacis ir rezisore masu izradei — Leona Paegles “Gad-
simtu sejas’, kas, atbilstosi Platona Kerzenceva programmai, ir konspektivs véstu-
risks parskats marksistiska skatijuma ar teatra lidzekliem. Izrade nonak Latvijas
slepenpolicijas redzesloka. LVVA saglabajies kada P. Klavina zinojums: “Saules
darza 12. jun. sarikotos ‘Bérnu svétkos' tika uzvesta Paegla luga “Gadsimtu
sejas”, kura nedélu atpakal kultaras svétkos neatstaja, lietus dél, vélamo iespaidu.
Interesants sakums luga bija tas, ka pirma céliena vienam no égiptiesu priesteriem
ap vidu bija josta Latvijas karoga krasas. Péc lugas beigam aktieri vél reizi uznaca uz
skatuves, divi no tiem sauca tauta “masu cina vél nav gala”, vél péc tam nodziedaja
Internacionali. Tas bija ‘Bérnu svétku™ galapunkts un paskaidrojums visai lugai,
ja ta vél kadam nebija skaidra. Panakums bija ari tads, ka to véléjas Lacis un citi
rikotaji — “lugai vajaga bat agitatoriski musinosai”, ka Lacis ne vienu reizi vien
teica. Tauta tika dzirdams viens otrs sauciens — “ja, masu cina vél nav gala” [LVVA,
fonds 3235, nr. 1/6:72; Paskevica 2006:110]. (“Internacionales” dziedasana Lat-
vijas Republika bija aizliegta. Anna Lacis bija sajusma, kad dzirdéja to dziedam
Berlines teatri Volksbuehne, Ervina Piskatora rezisétaja izrade.)

1921. gada Kreiso arodbiedribu kultaras svétku biletena Anna Lacis raksta:
“Uzreiz mums nevar bt teatris — dzive, teatris — ekstaze, prieks tam vajaga socialas
vienibas. Bet mums vajag savu darba metodi virzit uz nakotni, bet nevis dibinaties
uz pagajuso. Stradat pie proletariska teatra cel$anas més varam, teatra darbnicas
saucot talka Jaudis no pasu stradnieku vides. (..) Galveno véribu vajag piegriezt
kolektivai darbibai, lai varétu nodibinat ciesu kontaktu, kur§ kalpotu kopéjam
mérkim — ierosinat skolnieka pasdarbibu. (..) Stradat vajag neieslégtas laboratorijas
un laut masam piedalities, kaut vai ari tikai ar kritiku. Arl tagad teatrs reizém
ir tikai atpata un bauda, dazreiz tas pamaca, moralizé, ir ka staigajoss feletons.
Pa to celu nevar iet revolucionars teatrs. Ka revolucionars politikis protesté pret
veco ekonomisko un politisko iekartu un veco morali, kura nokauj brivu cilvéces
garu, ka revolucionars makslinieks protesté pret vecam akadémiskam, sastingusam
formam, kuras izaugusas no kapitalisma iekartas, un iet pretim jaunam, svaigam
makslas formam. Naturalais teatrs ir par $auru, par sastingusu prieks degosam
mekléjosam idejam un centieniem. Jaunais teatrs tiecas péc simboliem, stilizéta
realisma un vienkarsibas — ar maz lidzekliem koncentréta veida izteike visvairak
domu un darbibas. Revolucionars saturs meklé revolucionaru formu! Ka gleznie-
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ciba visi Sie ‘ismi’ — kubisms, ekspresionisms, suprematisms — ir devusi jaunas
patiesibas glezniecibas butibas izpratnei, (..) tapat teatrim ari jaiet caur $im $kisti-
$anas ugunim, lai varétu iegtt tradicijas, bez kuram nevar bat neviena makslas
nozare. (..) Jauna teatrI vajag pie darba saukt svaigus, pirmatnigus spékus, kuri vél
bus, ieraut vinus pasdarbiba un kolektiva radiSana. (..) teatrim vajag but tai zelta
raditajai zvaigznei, kura ved uz dzivi — makslu” [cit. Paskevica 2006: 113].

Visintensivakais izrazu iestudésanas laiks Annai Lacis bija no 1925. gada
rudens lidz 1926. gada pavasarim. Tiesi tad pie vinas negaiditi atbrauca Valters
Benjamins. Saja pusgada vina iestudéja Oktava Mirbo (Octave Mirbeau) “Epide-
miju”, Leona Paegles Sarides nr. 5, 7 un 8, atklaja bérnu dramatisko klubu ar Li-
narda Laicena lugu “Sujmaéina un véjdzirnavas”, L. Paegles lugu “Azis un maskas”,
L. Paegles “Zemes sals”, L. Laicena $aradi “Berline”, Ernsta Tollera “Klibais cilvéks”
(“Hinkemann”), fragmentus no “Masa Cilvéks” (“Masse Mensch”), “Masinu gra-
veji” (“Maschinenstiirmer”).

1925. gada arodbiedribu izdevuma “Arodnieciska vieniba” dokumentéta
Annas Lacis pozicija un estétiska programma zinojuma “Disputs par Stradnieku
teatri’: “Svétdien, 1. novembri, A.A.B. Centralbiroja zale atkal bija parpildita ar
stradniekiem. Disputu ievadija sabiedriski revolucionara temperamenta pilna Anna
Lacis. Referentes galvenas domas: Stradnieku teatrim jabat politiski agitatoriskam
ar noteikti izstradatu sistemu. Vinam jaatsvabinas no katra pilsoniska teatra pané-
miena. “Katrs Stradnieku teatrs, kas darbojas ar pilsonisko teatru lidzekliem,
ir nodevéjs.” Stradnieku teatra konstrukcijas $ema: 1) likums; 2) méginajums;
3) kolektiva kontrole. Kritizé tagadéjos Stradnieku teatra pasakumus, aizradot, ka
tie ved agitaciju burzuazijas laba, un liek prieksa kluba dramatiskas sekcijas galigu
reorganizaciju, aizradot, ka T. A. dram. studija, lidzigi darbojoties, izaudzéjusi
pilsoniskus diletantus. Ieteic visu véribu griezt uz pasdarbibu. Nevar iesakt ar lielam
lugam — jakeras kolektivi pie improvizacijas un $aradém. Skatuves ietérpam jabut
bez kulisém un dekoracijam. Drikst bt tikai rekvizites, kuras pagatavo pasi sekcijas
darbinieki. Stradnieka — aktiera kostims lai ir stradnieka bluze. Kad jatélo kas cits,
piem., pilsonis — tas jaizce] tikai ar vina raksturigajam ipasibam. Sini gadijuma —
cilindri, pliku pauri un ordeniem. Tapat grima stradniekiem jaatsvabinas no liekas
sminka kartas, bet jadod tikai raksturiga iezime. Stradnieku teatri nedrikst bat
arl tagadéja muzika — ta ir nespéciga izteikt stradnieku cinu trok$nu un nakotnes
jauno dienu zvanu. Tas vieta stradnieku skatuvei jalieto svilpes, bungas, sirenes
un malu pilites. Tapat jaatmet ari no pilsoniem patapinata plastika. Pédéjiem
ta pamata: 1) tapéc, ka ar to vini grib izbégt Skiru naida un 2) ar plastiku vini
agité caur miesu agrakas gara agitacijas vieta. Stradnieku teatra repertuara pamata
jabut: 1) statistiskiem materialiem; 2) $aradém, kuras ari konstruétas uz statistiku;
3) politiskiem revue — Marksa likumi izradami statistiski. Nobeidz: “Tiesamibu
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realizét”. Debatés vardu nem vairaki dramsekcijnieki (Kauzens, Kohs, Priednieks).
Vini visi izsakas atzinigi referentei un papildina vinas domas ar piemériem iz T. A.
un kluba dr. sekcijas dzives. Iznémums ir tikai dramsekcijnieks Silins, kur$ nevar
un nevar atsvabinaties no burzuaziska teatra iemidzinosi plastiskiem apkampie-
niem”® [Arodnieciska vieniba 11 (1925):5].

Liekot ideologisko “vienvirzienu” pie malas, nav $aubu, ka $ada teatra izpratne,
piedzivojot visdazadakas attistibas variacijas, veidojusi socialo teatri, bérnu teatri,
loti daudzas muasdienu teatra koncepcijas. Tada Anna Lacis nostajas vinas dzives
lielo virie$u prieksa — Bernharda Reiha, Valtera Benjamina un Bertolta Brehta,
ka ari savas turpmakas sarezgitas rado$as dzives prieksa, klastot neérta, kreisa un
nakotné vérsta teatra estétikas zina.
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ANNA (ASJA) LACIS AT THE CROSSROADS OF CULTURES
AND IDEOLOGIES

Abstract

The article explores the course of formation of the positions of Asja Lacis’s
theatre aesthetics in the early period of her activity, mainly in Riga during the 1920s.
The article takes a chronological look at the first theatre impressions of German and
Latvian theatres in Riga. Special attention is paid to Asja Laciss change of aesthetic
views under the influence of the Russian avant-garde. In contrast to the exuberance of
Hedda Gabler and the existential loneliness in Ibsen’s psychological theatre, the new
Russian avant-garde theatrical search stressed the biomechanical conception and the role
of the actor as a player in a theatre company. The key position in Asja Lacis’s personal
work of directing in Riga amateur theatre of the leftist trade unions was the aesthetic
requirements of the proletarian cult and the theatre of October. She tried to create a
radical avant-garde theatre and expressed her aesthetic views in a number of articles in
the Latvian leftist press. Anna Lacis’s experiments in Oryol and the Riga theatres, which
were based on her acquired experience of the Russian avant-garde, served as a catalyst for
her further cooperation with Walter Benjamin and Bertolt Brecht; it also influenced the
development of different contemporary theatre trends.

Keywords: Asja Lacis, the theatre of October, the amateur theatre of leftist trade
unions, childrens theatre, proletarian cult.
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FILOZOFISKAS DOMAS GENEZE

Biografiskaja apraksta “Berlines hronika” (“Berliner Chronik”) Valters Benja-
mins piemin kadu dienu Parizé zimétu savas dzives grafisko shému, “kaut ko lidzigu
ciltskokam™® [Benjamin 1972-1999, 6. s¢j.:491]. Kuru cilvéku vardus taja ieklaut,
vinam nacis prata bez apdomasanas, bet bijis jauzdod kads pavisam vienkarss
jautajums par savu pagatni, “un atbildes gluzi nevildus paradijusas uz papira”. Sie
ciltskoka ziméjumi nav saglabajusies [sk. teksta komentarus “Berlines hronikai”;
Benjamin 1972-1999, 6. s¢j.:804], tomér péc tada pasa parauga “Berlines hro-
nikd” ciltskoka shémas vieta nacis labirints ar vairakam ieejam. Katras ieejas
prieksa atrodas Benjaminam nozimigs pirmsakuma pazina (Urbekanntschaf?). Tie ir
“cilvéki, ar kuriem vins iepazinies bez citu cilvéku starpniecibas — kaiminattiecibu,
radniecibas, kopigu skolas gaitu, nejausas parskatisanas, kopiga cela dél — dzive
jau neesot nemaz tik daudz gadijumu, kuros ta médz atgadities” [Benjamin 1972—
1999, 6. s¢j.:491].

Pirmpazinas savukart iepazistina talak: “Vairums tadu tik§anos — vismaz tas,
kas mums paliek atmina, paver jaunas iepaziSanas iespéjas, ta §is labirinta ejas aiz-
vien vairak sazarojas (pa labi var iezimét viriesu kartas pazinas, pa kreisi — sieviesu
kartas pazinas)” [ibid 491].

Pirmpazina Asja (istaja varda Anna) Lacis — estétiska un politiska krievu (vélak
padomju) avangarda ideju paudéja, teatra rezisore — aizved Valteru Benjaminu pie
Bertolta Brehta, kuru Lacis iepazinusi Minhené aptuveni gadu pirms tik$anas ar
Benjaminu, pie Annas Lacis dzives viriesa, tobrid jauna eksperimentétaja, rezisora
Bernharda Reiha, ar kuru Benjamins parspriez teatra estétikas jautajumus un
kopiga autoriba top raksts “Révija jeb teatris” (“Revue oder Theater”), ka ari pie
daudzajiem kontaktiem Maskava, par kuriem pétniekiem ir tikai fragmentars
prieksstats. Ta ka Asja Lacis Valtera Benjamina shéma ierindojama kreisaja pusé —
pie sievie$u kartas pazinam, vina nav tikai Benjamina estétisko un politisko ieskatu

% Ja nav noradits citadi, tekstus no vacu valodas tulkojusi Beata Paskevica.
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ietekmétaja, bet ari “viens no trim lielajiem milestibas notikumiem” Benjamina
dzivé. 1931. gada 6. maija dienasgramatas ieraksts liecina: “Buatiba tris lielie miles-
tibas piedzivojumi manu dzivi nosaka ne tikai biografiski, notikumu laicigaja
seciba, bet ari péc ta, ka es tos esmu piedzivojis. Esmu iepazinis tris dazadas sie-
vietes un tris dazadus virieSus mani. Rakstit manas dzives stastu nozimétu attélot
So tris virieSu veidosanos un sabruksanu, un kompromisu vinu starpa, — varétu ari
apgalvot, ka izveidojies triumvirats, kas ir mana dzive” [ibid 427].

Ipasa sapliide notikusi attiecibas ar Asju: “...vienmér, kad paklavos lielas
milestibas varai, es mainijos tik pamatigi, ka man pasam bija jabrinas un jasaka:
tas virietis, kur$ sacija tik nepieredzétas lietas un tik parsteidzosi izturéjas, esmu
es pats. Bet tas izskaidrojams ar to, ka katra patiesa milestiba mani padara lidzigu
milotajai sievietei; isi un skaidri — visspécigak to piedzivoju savieniba ar Asju, ta,
ka es daudz ko sevi atklaju pirmo reizi” [ibid 427].

Benjamina draugs, judaisma pétnieks, cionists GerSoms Solems (Gershom
Scholem) atzist, ka Asja Lacis bija “...tre$a sieviete, kurai Benjamina dzivé bija
centrala loma. Lidzas erotiskajai pievilcibai vinai bija spéciga intelektuala ietekme,
par ko liecina gramatas “Vienvirziena iela” veltijums vinai” [Scholem 1983:199].

Ger$oms Solems un Asja Lacis gan nevil$us klast par saincensiem Benjamina
dzivé, jo abi vélas ietekmét Benjamina garigo un ari fizisko eksistenci. Solems aicina
Benjaminu uz Palestinu un vélas vina intensivaku iesaisti judaisma pétnieciba, Asja
uzbur krievu revolucionaras makslas, komunistiskas ideologijas pievilcibu.

Hanna Arente (Hannah Ahrendy) visparina Benjamina dilemmu, formuléjot
to ka ebreju izcelsmes 20. gadsimta intelektualim raksturigu, pat neizbégamu:
“Cionisms un komunisms $is paaudzes ebrejiem bija neizbégamas nepaklavibas
formas. Tie abi deva iespéju no nereala ieklat realaja pasaulé, no meliguma un
pasapmana izlauzties lidz godigai eksistencei. Bet $adi tas izskatas tikai no laika
atstatuma. Laika, kad Benjamins méginaja, lai gan bez ipasas degsmes, pieslieties
cionismam un nedaudz vélak komunismam, abu ideologiju piekritéji bija viens
pret otru kareivigi noskanoti: komunisti sauca cionismu par ebreju fasismu, un
cionisti savukart komunismu ebreju jaunatnes vida dévéja par “sarkano asimila-
ciju”. Ir vairak neka zimigi, ka Benjamins gadiem ilgi turéja sev atvértas abas
iespéjas, aizvien domaja par celu uz Palestinu, ari tad, kad jau labu laiku bija kluvis
par marksistu (..). Tas tikai Joti skaidri parada, ka abi — “ismi” ka “pozitiva ideo-
logija” vinu neintereséja, vins bija kritiski noskanots pret abiem, vins tikai pozi-
ciongja sevi ka izejas meklétajs no nereala, no meliguma, ka tads, kurs ir arpus
literaras vai akadémiskas masinérijas” [Ahrendt 1971:43].

Tatad ne cionisms, ne ari komunisms negust skaidru uzvaru Benjamina
domasana ilgaka laika posma. Intensivo attiecibu laika ar Asju vina ir ta, kas
atved Benjaminu uz Rigu un Maskavu, tomér, lasot péc Benjamina naves izdoto
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“Maskavas dienasgramatu” (“Moskauer Tagebuch”), autora ieraugam loti kritisku
un gandriz vai gaiSredzigu padomju dzives énas pusu un divainibu atklajéju.

Draugs Ger$oms Solems drizak brinas par Benjamina aizrausanos ar $o sie-
vieti, jo “vinai trikst jebkadas kaut cik parliecinosas intelektualas stajas”, tadél
§1 aizrau$anas, ka ving izsakas, tam ir “divkart neskaidra® [Scholem 1983:200].
Si pretruna un zinima jutiba Asjas lomas sakara caurvij visu Benjamina, mazaka
méra ari Brehta, pétniecibu. Izveidojies prieksstats, ka Asja Lacis kada gandriz vai
mistiska veida iniciéjusi Benjamina pievérsanos marksismam (burtiski: “pagrie-
zienu uz marksismu” (marxistische Wende). Sadi argumenté ari Benjamina dail-
rades pétniece Sjuzena Bak-Morsa (Susan Buck-Morrs), interpretéjot Annas Lacis
paradisanos Kapri sala 1924. gada ka izeju no intelektualas krizes domataja dzive:
“Te uzradas muza, kas bija par vina stavokli nomoda. Ka mitiska Ariadne vina
apsolijas paradit celu no aklas ielas, kuras gala vins stavéja. Lai gan vinas uzdevums
bija gluzi tads pats ka antikas Vidusjuras pasaulé mitosai batnei, vinas lietotie
panémieni bija izteikti moderni. Vina bija bolsevike no Latvijas un darbojas pa-
domju kultiras joma ka aktrise un rezisore (..)” [Buck-Morrs 1993:7].

Tomér, iepazistot un sastatot Valtera Benjamina un Annas Lacis publikacijas
20. gados, jasecina, ka Annas Lacis ietekme uz Valtera Benjamina domas attis-
tibu nav saistama tik liela méra ar politisku prieksstatu veidosanos, ta dévéto “pa-
griezienu uz marksismu” (marxistische Wende) Benjamina filozofija, bet gan ar
Benjaminam neierastas jaunas estétikas apguvi. Ne velti divas viena — 1928. — gada
iznaku$as Benjamina gramatas — “Vacu tragédijas sakotne” (“Der Ursprung des
deutschen Trauerspiel’”), pie kuras Benjamins stradaja 1924. gada Kapri sala, kad
tikko iepazinas ar Asju Lacis, veltita vina sievai Dorai Benjaminai, bet otra — eseju
un skicu krajums “Vienvirziena iela” (“Die Einbahnstraffe”) — Asjai Lacis, kura,
starp citu, rodami Rigas atmosféras inspiréti télojumi, fragmentara, ekspresiva
gramatas ieks$éja struktara, konstruktivisma metaforika nosaukuma un veltijjuma
teksta Asjai Lacis — bavinZenierei.

Neiedzilinoties biografiskas detalas, taja skaita Asjas Lacis un Valtera Ben-
jamina satik$anas apstaklos Kapri 1924. gada pavasari, par kuriem, balstoties uz
pasas Annas Lacis memuariem, stasta arl vinas meita Dagmara Kimele atminu
gramata “Asja” [Kimele, Strautmane 1997], mans uzdevums bis runat par $o divu
cilvéku attiecibu intelektualo saikni — un visspécigaka ta, protams, bija milestiba
uz teatri. Arl spriezot péc Dagmaras Kimeles véstijuma, Annas Lacis dzives eliksirs
bija teatris, un uz Valtera Benjamina dzives skatuves vinas téls paradas “nejausas
satik§anas” veida, kad vin$ raksta “Vacu tragédijas sakotni”. Vina nak no citas
pasaules un uzdod jautajumus uz papira lickama teksta sakara no “agitpropa” un
stradnieku teatra pozicijam, pieméram, “vai vins saskatot sakaribu baroka autoru
un ekspresionistu uzskatos, un kuras $kiras intereses vini parstavot” [Lacis 1976:48].
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Jautajumi ir neierasti, pirmaja acumirkli $kietami absurdi, tomér domu rosinosi.
Literaras un socialas paraléles starp baroka un ekspresionisma laikmetu Benjamins
velak skicéja vairakos darbos, t. sk. ari darba “Politisks krievu rakstnieku grupé-
jums” (“Die politische Gruppierung der russischen Schrifisteller”), kur aplukota varas
un makslas mijiedarbe: “Politisko sauklu un problému iztirzasanai jabat gana in-
tensivai. Ka jebkur$ partijas lemums klast par vistiesako rakstnieku uzdevumu,
ta ari romani un stasti tada pasa veida attiecinami pret valsti, ka pirms daudziem
gadsimtiem autoru produkcija pret vinu dizciltigo mecenatu uzskatiem” [Benjamin
1972-1999, 2. s&j.:743).

Teatra estétikas jautajumi, bez $aubam, bija galvena kopiga abu personibu
saikne, abi arl sekoja kinomakslas attistibai. Saglabajusas Asjas Lacis piezimes
rokraksta par kino un teatra salidzinajumu, ka arl vinas raksts “Bérni un kino”
(“Uemu u xuno”). Valtera Benjamina programmatiska eseja par kino estétiku
“Makslas darbs ta tehniskas reproducéjamibas laikmeta” (“Das Kunstwerk im
Zeitalter seiner technischen Reproduzierbarkeit”) lasama ari latvie$u valoda.

Asjas Lacis ietekmé Valters Benjamins pardomaja jautajumus par skiriskas
bérnu audzinasanas problémam. Benjaminu saista Asjas pieredze darba ar bez-
pajumtnieku bérniem Orla un Rigas Stradnieku teatri, ka rezultata top Benjamina
raksts “Proletariska bérnu teatra programma’ (“Programm eines proletarischen
Kindertheaters”). Sarunas ar Valteru Benjaminu drosi vien ietekméjusas Annas
Lacis rakstu “Inteligences dalijums Vacija’ (“Zudpepenyus unmenuzernyuu 8 Iep-
manuu”). Asja Lacis Valteram Benjaminam stastija par jaunakajiem virzieniem
krievu teatri — Vsevolodu Meierholdu un Krievijas teitra oktobri, Nikolaju Jevrei-
novu, Aleksandra Bogdanova un Platona Kerzenceva programmu proletkulta
stradnieku teatrim, par krievu rakstniekiem. Valters Benjamins vinu iepazistinaja
ar daudziem vacu un francu autoriem [sk. Lacis 1976:46].

Anna Lacis — krievu avangardiskas teatra estétikas adepte — labi saklausama
teksta “Jaunie virzieni teatra maksla’, kur$ izdots 1921. gada Riga rikoto Kreiso
arodbiedribu kulttras svétku sakara: “Padreiz teatris ir sava zina eksperimentu
kabinets, kurs izstrida jaunas teatra tradicijas. Sis kabinets ari atzist kolektivismu
par vajadzigu, jo vina jaunakie iestudéjumi ir improvizacijas, kuras iestudé viss
personals. Otrs — ne kabineta, bet dzivibu neso$s virziens iziet uz ielas un izpauzas
lauzu gajienos, tautas svétkos un masu improvizacijas. Galvenais pamats te ir
kolektivisms un pasdarbiba. Te jau teatris mégina saplast ar dzivi. So jauno teatru
propagandétajs ir Kerzencevs un Meijerholds” [Lacis 1921:3].

Apoteoza teitra — dzives slavinasana gadsimtu mijas dzives filozofijas prieks-
statu, visu vértibu parvérté$anas programmatiskaja uzstadijuma, vélme ieviest
tedtra oktobri arl dzimtené, proti, jaunizveidotaja Latvijas Republika, ir Annas
Lacis estétiski ideologiska bagaza, kura tika nodota ari cela sastaptajiem Rietumu



74 BEATA PASKEVICA

intelektualiem.” Ne velti Anna Lacis, iepazistoties ar Bertoltu Brehtu, klist par
pirmo Brehta kontaktu ar revolucionaras Krievijas teatra aprindam, un Brehts
vinu iesaista sava pirma patstaviga rezijas darba komanda, kur vina veido masu
skatus [Paskevica 2006:239-259].

Krievu avangarda politiska novirziena ideju pasaules atklasme liek Kapri
sastaptajam ebreju cilmes vacu domatajam parlikot savu iepriekséjo estétisko
pieredzi. 1924. gada septembra véstulé GerSomam Solemam Valters Benjamins
raksta: “Kop$ manas uzturé$anas Seit (Kapri — B. P piezime) politiska komunisma
prakse (ne ka teorétiska probléma, bet gan ka nostaja) man paradijusies pavisam
cita gaisma neka agrak” [Benjamin 1995-2000, 2. s¢j.:483].

Valters Benjamins un Asja Lacis ir ari vérigi topologi — urbanisti, pilsétas ielas
télotaji. Annai Lacis iela ir teatralas darbibas, masu teatra, aktieru laju spéles vieta.
Benjamina pilsétfilozofiskie teksti ir vina domas mantojuma |oti butiska sastavdala,
teksti, kurus vins veido, pardoma no jauna, interpreté visu mazu. Kopigi braucieni
uz tuvéjo Neapoli atspogulojas raksta “Neapole” (“INeapel”), kurs tiek publicéts
péc gada — 1925. gada augusta “Frankfurter Zeitung” numura, Lacis un Benjamina
kopiga autoriba. Celojuma apraksts “Neapole” ir viens no Benjamina muza
darba — “Parizes pasazu” apraksta, kur$ paliek nepabeigts, pirmtekstiem. Sjizena
Bak-Morsa secina: “Rietumos ir Parize, pilsoniskas sabiedribas sakotne politiski
revolucionara nozimé, austrumos eso$a Maskava ir tas bojaejas zime. Dienvidos
atrodas Neapole, kura pieder Vidusjaras mitu apvitas rietumu civilizacijas bérnibas
sakotnei, bet Berline ziemelos ir pasa autora bérnibas aizsakums” [Buck-Morrs
1993:41].

Sava vieta Benjamina mentalaja topologija ir ari Rigai. Ceru to ieskicét ne-
daudz vélak. Bet tagad Neapole. Pirmie iespaidi pilsétas ielas. Asja Lacis tos mégina
ietérpt vardos 1924. gada 8. maija véstulé draudzenei aktrisei Elvirai Brambergai:
“Neapole man |oti patika — traka pilséta: maziga kustiba, asi griezigi troksni no ielu
pardevéjiem, ézeliem un bérniem. lelu muzikanti spélé uz ielas nakti un dzied —
pilnigi austrumnieciski — apkart simtiem bérnu melnam mutém un pirkstiem
mutés —, bet lielas melnas acis spid prieks par dzirdétam skanam. Visa dzive uz
ielas — Sauras ielas, istabu durvis uz ielas atvértas — tratorijas redz milzigas vina
mucas ar saldo “frascati” sulu. Dzeru daudz vina. Ir liela piekrisana pie italiesiem,
domaju ka jau zieme]nieciskam, bet man italiesi nepatik. Tev te patiktu. (..) Tagad
esmu uz Capri salas. Jara — tadu zilumu vél neesmu redzéjusi. Klintis — tadu
augstumu vél neesmu redz&jusi. Manai istabai preti — Vezuvs, kurs§ vienmér kap.
Pa labi — Sorento un pa kreisi — Napoli uguns stripas un zvaigznes — tik tuvu, ka

7 Vairak sk. $aja krajuma.: Paskevica, Beata. Anna (Asja) Lacis kultiiru un ideologiju krust-
punkza.
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krit gandriz uz galvas. Rozém apaugusas majas, un oranzi un citroni karajas darzos
lieliem kekariem. Oranzu ziedi smarzo nepratigi dulli” [RTMM 322744].

Vél viens véstules fragments, rakstits Elvirai Brambergai ta pasa gada junija
beigas: “Esmu vienmér vél Capri. Paslaik rakstu Tev uz balkona — Vezuvs kap
preti — un Neapeles siluets redzams par jiru.*® So nedélu beigas gribu braukt uz
vienu dienu uz Neapeli — mani pievelk i traka pilséta ar savu arpratigo tempu un
dulliem orientu troks$niem. Iela ir briniska — ielai ir lielaks spéks, ne majai. Vina ir
arl nozimigaka un vajadzigaka prieks tautas. (..) Bet tik skaudri nebiju izjutusi ka
tagad” [RTMM 322745].

lelu atmosféra tiek tverta teatra metaforiskaja visparinajuma. Pilsétas éku
geografiski determinétais izvietojums pelékajas klintis raksta par Neapoli tiek
salidzinats ar milzigu skatuvi ar daudzam spéles virsmam, kur Neapoles dzives
ainas skatamas simultani. Neapoles klin$u iespaida radies ari télainais porainibas
jédziens, kuram tiek pieskirta liela nozime Valtera Benjamina apraksta manierg,
ar $o jédzienu raksturojot ta dévéto “atklato filozoféSanas un realitates uztveres
formu”, ka norada vina biografs Momme Brodersens [Brodersen 1995:159].

Ernsts Blohs, kurs, tapat ka Asja Lacis, bija biezs Valtera Benjamina celabiedrs
Neapoles apmekléjumos, “Neapoles” raksta iespaida 1926. gada zurnala “Weltbiihne”
publicgjis ari savu nelielu apceréjumu “Italija un porainiba” (“Ztalien und Porositit’),
kura vin$ dod savu porainibas jédziena skaidrojumu: “Valters Benjamins ari
raksturojis Italiju ka ‘porainu’; un patiesi ar to ir domata tada ka barokala formu
pareja no vienas otra, kura gan ir mainiga, tomér nav haotiska” [Bloch 1965:508].

Ar kuru celabiedru sarunajoties porainibas jédziens radies, nav noskaidrots.
Anna Lacis to retrospektiva vélas piedévét sev. Lacis stastijuma tona lidziba saraksté
ar Elviru Brambergu un kopiga autoriba tapuso rakstu “Neapole” ir neapstridama,
1924. gada 19. augusta véstulé vina min, ka “vac materialu par Neapoli” [RTMM
322746]. 1924. gada oktobra véstulé Valters Benjamins min Asjas Lacis nodomu
tulkot So rakstu ari latviski, tomér acim redzami tas nav istenots [Benjamin 1995—
2000, 2. &.:486).

Neapoles un pirma kopigi pavadita laika iespaids paliek abu atmina, Anna
Lacis to aizvien piesauc vélajas 30. gadu véstulés Benjaminam no Maskavas. 1925.
gada pavasari Anna Lacis cer uz kadu kopigu planu piepildisanos nakamaja vasara
un marta raksta Elvirai Brambergai: “Tad vél dabaju no vienas izdevniecibas uz-
aicinagjumu braukt uz Spaniju un rakstit celojuma iespaidus, jo es uzrakstiju
“Neapeli” un tas loti patika. Kopa ar vienu filozofu. Redzés, vai varésu brauke”

[véstule 20.03.1925, RTMM 322748].

8 Vestulé pieminétais balkons, loti iespéjams, bijis Benjamina dzivokla balkons, kuru vins
piemin ari vairakas véstulés draugiem. — B. P
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Tomér Benjamins uz Spaniju un ari vélreiz uz Kapri un Neapoli aizbrauc
viens, Anna Licis dodas atpakal uz Rigu. Bet jau 2. decembri Ger$oms Solems
Palestina sanem no drauga atklatni ar Rigas Doma attélu, kuras otraja puseé rakstits:
“Milo Gerhard, mani celi no attiluma griti izsekojami: $is attéls isti péc Afrikas
vis neizskatas. Pasam negaidot un daudzéjada zina mainot planoto celojuma
marsrutuy, es iz$kiros — isi péc tam, kad biju parvargjis visas grutibas, saistitas ar
planoto celojumu uz Afriku, braukt uz Sejieni, lai vél satikcu kidu pazinu pirms
vinas dosanas uz Krieviju. Ka no Tripoles nekas nesanaca, tam bija vairaki iemesli.
Pilsétu esmu loti iemilojis: Seit varétu bat patikami dzivot. Redzéju arl dazus
austrumebrejus. Seit es biju lield méra loti ¢akls un pievaréju aptuveni pusi no
milziga Prusta tulkojuma” [Benjamin 1995-2000, 3. s¢j.:103].

Valters Benjamins Riga uzturéjas apméram ménesi, 1925. gada novembri. Vins
guva iespaidu par Annas Lacis teatra aktivitatém, kuras tobrid bija loti intensivas,
tapéc jaunajai rezisorei neatliek laika viesa izklaidésanai.®

Vina batiskakie apciemojuma iespaidi saistiti ar klainosanu pa Rigas ielam —
veco tirgus laukumu, Vecrigu un Dzirnavu ielas apkaimi. Nelielaja rakstina “Es
izsainoju savu biblioteku” (“Ich packe meine Bibliothek aus”) Valters Benjamins
Rigu pieskaita tam pilsétam, kuras “vin$ tik daudz atradis” [Benjamin 1972-1999,
4. s&j.:396].

Rigas ielas tvertam emocijam, téliem ir radnieciba ar vélakajiem Maskavas
aprakstiem. Tas nav divaini, nemot véra vina milotas Asjas klatbatni abas pilsétas.
Tomeér, ja Maskavas apraksts var $kist saldsérigi nostalgisks, “Vienvirziena ielas”
teksti ir ekspresivi, avangarda estétikas iedvesmoti. Rigas skices zimigais nosaukums
“Stereoskops” interpreté Benjaminam ari vélakajos aprakstos tik raksturigu telpisko
vizualitati, vina skatijuma “porainibu”, kura $eit atklajas veca Rigas tirgus apraksta.
Acs tverto priek$metu parbagatiba isa teksta liek autoram izdarit secindjumu: “Ar
sadiem téliem ir piepildita pilséta: ka salikta no atvilktném. Un tomér starp tiem
régojas arl daudz staltu, cietok$piem lidzigu, navesskumju celtnu, kas atmodina
carisma Sausmas” [Benjamin 1972-1999, 4. s¢j.:129; Arta Ostupa tulkojums].

Stereoskopiskais redzéjums tematizé 20. gadsimta estétikai piemitoso vizuali-
tates dominanci, kuras tehniskais priek$véstnesis neilgi pirms fototehnikas attis-
tibas sakuma ir tiesi stereoskopa pielietojums un pétijumi par telpisku, dimensio-
nalu attélu.

Padomju konstruktivisma gars jauSams veltijuma teksta Asjai Lacis, kurs
tulkojuma skan: “Si iela nodévéta par Asjas Lacis ielu, kuru vina ka inZenieris
autora izlauzusi.” (“Diese StrafSe heifSt Asja-Lacis-Strafse nach der die sie als Ingenieur
im Autor durchgebrochen har”). Saglabajusies Lacis véstule Brambergai: “Es nesen

# Vairak sk. $aja krajuma.: Paskévica, Beata. Anna (Asja) Lacis kultiru un ideologiju krust-
punkza.
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dabtju gramatu no Berlines — Einbahnstrafse — Walter Benjamin. Kur stav uzdru-
kats “Diese StrafSe heifst Asja—Lacis—StrafSe nach der die sie als Ingenieurin im Autor
durchgebrochen hat”. Atradu aspratibu tani uzraksta. Tu? Nu redzi — uz vecuma
dienam. Tai gramatai diezgan liela pickrisana Berling, un laikam tulkos franciski”
[RTMM 322753].

Veltijuma formuléjums vacu valoda ir barokali sarezgits, ta centralais vards
‘inzenieris’ savukart ir industriala laikmeta satkumposma izgudrojums. InZeniera
profesija radusies militaru aizsargbavju tehnisko konstrukciju projektésanas vaja-
dzibam 17. gadsimta Francija. Ja pirms tam par bavi kopuma atbildigs bija arhi-
tekts, tagad ékas tehniskas sistémas nonaca inzeniera kompetencé. Inzenieris klast
arl par 20. gadsimta avangarda, jo ipasi — konstruktivistu un futaristu iemilotu
t€lu. Makslas stradnieks ir psiho—inzenieris—konstruktors, kur§ zimé makslas darbu —
konstrukeiju, ka, pieméram, tas izskan Lacis un Brehta vélaka drauga Sergeja
Tretjakova raksta “Futtrisma perspektivas™ (“Perspektivy futurizma’) [Groys et al.
2005:270]. InZeniera un inzenierbavju témai Valters Benjamins pievérsies ari raksta
“Parize, 19. gadsimta galvaspilséta” (“Paris, Hauptstadt des XIX Jahrbunderts”), ka
arl nodala par dzelzs konstrukcijam darba “Pasazas”.

InZeniere Asja Lacis, kas burtiski un pat vardarbigi autora “izlauz celu” kada
jauna virziena, ir to estétiski politiskas uztveres parmainu metafora Benjamina
domasana, kura liek vinam ieraudzit “komunistisko praksi (..) pavisam cita gaisma

neka agrak” [Benjamin 1995-2000, 2. s¢j.:483].
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THE ROLE OF ANNA (ASJA) LACIS IN THE GENESIS OF WALTER BENJAMIN'S
PHILOSOPHICAL THOUGHT

Abstract

Walter Benjamin’s collection of articles, Passagenwerk (The Arcades Project),
is regarded as the quintessence of his philosophical thought and aesthetical beliefs.
A forerunner of this monumental work is the travel description entitled “Napoli”,
written in co-authorship with Anna Lacis, where the keyword is porosity, which is
a metaphor for the specific way of thinking for Walter Benjamin. The collection of
literary sketches “One Way Street” and “Moscow Diary”, created in cooperation with
Anna Lacis, are also important records of the 20" century aesthetical perceptions and
ideological considerations. There exists an interesting intertextual link between the
images of cities in various Benjamin’s works — Naples, Riga, Moscow. The article is an
attempt to discover the “unclear” influence of Asja Lacis on the philosophical thought
of Walter Benjamin and is based on Beata Paskevica’s monograph “In der Stadt der
Parolen. Asja Lacis, Walter Benjamin und Bertolt Brecht” published in Germany in
2006. The conclusion is that Asja Lacis has not had a great influence on Benjamin’s
political views but on his aesthetical views. This has been metaphorically formulated
by Benjamin himself in the dedication text of his book “One Way Street”.

Keywords: theory of film art, theatre under the influence of Russian avant-garde,
W. Benjamin’s mental topology, Naples, engineer.
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ASJA LACIS IN NEAPEL. WIE DAS KONZEPT DER POROSITAT DEN
STIL DER TEXTE WALTER BENJAMINS UND THEODOR W. ADORNOS
BEEINFLUSST

Im September 1924 reist ein junger, philosophisch informierter und interes-
sierter Kompositionsschiiler an den Golf von Neapel. Sein Name: Theodor
Wiesengrund-Adorno. Sein Freund Siegfried Kracauer, der zu dieser Zeit bei der
Frankfurter Zeitung arbeitet, reist mit ihm. Sie werden in Neapel Walter Benjamin
treffen, den Adorno voller Respekt bewundert. Auf dem Weg lesen sie, sozusagen als
Vorbereitung ihres Aufenthalts einen kurzen von Benjamin verfassten Text, “Neapel”
betitelt, den Kracauer auf der ersten Seite der Frankfurter Zeitung veréffentlicht hat.
Aber Benjamin ist nicht der alleinige Autor von “Neapel”, ein Fakt, mit dem Adorno
nicht zurande kommt. “Benjamins Neapel-Aufsatz ist auflerordentlich, Borchardt
konnte es nicht besser, und wer ist Asja Lacis? Die Schwester des Theodor Déubler
oder ein kabbalistischer Ibbur aus der Schizophrenie des Waltenden?” [Adorno,
Kracauer 2008:111]. Adorno wird auch spiter noch die Mitautorschaft von Lacis
durchweg bestreiten [Adorno 1966:174], bei der von ihm mitverantworteten
Herausgabe von Benjamins Schriften ist Benjamins Widmung an Lacis in der
“Einbahnstrafl¢” und ihr Autorenname bei “Neapel” gestrichen [Brenner 1971:133].
Ich méchte im Folgenden zeigen, wie sehr dieser Leugnung zum Trotz, Benjamins
und Adornos so einfluss- und folgenreiche Texte von der Mitautorschaft Lacis an
“Neapel” profitieren.

Der Text “Neapel” ist eine dichte, atmosphirische Beschreibung der oftmals
wunderlichen Phinomene des neapolitanischen Alltags —auf den ersten Blick wirkt
es, als wiirde sich Benjamin mit diesem Text von der theoretisch anspruchsvollen
Arbeit an seiner Habilitation iiber das barocke Trauerspiel erholen. Beim
genaueren Hinsehen entdeckt man aber doch ein theoretisches Konzept, das den
Text durchwirkt. Die sogenannte Porositit dient als Charakterisierung fiir die
chaotische Vielfalt Neapels: Nichts ist festgefiigt, alles darf sich in improvisierten
und tiberraschenden Wendungen vermischen, der gefallene Priester darf wieder
segnen, Feiertage schieben sich in die profanen Wochentage hinein, privates und
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offentliches Leben verwirren sich. “Man meidet das Definitive, Geprigte. Keine
Situation erscheint so, wie sie ist, fiir immer gedacht, keine Gestalt behauptet ihr,
‘so und nicht anders’ [Benjamin, Lacis 1925:309]. Dass nichts es selbst bleiben
darf, fihrt zu einem riesigen “Durchdringungsprozess (..) “[Benjamin, Lacis
1925:316], eine Kategorie des Mangels wird zum Garanten von Fiille. “Porositit
ist das unerschopflich neu zu entdeckende Gesetz dieses Lebens” [Benjamin,
Lacis 1925:311], und diesem Gesetz spiiren Lacis und Benjamin bis ins kleinste
Detail nach, selbst die Schalheit der eisgekiihlten aromatisierten Sifte reichert das
detailverliebte Bild noch um die Geschmacksnote an.

Thren Ursprung hat die Porositit aber in etwas ginzlich Realem. Es ist das
Tuffgestein, der besondere Baustoff Neapels. Bei einem Vulkanausbruch wird
Magma in die Luft geschleudert, wo es zu Gestein erkaltet. Wasserdampf und
andere Gase entweichen und hinterlassen Hohlriume im Stein, machen ihn
pords. Wegen seiner Porositit ist Tuff leichter als andere Stoffe und weist eine
héhere Dimmung auf. Zudem lisst er sich durch seine geringe Festigkeit ideal als
Baumaterial ausheben und in die gewiinschte Form bringen.

Die Lochrigkeit ist eine Eigenschaft des Baustoffes. Aber von dort springt sie
tiber auf all das, was mit diesem Baustoff angefangen wird. Lacis und Benjamin
vollziehen diesen Ubergang von naturhafter Form zu Kultur in maximaler Rasanz:
“Pords wie dieses Gestein ist die Architektur” [Benjamin, Lacis 1925:309], heifSt
es in “Neapel”. Doch damit nicht genug. In den beiden folgenden Sitzen wird die
Porositit zudem auf das in diesen Bauten stattfindende soziale Leben ausgeweitet:
“Bau und Aktion gehen in Hofen, Arkaden und Treppen ineinander tiber. In allem
wahrt man den Spielraum, der es befihigt, Schauplatz neuer unvorhergesehener
Konstellationen zu werden” [Benjamin, Lacis 1925:309].

Das Lochrige ist hochansteckend. Als Natureigenschaft beobachtet, springt
es tiber die Architektur auf alle von Benjamin und Lacis beobachteten Alltagsphino-
mene iiber, jede beschreibende Szene im Neapel-Text ist vom Prinzip der Porositit
durchwirkt.

Wer hat aber nun die Porositit entdeckt? War Lacis nur Begleitung fiir
Benjamins theoretische Erkundigungen, wie es wohl Adorno behaupten wiirde?
Oder stammt der Begriff von Lacis, wie sie in ihren Erinnerungen erzihle? Ich
denke, es gibt zahlreiche Hinweise dafiir, dass dieser “Fund” aus einem idealen
Zusammentreffen zweier Denktraditionen und — erwartungen entsteht.

BenjaminsInteresse ist durch die Beschiftigung mit den barocken Trauerspielen
ein ganz und gar theatrales. Aber es geht eben um ein “richtiges” Theater und
noch dazu um eines aus lingst vergangener Zeit. Hochreizvoll muss es fiir ihn
sein, das Theatrale auch als soziale Struktur in seiner unmittelbaren Umgebung zu
entdecken. Als Praktikerin ist Lacis dafiir eine ideale Augenéffnerin.
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Die theatrale Praxis, von der Lacis gelernt hat, ist eine revolutionire. Sie will das
Theater von einer elitiren Kunstveranstaltung wieder zu einer selbstverstindlichen,
gesellschaftlich relevanten und aktuellen Ausdrucksform machen. Das Bespielen
der Stadt als Bithne etwa ist fiir Lacis etwas bereits Eingeiibtes, in Riga fiihrte sie
eine historische Revue, die den Kampf zwischen Herrscher und Unterdriickten zur
Darstellung bringt, als “groflen Zug der Schauspieler und Mitwirkenden durch die
ganze Stadt” [Lacis 1971:33].

Aber der russische Theateroktober hat nicht nur die Gegenstinde der Darstellung
zu revolutioniren gemacht, sondern auch die Art und Weise der Darstellung selbst.
Meyerhold, dem Lacis als einem der wichtigsten Protagonisten der revolutioniren
Theateravantgarde Russlands in den 1920er-Jahren ihre prigendsten Erfahrungen
verdankt, ging in vielerlei Hinsicht gegen das naturalistische Theater vor. “Der
Schauspieler miisse — wie in den Bliitezeiten volksnahen Theaters — Spieler,
Pantomime, Clown, Singer, Tidnzer, Akrobat in einem sein, er diirfe die magische
‘vierte Wand’ zwischen Bithne und Zuschauer nicht anerkennen, er solle weniger
der psychologischen Deutung einer Figur Beachtung schenken, sondern seine
physischen Darstellungsmittel ausbilden” [Hoffmann, Wardetzky 1972:37], heifSt
es tiber Meyerholds Forderungskatalog. Lacis hebt in ihren Erinnerungen einen
Aspekt von Meyerholds Arbeit hervor, der die innovative Behandlung des
Gesamtensembles betrifft. Sie berichtet: “AufSerdem leitete er die Klasse szenische
Bewegung in seinem Studio. Das war kein Zufall — er suchte, wie man am besten
Gedanken riumlich ausdriicke. Das waren die ersten praktischen Vorbereitungen
zu seiner berithmt gewordenen Theorie des Arrangements” [Lacis 1971:13].
Meyerhold selbst schreibt: “Gesten, Haltungen, Blicke, Schweigen bestimmen die
wahren Beziehungen der Menschen. Worte sagen nicht alles. Also ist eine Struktur
der Bewegungen auf der Bithne unentbehrlich” [Meyerhold 1979:129].

Mit seiner Inszenierung des “Grofimiitigen Hahnrei” unterzieht Meyerhold
diese Struktur einem Praxistest. Auf einer ansonsten kahlen, undekorierten Biithne
befindetsich eine Spielflichenkonstruktion, “eine Spiel-Maschine, eine “Werkbank’
fur die ‘Produktion’ der Schauspieler”: “Die Konstruktion vom HAHNREI mit
ihren verschiedenen Ebenen, Schrigen (Rutschen), Treppen, Drehtiiren und
rotierenden Rédern galt als Musterbeispiel der ‘reinen’ Konstruktion” [Bochow
2010:77] — wahrlich ein Spielraum, der als Schauplatz unvorhergesehene Kon-
stellationen eroffnet. Wenn man auf einem der Fotos der Inszenierung alle
Schauspieler auf der “Spiel-Maschine” sieht [Bochow 2010:166], dann wird die
Theorie des Arrangements sofort augenfillig: Zwolf Schauspieler formieren sich
kreisartig auf der ebenso gebauten Biithnenbild-Konstruktion. “Wenn ich nach
Hause fahre, werde ich Dekorationen mit unzihligen Spielflichen bauen lassen”
[Lacis 1971:50], schreibt Lacis nach der Entdeckung der porésen Hauswinde
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Neapels. Die zwolf Schauspieler bilden zusammen eine solche Spielfliche — sie
umbkreisen eine Liicke, das sie durch ihre Formation erst erzeugen.

Benjamin hat das Potential eines solchen Arrangements, hat ein solches
“Gefige der Beziechungen” [Benjamin 1977:112] schon vor 1924 erkundet, an
einem vom neapolitanischem Chaos scheinbar weit entfernten Gegenstand: der
Lyrik Holderlins. Dessen poetische Technik erméglicht es laut Benjamin, disparate
Dinge zu einer freien Assoziation anzuordnen: “So daf$ hier, um die Mitte des
Gedichts, Menschen, Himmlische und Fiirsten, gleichsam abstiirzend aus ihren
alten Ordnungen, zu einander gereiht sind” [Benjamin 1977:112].

Mit diesem Absturz bekommt man eine erste Ahnung von den strukturellen
Vorteilen der Porositit, von der revolutioniren Technik, die sie auszuprigen
imstande ist. Dekontextualisieren von Material heif$t in einer hierarchischen
Welt auch dehierarchisieren. Holderlins Reihe ist Gleichmacherei. Und diesen
revolutioniren Aspekt des Aus-dem-Zusammenhang-Reiflens, des Poros-Machens
nutzt Benjamin nun auch fir das eigene Schreiben. Die Idee der Konstellation aus
dekontextualisiertem Material wird zu einer Technik einer nicht nur theatralen,
sondern auch schreibenden Darstellung.

Der Text “Neapel” macht seinen Inhalt — die vorgefundene Struktur der
Porositit — zu seiner Form. Die, ‘unvorhergesehene Konstellation’ wird von pords
gemachten, aus ihren Kontexten gerissenen Dingen gebildet. Will man diese
Dinge wirklich gleichwertig anordnen, dann ist nur eine kreisartige Struktur
moglich, bei der alles gleichweit von der Mitte entfernt ist. Als Konstellation
umbkreisen diese Porosititen eine Porositit als ihre leere Mitte. Genau das versuchen
Benjamin und Lacis in ihrem Neapel-Text stilistisch umzusetzen. So wie es bei
einer Meyerholdschen Auffithrung nur ein Ensemble gibt, keinen Hinter- oder
Vordergrund, keinen Star, keine Hauptrolle, so wird in einem solchen Denk-Bild
kein ordentlicher Fortgang kausaler Argumentation entworfen, kein Hin und
Her zwischen These und Exemplifizierung, keine hierarchisierenden Etappen von
Einleitung, Fazit, oder Ahnliches. Das Material wird vielmehr einfach nur aneinan-
dergereiht, jedes hat den gleichen Wert, den gleichen Anteil am Gesamtgebilde,
das keinen weiteren Rahmen, keine andere Bithne hat als die, die es selbst aus-
bildet. Am Ende gibt es keine Moral und kein Fazit, zu der oder zu dem sich das
Beschriebene zusammenfassen lassen kénnte. Man hat sich lediglich einmal um
sich selbst gedreht und die einzelnen Stationen dieses Panoramas moglichst genau
angesehen.

Benjamin und Lacis machen den inhaltlichen Befund der Porositit zum
Strukturprinzip ihres Textes. Das bunte Treiben Neapels wird zum Stilideal des
eigenen Schreibens. In einer Gemengelage aus Theater und Poesie schmiegt sich
die Form dem Inhalt an. Ein Aspekt des grofien Reizes, der von den Schriften
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Benjamins ausgeht — das Anti-Systematische, eine Offenheit der Schreibweise, die
auch die Interpretationsmoglichkeiten maximal offenhilt — hat seinen Ursprung
im gemeinsam mit Lacis entdeckten pordsen Neapolitanischen Gestein.

Mit dem Begriff der Konstellation wird die Struktur der Porositit ehrgeiziger.
Sie bescheidet sich nicht mehr damit, stilistisches Prinzip zu sein. In der
“Erkenntniskritischen Vorrede” des Trauerspielbuchs, mit der Benjamin genau
zu dem Zeitpunkt ringt, als er Lacis kennenlernt, macht er die Frage nach der
Darstellung zum wesentlichen Moment emphatischer Erkenntnis, nimlich der
Wahrheit des jeweils untersuchten Gegenstandes: “Denn nicht an sich selbst,
sondern einzig und allein in einer Zuordnung dinglicher Elemente im Begriff
stellen die Ideen sich dar” [Benjamin 1928:214].

In einer fritheren Fassung der Vorrede treibt es Benjamin beim Sich-Annihern
an diese Darstellungsform philosophischer Deutung von einer Metapher zur nichsten:
Zunichst ist diese Zuordnung ein Mosaik, dann sind es die den Sinai bedeckenden
Steine, anschlieffend bemiiht Benjamin dafiir die Mutterschaft, einen reiflenden
Strudel oder die Sonne [Benjamin 1928:934]. Der entscheidende Vergleich aber wird
erst in der spiteren Fassung eingefiigt: “Die Ideen sind ewige Konstellationen und
indem die Elemente als Punkte in derartigen Konstellationen erfaf3t werden, sind die
Phinomene aufgeteilt und gerettet zugleich” [Benjamin 1928:215].

Auf diese Weise wandert das neapolitanische Alltagsspektakel als theoretische
Selbstvergewisserung bereits in die “Erkenntniskritische Vorrede” des Trauerspiel-
buches. Denn mit der Konstellation hat Benjamin den zentralen Begriff fiir eine
neuartige Deutungstechnik gefunden und sogleich paradigmatisch auf die aktuelle
Untersuchung angewandt. Die Wahrheit tiber das barocke Trauerspiel ergibt sich
nicht in einem argumentativen Nacheinander von Aussagen, die tiber bestimmte
Elemente getroffen werden, sondern im Zugleich einer auch disparate Elemente
zusammenzwingenden Konstellation. “Nicht die abschliefSende ‘Station’ allein,
sondern erst das ‘Sternbild’ aller bringt die ‘Idee’ der Trauerspiel-Allegorie zur
‘Darstellung’, ohne sie in einem Ergebnis-Satz zu ‘haben’ [Menninghaus 1995:97],
schreibt Winfried Menninghaus.”

Die Struktur einer derart gestalteten theoretischen Arbeit ist denn auch keine
fliefende. Das Trauerspielbuch sei “so gebaut, daf§ jeder der dicht gewobenen und
in sich undurchbrochenen Abschnitte gleichsam Atem schépft, von neuem anhebt,
anstatt nach dem Schema des durchlaufenden Gedankengangs in den nichsten zu
miinden. Dies literarische Kompositionsprinzip vertritt kaum einen geringeren
Anspruch als den, Benjamins Vorstellung von der Wahrheit selber auszudriicken”
[Adorno 1955:571], schreibt Adorno in der Riickschau. Die offene Struktur der
Porositit, die im Neapel-Text die Dichte der Beschreibung erméglichte, wird als
Konstellation nun auch fiir einen genuin theoretischen Text fruchtbar gemacht.
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Auch fiir Adorno wird die Porositit fiir seine theoretischen Texte stilprigend.
Zwei Monate nach seiner Riickkehr aus Neapel schreibt er einen Essay zur
Urauftithrung der Oper “Wozzeck” seines Kompositionslehrers Alban Berg, der fiir
Adorno den Beginn seiner eigentlichen schriftstellerischen Entwicklung bedeutet,
denn “er ist eigentlich der erste, mit dem ich recht zufrieden bin, und gewif3
der erste, der mein neues Stilideal in einiger Reinheit ausprigt” [Adorno, Berg
1997:43]. Er will seinen Aufsatz tiber eine Komposition von Berg so geschrieben
haben, wie Berg komponiert: “Meine geheimste Absicht war, in der sprachlichen
Fithrung des Aufsatzes unmittelbar so zu verfahren, wie Sie, etwa im Quartett,
komponieren.” [Adorno, Berg 1997:44].

Es ist dieselbe Entsprechung von Gegenstand und Analyse, die schon in
Lacis’ und Benjamins Neapel-Denkbild am Werk war. Dieses versuchte, die
vorgefundene Porositit in einer pordsen Form zur Darstellung zu bringen. Adorno
strebt eine ebensolche Entsprechung an — zudem ist der Gegenstand strukturell
identisch. Denn die Kompositionsart des Quartetts beschreibt Adorno, ohne
das Wort zu benutzen, als porés. “Man meidet das Definitive, Geprigte. Keine
Situation erscheint so, wie sie ist, fiir immer gedacht, keine Gestalt behauptet
ihr, ‘so und nicht anders”, hief§ es im Neapel-Aufsatz. Die Kompositionsweise,
die seiner geistigen Haltung entsprechen soll, 16st in Adornos Charakterisierung
ebenfalls jegliche Identititen, jegliches Bei-sich-Sein auf: “Es gibt im Quartett,
jedenfalls im zweiten Satz, keine “Themen’ im alten statischen Sinn mehr. Der
permanente Ubergang weicht jede in sich verfestigte Gestalt auf, 6ffnet sie zum
Voraufgehenden und Folgenden, hilt sie im unablissigen Fluf$ der Varianten”
[Adorno 1968: 393]. Diese Formation der musikalischen Porosititen fithrt wie im
Neapel-Denkbild zu einer kreisférmigen Struktur. Der Aufsatz sei, “im Gegensatz
zu fritheren, nicht nach dem ‘Oberflichenzusammenhang’ disponiert (..), sondern
(hat sein Maf3) in der Kontinuitit der gedanklichen Fithrung, der — ideellen —
Gleichzeitigkeit und faktischen Gleichwertigkeit der Intentionen” [Adorno/Berg
1997:43], paraphrasiert Adorno das Strukturideal der Konstellation, das in seinen
Schriften Karriere machen wird. In “Parataxis”, seinem Essay {iber Holderlin aus
den 1960er-Jahren, wird sich Adorno direkt auf Benjamins Bestimmung der
Holderlinschen Reihe beziehen und unter anderem den parataktischen Satzbau
als Frontstellung gegen die “logische (..) Hierarchie subordinierender Syntax”
[Adorno 1964:471] starkmachen. In seinem programmatischen Essay iiber den
Essay nimmt er diese Struktur auch fiir den eigenen Stil in Anspruch. Bestimmend
sei fiir den Essay, dass “gewissermaflen alle Objekte gleich nah zum Zentrum
sind” [Adorno 1958:28]: “Seine Uberginge desavouieren die biindige Ableitung
zugunsten von Querverbindungen der Elemente, fiir welche die diskursive Logik
keinen Raum hat” [Adorno 1958:31]. Und noch wihrend der Arbeit an der
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nicht mehr fertiggestellten Asthetischen Theorie wird dieses Nebeneinander zur
Selbstanweisung: “Das Buch mufd gleichsam konzentrisch in gleichgewichtigen,
parataktischen Teilen geschrieben werden, die um einen Mittelpunkt angeordnet
sind, den sie durch ihre Konstellation ausdriicken” [Adorno 1970:541]. Wie sehr
er es auch bestreiten wiirde — das von Lacis’ Theaterarbeit inspirierte Konzept
der Porositit wird von Adorno zum Strukturprinzip seiner Texte verwandelt. Die
Sublimierung einer revolutioniren Praxis in einen Schreib- und Denkstil verleiht
seinen Texten die eigentiimliche Ambivalenz aus aufrithrerischer Energie und
meditativem In-Sich-Selbst-Kreisen.

ASJA LACIS IN NAPLES: HOW THE CONCEPT
OF POROSITY INFLUENCED BENJAMIN AND ADORNO'’S STYLE
OF PHILOSOPHICAL WRITING

Abstract

In 1924 Asja Lacis and Walter Benjamin met in Capri and wrote together the
short text “Naples” which got famous for its way of pictorial thinking and marked
Benjamin’s turn towards the phenomena and politics of actual everyday life. But there
is much more. In “Naples”, the authors use the porosity they find in the building
material and the social happenings in Naples as a concept of thinking and a new,
alternative structure of philosophical writing. I want to show how “Porosity” becomes
the nucleus of the concept of constellation, one of the most important notions in the
work of Benjamin and, influenced by him, Adorno.

Keywords: Asja Licis, Walter Benjamin, Theodor W. Adorno, porosity; Naples.
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ASJA LACIS NEAPOLE. KA PORAINIBAS KONCEPTS
IETEKMEJA VALTERA BENJAMINA UN TEODORA V. ADORNO
TEKSTU STILU

1924. gada septembri kads jauneklis, kas apgust kompozicijas makslu,
intereséjas par filozofiju un labi parzina to, dodas celojuma uz Neapoles lici. Vina
vards ir Teodors Vizengrunds-Adorno (7heodor Wiesengrund-Adorno). Vins celo
kopa ar savu draugu Zigfridu Krakaueru (Siegfried Kracauer), kurs taja laika strada
avizé “Frankfurter Zeitung”. Neapolé vini tiksies ar Valteru Benjaminu (Walter
Benjamin), pret kuru Adorno izturas ar cienpilnu apbrinu. Lai sagatavotos $im
notikumam, pa celam abi draugi lasa nelielu, Benjamina sarakstitu tekstu “Nea-
pole”, kuru Krakauers ir publicéjis savas avizes pirmaja lappusé. Tacu Benjamins
nav vienigais $a teksta autors, tas ir fakes, par kuru Adorno nevar tike skaidriba.
“Benjamina apceréjums par Neapoli ir kaut kas sevisks, Borharts (Borchardy)
nevarétu uzrakstit labak, bet kas ir Asja Lacis? Teodora Deiblera (7heodor Déubler)
masa vai kabalas tradicija Benjamina Sizofrénijas radita laga dvésele?” [Adorno,
Kracauer 2008:111]. Ari vélak Adorno pilnigi noliegs Asjas Lacis lidzautoribu
[Adorno 1966:174], Benjamina rakstos, kuriem vins bija lidzizdevéjs, ir svitrots
Benjamina veltijums Asjai Lacis gramata “Vienvirziena iela” (“Einbahnstrafte”), ka
arl vinas ka lidzautores vards pie teksta “Neapole” [Brenner 1971:133]. Par spiti
$im noliegumam, es vélétos paradit, cik loti Asja Lacis ka “Neapoles” lidzautore ir
ietekméjusi nozimigos Benjamina un Adorno tekstus.

Teksts “Neapole” ir blivs, Neapoles ikdienas biezi vien visai divaino paradibu
atmosféru attélojoss apraksts — pirmaja mirkli skiet, ka Benjamins $aja teksta it ka
atpiisas no sava teorétiski sarezgita habilitacijas darba par baroka laikmeta tragédiju.
Tacu, ieskatoties uzmanigak, atklajas teorétiskais koncepts, kas caurvij visu tekstu.
Ta dévéta porainiba kalpo Neapoles haotiskas daudzveidibas raksturojumam, te
nav neka noteikta, viss var sajaukties improvizétos un parsteidzosos pavérsienos,
kritusais priesteris atkal drikst dot svétibu, svétku dienas iejuk starp parastajam
nedélas dienam, privata un sabiedriska dzive samudzinas kopa. “Te izvairas no
noteiktibas un pabeigtibas. Neviena situacija neizskatas tada, kada ta ir un kadai
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tai butu jabat vienmér, neviens nesaka tikai ta un ne citidi” [Benjamin/Lacis
1925:309]. Tas, ka nekas nevar palike tads, kads tas ir, noved pie milziga “piesati-
nasanas procesa (...)” [Benjamin/Lacis 1925:316], tas, ka kaut ka pietrikst, garanté
pilnibu. “Porainiba ir §is dzives arvien no jauna atklajamais likums” [Benjamin,
Lacis 1925:311], un Lacis un Benjamins izpéta $o likumu lidz vissikakajai detalai,
pieméram, raksturojot ar ledu atvésinatas aromatizétas sulas ka novadéjusas:
deta]am bagata aina tiek vél papildinata ari ar garas niansi.

Tacu porainibas koncepta izcelsme ir saistita ar kaut ko pilnigi realu. Tas ir zuf,
pavisam Ipass Neapolé izmantots bavmaterials. Vulkana izvirduma laika gaisa tiek
izsviesta magma, kas atdziestot sacieté par vulkanisku iezi. Udens tvaiki un citas
gazes izdalas un atstaj akmeni dobumus, padarot to porainu. Porainibas dé] tufs
ir vieglaks par citam vielam, un tam piemit labakas izolacijas ipasibas. Ta ka tas ir
saméra miksts, to viegli var izrakt un tam ka bavmaterialam pieskirt vélamo formu.

Caurumainiba ir bavmateriala ipasiba, bet ta pariet uz visu, kas tiek pasakts ar
$o buvmaterialu. Lacis un Benjamins $o pareju no dabiskas formas uz kultaru paveic
maksimala atruma: “Tikpat poraina ka sis akmens ir arhitektara” [Benjamin, Lacis
1925:309], rakstits eseja “Neapole”. Tacu tas vél nav viss. Porainiba tiek attiecinata
arl uz $ajas celtnés notiekoso socialo dzivi: “Baves un darbosanas pagalmos, arkadés
un kapnés pariet cita cita. Visur tiek saglabata briva telpa, kas var klat par jaunu
neparedzétu konstelaciju arénu” [Lacis 1925:309].

Caurumainiba ir arkartigi lipiga. Ka daba novérojama ipasiba, ta no arhitek-
tiras pariet uz visam Benjamina un Asjas Lacis novérotajam ikdienas paradibam,
jebkura Neapoli apraksto$aja aina izpauzas porainibas princips.

Bet kurs atklaja porainibu? Vai Lacis bija tikai Benjamina pavadone ta teo-
rétisko pétijumu laika, ka to batu apgalvojis Adorno? Vai ari So jédzienu radijusi
Asja Lacis, ka vina stasta savas atminas? Es uzskatu, ka daudzas norades liecina par
to, ka par So atradumu japateicas divu dazadu domasanas tradiciju un domasanas
iespéju idealai saskarsmei.

Nodarbojoties ar baroka laikmeta tragédijam, Benjaminu interesé viscaur
teatrilais. Tacu tad runa ir par 7stu tedtri, turklat vél sen aizgijusa pagatné. Arkar-
tigi pievilciga vinam varétu Skist teatralisma ka socialas struktaras atklasme vis-
tuvakaja apkartné. Lai istenotu $o mérki, Asja Lacis, budama praktike, ir ideala
acu atdaritaja.

Teatris, no kura Lacis ir macijusies, bija revolucionars teatris. No elitara mak-
slas notikuma vina teatri atkal grib padarit par passaprotamu, sabiedriski nozimigu
un aktualu izteiksmes formu. Izmantot pilsétu par skatuvi Asjai Lacis jau ir ierasta
lieta, Riga vina ir uzvedusi vésturisku réviju, kura cina starp valdnieku un apspies-
tajiem attélota ka “liels aktieru un citu dalibnieku gajiens cauri visai pilsétai” [Lacis

1971:33].
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Tacu Oktobra revolucija Krievijas teatri bija ieviesusi ne tikai revolucionaru
saturu, bet ari revolucionaru télojuma veidu. Meierholds (Meyerhold), viens no
Krievijas revolucionara teatra avangarda nozimigakajiem protagonistiem, kur§
20. gados bija visvairak ietekméjis Asju Lacis, daudzéjada zina nostajas pret natu-
ralistisku teatri. “Aktierim esot jabut — ka tas bijis tautai tuva teatra ziedu laikos —
spélmanim, mimam, klaunam, dziedatajam, dejotajam, akrobatam viena persona,
tas nedrikstot atzit, ka starp skatuvi un skatitajiem eksisté magiska cerurta siena,
vinam esot javelta mazak uzmanibas kada téla psihologiskajai interpretacijai, bet
gan jaattista savi fiziskie télosanas dotumi” [Hoffmann, Wardetzky 1972:37], ta
tiek raksturots Meierholda izvirzito prasibu katalogs. Lacis savas atminas izce]
kadu Meierholda darba aspektu, kas attiecas uz inovativu pieeju visam aktieru
ansamblim. Vina raksta: “Bez tam vins sava studija pasniedza skatuves kustibas no-
darbibas. Ta nebija nejausiba — vin$ mekléja veidu, ka domas vislabak paradit
telpiski. Tie bija pirmie praktiskie méginajumi cela uz vélak ievéribu guvuso ska-
~tuves iekartojuma teoriju” [Lacis 1971:13]. Pats Meierholds raksta: “Zesti, pozas,
skatieni, klusé$ana nosaka patiesds attiecibas starp cilvékiem. Vardi jau visu nepa-
-saka. Tatad uz skatuves ir nepiecie$ama kustibu struktira” [Meyerhold 1979:129].

Lugas “Augstsirdigais ragnesis“ iestudéjuma Meierholds $o struktaru par-
bauda praksé. Uz skatuves, uz kuras nav nekadu dekoraciju, atrodas spéles virsmu
konstrukcija, spéles masina, darbgalds, ar ko raZor aktieriem: “Augstmana kon-
strukcija ar tas dazadajiem limeniem, slipam virsmam (slidném), trepém, virpul-
durvim un rotéjosiem riteniem tika uzskatita par spilgtu #irds konstrukcijas pa-
raugu” [Bochow 2010:77] — tas patie$am bija spéles laukums, kas lava izspélét
iepriek$ neparedzétas situacijas. Kada no $a inscenéjuma fotografijam uz spéles
masinas redzami visi aktieri [Bochow 2010:166], ta uzskatami izskaidro skatuves
iekartojuma teoriju: divpadsmit aktieri apli izvietojusies uz tapat apli bavétas
scenografiskas konstrukcijas. “Kad atgriezisos majas, lik$u uzbavét dekoracijas ar
neskaitamiem spéles laukumiem” [Lacis 1971:50], raksta Lacis péc Neapoles
namu poraino sienu atkladanas. Sie divpadsmit aktieri kopigi veido tadu spéles
laukumu — vini ielenkusi caurumu, ko rada pasi ar savu izkartojumu.

Sada izkartojuma potencialu, $adu “attiecibu struktaru” [Benjamin 1977:112]
Benjamins bija pétijis jau agrak — pirms 1924. gada — Helderlina (Holderlin) lirika,
kam ar Neapolé valdoso haosu skietami nav neka kopiga. Péc Benjamina domam,
$a autora dzejas tehnika lauj briva asociacija sakartot nesavienojamas lietas: “Ta, ka
Seit, ap dzejola vidu, cilvéki, debesu batnes un firsti, it ka zaudéjot savu iepriekséjo
statusu, ir nolikti cits citam blakus” [Benjamin 1977:112].

Ar $o télu atskiriga statusa zaudéSanu pirmoreiz rodas nojausma par porai-
nibas strukturalajam prieksrocibam, par revolucionaro tehniku, ko ta spgj iz-
veidot. Materiala izrausana no konteksta hierarhiski iekartota pasaulé nozimé ari
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hierarhijas likvidésanu. Noliekot visus télus viena rinda, Helderlins tos nonivelé.
So kopsakara atcel$anas, porainibas revolucioniro aspektu nu Benjamins izmanto,
arl sacerot savus tekstus. Ideja par no konteksta izrauta materiala konstelaciju,
klast par tehniku, ko var izmantot ne tikai teatri, bet ari rakstot.

Teksta “Neapole” saturs — pilsétai raksturiga porainibas struktara — klast
par ta formu. Neparedzeéti konstelicija tiek veidota no porainam, arpus konteksta
esosam lietam. Ja $is lietas grib sakartot ka tiesam lidzvértigas, tad iespéjama ir
tikai aplveida struktiira, kura visi elementi atrodas vienada attaluma no vidus. Sada
konstelacija porainas lietas izkartotas ap vienu porainu lietu ka to tukso centru.
Tiesi $adu struktaru Benjamins un Lacis mégina stilistiski realizét sava Neapoles
teksta. Tapat ka Meierholda uzveduma ir tikai ansamblis, nav ne prieksplana, ne
fona, nav nevienas zvaigznes, ne galvenas lomas, ta $ada eseja nav istas kauzalas
argumentacijas, te nemijas tézes un izklasts, nav tadu hierarhiski sakartotu teksta
dalu ka ievads, kopsavilkums vai tamlidzigi. Materials drizak tiek vienkarsi savirk-
néts, viss ir vienadi svarigs, visam ir vienlidz nozimiga dala kopéja veseluma, kam
nav cita satvara, citas skatuves, ka tikai ta, ko tas pats rada. Beigas nav nekadas
morales, ne kopsavilkuma, ko varétu veidot par aprakstitajiem vérojumiem. Autori
ir tikai it ka apgriezusies sev apkart un iespéjami uzmanigi apskatijusi §is panoramas
atseviskos pieturas punktus.

Benjamins un Lacis saturu, kam raksturiga porainiba, padara par sava teksta
struktiiras veidosanas principu. Neapoles raiba rosiba klast par vinu tekstveides
stilistisko idealu. Sastopoties teatrim un poézijai, forma piemérojas saturam. Viens
no Benjamina apceréjumu lielas pievilcibas aspektiem — nesistematiskums, stila
atvértiba, kas paver arl maksimalas iespéjas interpretacijai, — radies, iedvesmojoties
no kopigi ar Asju Lacis Neapolé atklata poraina ieza.

Lidz ar konstelacijas jédziena ievieSanu teksta poraina struktara klast ambi-
ciozaka. Ta vairs nesamierinas tikai ar stila principa lomu. Gramatas par tragédijam
“Epistemologiskaja priek$varda”, ar kuru Benjamins nopulas tiesi taja laika, kad
iepazistas ar Asju Lacis, vins$ izklasta veidu izvirza par dzilas izzinas, proti, attieciga
pétama priekSmeta patiesiguma, batisku momentu: “Jo idejas neatklajas pasas par
sevi, bet gan vienigi tad, ja konkréti elementi tiek sakartoti jédziena” [Benjamin
1928:214].

Agrak sarakstita priek$varda versija, méginot tuvoties $ai filozofisku skaidro-
jumu izklasta formai, Benjamins traucas no vienas metaforas pie citas: vispirms $is
izkartojums ir mozaika, tad — Sinaja kalnu klajosie akmeni, péc tam Benjamins
$im nolukam izmanto mates télu, strauju virpuli vai sauli [Benjamin 1928:934].
Iz8kirosais salidzinajums tiek ieklauts tikai vélak sarakstitaja versija: “Idejas ir
muzigas konstelacijas un, uztverot elementus ka punktus $ada veida konstelacijas,
fenomeni vienlaicigi tiek sadaliti un ari saglabati” [Benjamin 1928:215].
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Sada veida Neapoles ikdienas ainas ki pastéla teorétiskais apstiprindjums jau
ieklast gramatas par tragédijam “Epistemologiskaja prieksvarda”. Konstelacija
Benjamins ir atradis jauna veida interpretacijas tehniku un talin to izmantojis
ka paradigmu aktualaja pétijuma. Patiesiba par baroka laikmeta tragédiju neizriet
no secigi izklastitiem argumentiem par noteiktiem elementiem, bet gan no vien-
laicigas ari pilnigi neviendabigu elementu konstelacijas. “Ne jau nobeiguma pozicija
viena pati, bet gan to visu kopéjais zvaigzndjs noved tragédijas alegorijas ideju lidz
prieksstatam, kur$ nav fikséts viena secinajumu formuléjosa teikuma” [Menninghaus
1995:97], ta Vinfrids Menninghauss.

Sadi veidota teorétiska darba struktiira nav plisto$a. Grimata par tragédijam
esot “buivéta ta, ka katra no cie$i savérptajam un pasas ietvaros nepartrauktajam
sadalam it ka ievelk elpu un sakas atkal no jauna, nevis péc caurviju domu gajiena
shémas ieplast nakamaja. Sis literaras kompozicijas princips nepretendé ne uz ko
mazaku, ka Benjamina prieksstata par patiesibu iemieso$anu” [Adorno 1955:571],
retrospektivi raksta Adorno. Porainibas atvérta struktira, kas eseja par Neapoli
padarija iespéjamu apraksta blivumu, tagad ka konstelacija tiek izmantota ari tiri
teorétiska teksta veidosana.

Porainiba klast ari par Adorno teorétisko tekstu stila pazimi. Divus ménesus
péc atgriesanas no Neapoles vin$ raksta eseju par sava kompozicijas skolotaja
Albana Berga operas “Voceks” (“Wozzeck”) pasaules pirmizradi, kas iezimé Adorno
ka rakstnieka attistibas sakumu, jo Bergs uzskatija: “Vins isteniba ir pirmais, ar
kuru es esmu visai apmierinats, un noteikti pirmais, kur§ saméra tiri pauz manu
jauno stila idealu.” [Adorno, Berg 1997:43]. Adorno uzskata, ka vins$ savu rakstu
par Bergu ir uzrakstijis ta, ka Bergs komponé. “Mans slepenais nodoms bija, rak-
stot eseju, ar valodu rikoties tiesi tapat, ka Jas to darat, komponéjot, pieméram,
kvartetu.” [Adorno, Berg 1997:44].

Ta ir tiesi tada pati priek$meta un analizes formas atbilstiba, kada jau bija
vérojama Asjas Lacis un Benjamina apceréjuma par Neapoli. Taja tika méginats
redzamo porainibu attélot poraina forma. Adorno censas panakt tadu pasu atbil-
stibu — turklat aprakstamais priek$mets ir strukturali identisks. Adorno nelieto $o
vardu, tacu apraksta kvarteta kompozicionalo struktiru ka porainu. “Neviena si-
tuacija neizskatas tada, kada ta ir un kadai tai batu jabat vienmér, neviens nesaka
tikai td un ne citadi”, bija rakstits teksta par Neapoli. Komponésanas veids, kas
atbilst vina intelektualajai parliecibai, Adorno raksturojuma tiesi tapat likvide
jebkuru identitati, jebkuru sevis saglabasanu: “Kvarteta, ta otraja dala jau nu
noteikti, nav vairs tému agrakaja statiskaja izpratné. Pastavigas izmainas skar katru
izveidojusos télu, padara to atvértu attieciba pret to, kas bijis ieprieks, un to, kas
sekos, paturot to nepartrauktu variantu plasma” [Adorno 1968:393]. Poraino
muzikas ainu sakartojums, tapat ka eseja par Neapoli, veido aplveida strukearu.
Sis apceréjums, “pretéji agrakajiem, neesot planots ka aréji redzamas sakaribas (..),



ASJA LACIS NEAPOLE 91

bet gan (mérojams) ar domas virzibas nepartrauktibu, izvirzito mérku — iedo-
matu — vienlaicigu Isteno$anu un faktisku lidzvértigumu” [Adorno, Berg 1997:43],
ta Adorno parfrazé konstelacijas strukeiiras idealu, kas vélak vina rakstos tiks biezi
izmantots. Eseja par Helderlinu “Parataxis”, ko vins sarakstis 60. gados, Adorno
tiesi atsauksies uz Benjamina formuléto télu sakartojumu viena rinda un, starp
citu, ari aizstavés saliktu sakartotu teikumu pretnostatijumu “pakartojosas sintakses
logiskajai (..) hierarhijai” [Adorno 1964:471]. Sava programmatiskaja eseja par
eseju vins So struktaru izmanto teksta stila veidosanai. Noteicosais eseja ir tas, ka
“visi objekti atrodas zinama méra vienlidz tuvu centram” [Adorno 1958:28]: “Taja
pareja uz citu objektu izspiez viena limena elementu sasaisti par labu tadu elementu
savstarpéjai sasaistei, kura diskursivaja logika nav iespéjama” [Adorno 1958:31].
Un, pat vél stradajot pie nepabeigtas “Estétikas teorijas”, $adu lidzas nostatisanu
Adorno izvirza par ieteikumu pasam sev: “Gramata jasaraksta it ka koncentriski
vienlidzigas, paraléli sakartotas dalas, kas izvietotas ap viduspunktu, kuru tas izveido
ar savu konstelaciju” [Adorno 1970:541]. Lai ka vin$ ari to apstridétu, Asjas Lacis
porainibas konceptu, ko radit iedvesmoja darbs teatri, Adorno parvérta par savu
tekstu struktairas principu. Revolucionaras prakses iepludinasana domasanas un
rakstibas stila pieskir vina tekstiem raksturigo divdabibu, kas sastav no dumpigas
energijas un meditativas rinko$anas pasam sevi.

Tulkojusi Mudite Smiltena, Dr. philol.
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ASJA LACIS IN NAPLES: HOW THE CONCEPT OF POROSITY INFLUENCED
BENJAMIN AND ADORNO’S STYLE OF PHILOSOPHICAL WRITING

Abstract

In 1924 Asja Lacis and Walter Benjamin meet in Capri and write together the
short text “Naples” which got famous for its way of pictorial thinking and marks
Benjamin’s turn towards the phenomena and politics of actual everyday life. But there
is much more. In “Naples”, the authors use the porosity they find in the building
material and the social happenings in Naples as a concept of thinking and a new,
alternative structure of philosophical writing. I want to show how “Porosity” becomes
the nucleus of the concept of constellation, one of the most important notions in the
work of Benjamin and, influenced by him, Adorno.

Keywords: Asja Lacis; Walter Benjamin; Theodor W. Adorno; porosity; Naples.
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NEAPOLES PASAZAS

— Tas nav mulkibas. Kristus bija neapolietis.
(Kurcio Malaparte. “Ada”

Ipasu slepenu radniecibu pasaule: palma un spalvu puteklu slotina,
féns un Milosas Venera, $ampaniesa pudeles, protézes un véstulu
rakstiSanas rokasgramata, <nepabeigts>

(Valters Benjamins. “Pasazu darbs”. A°, 4)

Savam “Neapoles pasazam” esmu izvélgjies divus epigrafus. Pirmais ir frag-
ments no Kurcio Malpartes romana “Ada”, kura risinas saruna starp Malaparti (ka
$a romana personazu) un amerikanu armijas pulkvedi Dzeku Hamiltonu (darbs
apraksta Otro pasaules karu, kad amerikanu armijas desants ir izcélies Neapolé):
“— ..Kiristus bija neapolietis. — Neruna mulkibas, — atteica Dzeks. — Tas nav
mulkibas. Kristus bija neapolietis” [Malaparte 2001:12].

Tas varétu but gana spilgts un paradoksals atgadinajums neiekrist pavirsa
atticksmé pret Asjas (Annas Lacis) un Valtera Benjamina nelielo, Neapolei veltito
skiciti — $kietami tikai tadu ka celojuma aprakstu. Protams, pateicoties Benjamina
vardam, ari “Neapole” ir ieguvusi teorétisku traktéjumu — australiesu filozofs
Endrja Benjamins Asjas un Valtera Neapoles aprakstos vairakkart sastopamo
terminu “porainiba’ ir parvértis nozimiga arhitektaras filozofijas jédziena, bet...
ne reizi nepieminot Asju (ari raksts saucas “Porosity At The Edge: Working through
Walter Benjamin’s “Naples™).

Odrs citats ir nepabeigts fragments no pirmajam piezimém Valtera Benjamina
“Pasazu darbam”, kas tapusas starp 1927. gada vidu un 1930. gadu (tas ir fragments
“A°, 47), un tas varétu kalpot ka izraksts no salidzinasanas metodes rokasgrama-

%0 Raksts pieejams: https://www.academia.edu/449918/Porosity At The Edge Working
through Walter Benjamin s Naples
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tas — metodes, kuru sava “Pasazu darba” izmanto ari Benjamins®'. Tikai es gribétu
salidzinat o 1925. gada “Frankfurter Zeitung” publicéto “Neapoli” un pasu “Pasazu
darbu”, uzsverot tos fragmentus, kas varétu but tapusi Asjas ietekmé. (Abi teksti,
kaut vai sava apjoma péc, ir tikpat atskirigi ka féns un Milosas Venera.)

Tomér es izvélésos citu metodi. Tas isu aprakstu, pat tikai ieteikumu vai ma-
jienu uz to var atrast Borhesa stasta “Pjérs Menars, “Dona Kihota” autors” no-
beiguma. Sis paris rindinas var palikt nepamanitas, ja domajam par Pjéra Menira
gandriz neiespéjamo veikumu — no jauna uzrakstit Servantesa dizo darbu, tomeér
tas — ka biezi Borhesa tekstu gadijuma — ir uzskatamas par originalu véstures
un tekstu interpretacijas metodes skici: “Varbut péc ta netieckdamies, Menars
ir bagatinajis stivo un neizkopto lasi$anas makslu ar savu jauno metodi — ar
apzinita anahronisma un maldigi piedévétas autoribas panémienu. Sadas pieejas
izmanto$ana paver bezgaligas iespéjas, vilinot mus parlasit “Odiseju”, it ka ta
butu saceréta vélak par “Eneidu”, un Anri Baseljé kundzes gramatu “Le jardin du
Centaure”, it ka to patiesim batu sarakstijusi Anri Baseljé kundze. Sida metode
piepilda ar piedzivojumiem pasas visratnakas gramatas. Piedévét apceréjumu “Par
Kristus atdarinasanu” Luija Ferdinanda Selina (jeb Selina — /. 7.) vai DZeimsa Dzoisa
spalvai — vai gan tas nepieskirtu pietickamu svaigumu $im smalkajam dvéseles
skolojumam?” [Borhess 2002:35]°2 .

Es nebusu tik radikals ka savas fantazijas Borhess — iedomasimies tikai, ka
nepabeigtais “Pasazu darbs” ir tapis pirms “Neapoles”.

Lai palukotos uz “Pasazu darbu” caur “Neapoles” prizmu, jaapvér$ pasa Benja-
mina darba fikséta véstures metodologija. Esmu par to jau rakstijis [Taurens 2014;
Taurens 2015] — Benjamina skatijuma uz pagatni kodoligakais raksturojums atro-
dams “Pasazu darba” konvolata “K” (K2, 3): bez “prieksmetu ikreizéjas konkreéti
vésturiskas situacijas” japem véra aridzan “konkréti vésturiska situacija, kura
dialektisko metodi [t. i., mas $eit un tagad — /. 7] interesé tas priek$meti”. Tadéjadi
notiek “Istenibas sabiezé$ana (integracija)”, kura viss pagajusais “var iegtit augstaku
aktualitates pakapi neka savas eksistences bridi” [Benjamin 1991:494-495]. Tacu
skatjumam uz “Neapoli” piemérotaka batu piezime par anekdoti: “Anekdote
telpiski pievirza mums tuvak lietas, lauj tam ienakt masu dzivé. Ta parstav stingru
pretstatu vésturei, kura prasa “iejusanos” [Einfiilung], kas visu padara abstraktu.
“Tejusands’: pie ta noved avizu lasisana. Patiesa metode, ka lietas padarit tagadnigas,

°! Visi tulkojumi no V. Benjamina “Pasazu darba” ir autora veikti péc Benjamina Rakstu
piekea séjuma [Benjamin, 1991].

52 Ar “Kristus atdarinasanu” domats Kempenas Toma 15. gadsimta sakuma darbs “De
Imitatione Christi”, kuru diez vai kadam ienaktu praca salidzinat ar DZoisu vai francu rakst-
nieka Selina 30. gadu beigu romaniem jeb pamfletiem, kuru nosaukumi runa pasi par sevi,
pieméram, “Liku skola” (“Ecole des Cadavre”, 1939).
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ir: prieksstatit tas masu telpa (nevis mas lietu telpa). Tikai anekdotes spéj mas pie
ta piedabat (I°, 2)” [Benjamin 1991:1014].

Var teikt, ka $is metodologiskais princips rod savu izpausmi “Neapolé”, jo
tiesi ar anekdoti sakas Asjas un Benjamina apraksts — tas ir stasts par netikumiba
apvainotu priesteri, kuru pulis pavada ar lastiem, lidz vin$ svéta nejausi sastaptus
kaziniekus, taja bridi visi krit celos. Un talak teksta seko atzinums — ja katolicismam
“batu japazad no zemes virsas, tad, iespéjams, ta pédéjais atbalsts nebatu vis Roma,
bet Neapole” [Benjamin und Lacis 1991:307]. (Starp citu, $is “Neapoles” teikums
var palidzét saprast paradoksalo — un vésturiski acimredzami aplamo — Malapartes
domu, ka Kristus bija neapolietis.) Domaju, ka skatijums uz “Neapoli” caur
agrinu “Pasazu darba” piezimi par anekdoti, $o tekstu uzreiz padara par nopietnu
refleksiju, kas Skietami nejausas kadas pilsétas dzives norisés un artefaktos lauj
meklét, ka Benjamins teiktu, “politisku” skatijumu uz tagadni.*®

Asjas ietekme uz Benjaminu varétu bat saistita ar teatri (Benjamina
noraiditaja habilitacijas darba vacu baroka dramaturgija, ta saukta Zrauerspiel,
ir vispirms jau literatras forma). Ar teatri saistitais jédzieniskais aparats ka
sabiedribas kritikas instruments parasti tiek saistits ar situacionisma avangarda
kustibu, tacu jau agrinajas piezimés “Pasazu darbam” noradita “sakotnéja
strikta (Parizes) pasazu un teatra saistiba” (C°3). Turpat talak Benjamins raksta,
ka pastavéja paradums luksusa veikalus nodévét sezonas popularako vodevilu
nosaukumos. “Ta ka $adi galantérijas veikali lielakoties veidoja pasazu smalkako
dalu, tad $adas galerijas bija liela sava dala ka teatri aizstajoSas norades”
[Benjamin 1991:997]. Bet “Sadas pasazas ir pilséta, pasaule miniatara” — ka
varam izlasit pasas pirmas konvolatas sakuma (A1, 1) [Benjamin 1991:83].
To var saukt par fundamentalu Benjamina domu, tacu tas pirmsakumi (ja
atgrieZamies pie “pareizas” vésturiskas secibas) ir “Neapolé”: “Sados nostiros
diez vai var pateike, kur vél tiek bavéts un kur jau ir iestajies sabrukums. Jo
nekas nav gatavs un pabeigts. Porainiba rodas ne tikai no dienvidu amatnieku
vienaldzibas, bet gan vispirms jau no improvizacijas kaislibas. Tai par katru
cenu jasaglaba telpa nejausibai. Ekas tiek izmantotas ki tautas teitra skatuve.
Tas visas sadalas neskaitamos vienlaicigi apdzivotos spéles laukumos. Balkons,
pagalms, logs, vartu rime, kapnes, jumts ir reizé skatuve un teatra loza. Pat
nozélojamakais nabags ir suveréns neskaidra divdabiga apjausma, kad visa sava
pagrimuma lidzdarbojas kada neatgriezeniska Neapoles ielas aina un sava
trakuma izbauda valas bridi, sekojot plasajai panoramai. Tas, kas norisinas

53 Sk. minéta “K2, 3” fragmenta nobeigumu: “Tadéjadi $i pieeja pagajusajam nozimé
aplikot to nevis historisma ietvaros ka lidz $im, bet gan politiski, politiskas kategorijas” [Ben-

jamin, 1991:495].
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uz kapném, ir rezijas augsta skola. Kapnes, kas nekad nav pilnigi atklatas, vél
mazak — ieslégtas smaciga ziemelnieku majas kasté, veic pagriezienu ap stiri
un pazid, lai talak atkal uzrastos no jauna” [Benjamin und Lacis 1991:310]%.

Starp citu, ari porainibas jédzienu varam atvasinat no teatra! Par teatri tiek
turpinats nakamaja rindkopa: “Ari materiala zina ielu un teatra dekoracijas ir
loti radniecigas. Papirs $eit spélé nozimigu lomu. Sarkani, zili un dzelteni musu
gainajamie, altari no krasaina spodrpapira pie sienam, papira rozetes uz jélas galas
gabaliem. Tad varieté izrades virtuozitate. Kads nometies uz celiem, blakus uz
asfalta stav kastite, un ta ir viena no dzivakajam ielam. Ar krasainiem kritiniem
vin$ zimé uz akmeniem Kristus télu, zem ta kaut ko lidzigu Madonnas galvai.
Tikmér ap vinu ir sastajies aplis, makslinieks piecelas un, kamér vins gaida pie sava
darba — kadu stundas ceturksni, pusstundu —, retas, iepriek$ noskaititas monétas
no skatitaju loka krit uz vina zimétas figuiras locekliem, galvu un rumpi. Kameér
vin$ tas uzlasa, visi izklist, un paris mirklos bilde ir nopédota. Sadas virtuozitates
nebat ne mazak svarigs piemérs ir makaronu é$ana ar rokam. (..)” [Benjamin und
Lacis 1991:310-311; Lacis, 1971:47-48].

Svarigaka Seit varbut ir fraze: “Tas, kas norisinas uz kapném, ir rezijas augsta
skola”, kas ar lielu varbutibu var tikt piedévéta Asjai. Teksts nepretendé uz feno-
menologisku batibu skatljumu jeb ideaciju Huserla nozimé, bet ir konkrétas para-
dibas, lietas, notikuma apraksts, kuram ir vésturiska dimensija (“Ka trec¢ento laika
eremitu gleznas...” tiek dévétas klinti iecirstas noliktavas un majokli vienlaikus
[Benjamin und Lacis 1991:309; Lacis 1971:46]), bet kuram ir ari tas, ko es gribétu
saukt par vertikalo dimensiju, ar ko es saprotu jédzienisku tiklu, kas tick uzmests
noteiktam, skietami nesaistitam paradibam (makaronu éSana ar pirkstiem ir ka
teatris u. tml.). Abos gadijumos notiek jau minéta notikuma nozimes “sabie-
zé$ana” (Verdibtung; anglu tulkojuma tiek runats neitralak, par koncentraciju —
concentration [Benjamin 2002:393]); paraléli tam — apraksta lietoto lingvistisko
izteiksmju nozimes sabiezésana.

Neapole ir kalnaina, un kapnes ir tai raksturigas, savukart teatrala pilsétas
dzives forma vislabak izvérsas tie$i uz kapném. Nav nejausi, ka Kurcio Malaparte
savu 40. gadu sakuma Neapoles Gradoni di Kaja kapnu apraksta ainu veido sev
raksturiga, gandriz vai sirreala stila, ka tragikomisku farsu®®: “Visa plaso kapnu
garuma uz pakapieniem ciesi cita citai lidzas sédéja sievietes, $kita ka vinas batu

>4 Sk. $a fragmenta citdtu arl Asjas vicu valoda izdotajas atminas [Lacis, 1971:47]. Turp-
mak, ja pieminétais “Neapoles” fragments citéts ari Asjas atminas, tiks noraditi abi avoti.

% Nopédota un izdzésta bilde liek “atceréties” Roberta Rausenberga darbu “Izdzéstais de
Kuninga ziméjums”, kas tapis (tapis izdzésts sesu nedé]u laika) 1953. gada.

>¢ Viss kapnu apraksts, no kura nemti citati, atrodas Malapartes “Adas” otraja nodala
[Malaparte, 2001:60-62].
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sasédusas uz amfiteatra pakapjveida sédekliem un patie$am vérotu kadu lielisku
izradi” [Malaparte 2001:60-62].

Péc izvérsta $o sievie$u apraksta Malaparte piemin “blaustigo publiku, ko vei-
doja uz tuvako namu balkoniem sastajusas un pa logiem izkarusas vecenes, kuras,
izspurusas, noskretusas, iepletusas bezzobaino muti nekitros smieklos, vécinaja
rokas, izbrékdamas lamas un piedauzigus jocinus”.”” Dazas no sievietém karto cita
citai matus, un — kas svarigi — tie visam bija sasukati tie$i tapat ka “bija sasuka-
tas vaska Madonas ielu staru mazajas svétnicas”. Prostitucijas un katolu svétas
saistiba — gluZi vai varétu domat, ka Malaparte batu lasijis nelielo rakstu “Frank-
furter Zeitung”. Saistiba ar teatri uzsvérta talakaja teksta: “Grandoni pakapieni
atgadinaja engelu kapnes Jekaba sapni, un skita, ka tur sasédusas sievietes sa-
pulcgjusas uz kadiem svétkiem vai izradi, kura vinas vienlaikus batu gan skatitajas,
gan akerises. (PiebildiSu, ka Seit ieziméta dialektiska aktiera un skatitaja lomas
saistiba. — /. 7) Palaikam kada no vinam iedziedajas, uzsakdama kadu no melanho-
liskajam Neapoles plebeju dziesminam, ko talin parmaca smiekli, raupjas balsis un
spalgi izsaucieni, kas izklausijas ka paliga saucieni vai sapju kliedzieni. Tomér $im
sievietém piemita ari lepna iznesiba, un vinu pozas, briziem piedauzigas, briziem
komiskas, briziem célas, un pat vinu haotiskais teatralais izvietojums skita divaini
svinigs” [Malaparte 2001:60-62].

Dazadu fragmentu konstelaciju, kam atbilst noteiktas vietas “Neapoles teksta”
varétu turpinat. Tadas, pieméram, batu piezimes, kas “Pasazu darba” veltitas slieksna
pieredzei (O2a, 1), ka ari tas, kas apvieno to, ka lietas paradas sapni un kolekcionara
skatijumu uz tam: “Lai saprastu pasazas no pasa pamata, més tas iegremdéjam
dzilakaja sapna slani, runajam ar tam, it ka tas batu mas parsteigusas / batu mums
uzgradusas virsa. Kolekcionars lidzigi apluko lietas” (F°, 34) [Benjamin 1991:
617-618, 1009]. Kaut kada zina “Pasazu darba” fikséta kolekcionara attieksme
pret lietam ir ari veids, ka Asjas un Benjamina teksts skatas uz Neapoli, ko pasa
vinu raksta varbar vistrapigak simbolizé “novariti kaku galvaskausi un gliemeznicas
(..) uz stendiem ostas kvartala” [Benjamin und Lacis 1991:311; Lacis 1971:48]
Galvena Neapoles icla — Toledo iela — darbojas ka galerija [Benjamin und Lacis
1991:313-314], bet “Pasazu darba” fragmenta “A8a, 2” Benjamins ir izrakstijis
citatu no kadas gramatas, kas apraksta Parizi 2000. gada un kura runats par segtu
galeriju tiklu, kas parklaj visu pilsétu (Benjamina izmantota gramata izdota Parizé,
1869. gada) [Benjamin 1991:101-102].

Domaju, pietiks literaru atsaucu kolazas, kas ir ari “Pasazu darba” metode (frag-
menta “Nla, 8” Benjamins savu metodi nosauc par “literaro montazu” [Benjamin

%7 Varétu piebilst: gandriz vai Daniila Harmsa “vecenes” no vina “Gadijumiem”, kuras aiz
zinkaribas izliecas pa logu, izkrit un nositas [Harmss, 2007:22].
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1991:574]). Pienacis laiks rezuméjumam. Salidzinat, sastatit kopa més, protams,
varam tikai tekstus. Lai ari “autora nave” ir pazinota 1967. gada, publicgjot anglu
valoda (gadu pirms francu originala) Rolana Barta rakstu, tomér autors — ka 1996.
gada “Literatiiras teorijas” papildinitaja izdevumai raksta Terijs Igltons — vél nav
miris (is not exactly dead — vin$ saka), lai ari “naivs biografisms ir izgajis no modes”
[Eagleton 1996:208]. Tac¢u $aja gadijuma, ari iztickot bez “naiva biografisma”, més
varam izteikt vien nepieradamas hipotézes. Tada ir ari Pitera Osborna un Metja
Carlza raksta par Benjaminu apgalvotais, ka “nepabeigtais “Pasazu darbs”, sakts
1920. gadu beigas, (..) parada modernisma eksperimentus ar formu, kas daléji var
tikt piedévéts (Annas) Lacis ietekmei” [Osborne and Charles 2011].

Atgriezoties no Borhesa ieteikas lasiSanas metodes pie tradicionalas, laika
secibu ievérojosas, un, saglabajot atmina $o apvérsta lasijuma pieredzi, gandriz
katram Asjas un Benjamina “Neapoles” teksta teikumam vajadzétu bat guvusam
jaunas nozimes. Tas, protams, jebkuru ieceri tulkot $o darbu padara par Menara
cienigu projektu — katram teikumam bis nepieciesams izvérsts komentars!
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THE ARCADES OF NAPLES
Abstract

Among the numerous interpretations of Walter Benjamin, the short sketch
“Naples” — collaboration with Anna Lacis or Asja — has become particularly renowned.
However, Asja as a co-author has frequently been overlooked. This article makes an
attempt to provide an interpretation on the collaboration of Asja and Benjamin by
using the method of reading proposed in the conclusion of Borges’s short story
“Pierre Menard, Author of the Quixote”, which allows one to re-read “Odyssey” as if
it were written after “Aeneid”. Likewise, we might analyse “Naples”, looking at it from
the perspective of Benjamin’s unfinished work “The Arcades Project”. Thus, a great
number of notes relevant to the methodology of “The Arcades Project” can be seen
fully implemented in the seemingly superficial travel description of “Naples”. Asja’s
influence on Benjamin might be related to the theatre, and the theatricalism of the
life in Naples is brilliantly conveyed in their text. Likewise, the Italian author Kurzio
Malaparte builds the scene of the description of the stairs of Gradoni di Chiaia in
Naples in his typical surreal style, as a tragicomic farce, and that is yet another view
of Naples, which highlights the significance of Asja and Benjamin’s work. Part of this
significance is the influence of Asja’s theatrical thinking on Benjamin’s methodology,
which, in all likelihood, is never to be fully verified.

Keywords: Anna Licis, Walter Benjamin, philosophy of architecture.
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BERNHARDA RAIHA RADOSA DARBIBA LATVIJA:
1951-1972

Austrijasizcelsmes vacu rezisoraun teatra teorétika Bernharda Raiha®® (Bernhard
Reich, 1894—1972) profesionalais un personiskais liktenis ir ne mazakas uzmanibas
vérts ka vina spilgtas dzivesbiedres Annas Lacis dzivesstasts. Viens no 20. gadsimta
20. un 30. gadu kreisi noskanotas vacu teatra makslinieku vides zinamakajiem var-
diem, tuvs Maksa Reinharda, Ervina Piskatora un, jo ipasi, Bertolta Brehta profe-
sionalais lidzgaitnieks un draugs, kura asais prats, inteligenta personiba tikusi
lauzta un svaidita tipiskajas 20. gadsimta pirmas puses véstures kolizijas — no
aristokratiskas Vines uz modernisma teatra mekléjumu metropolém Berlini un
Minheni, lai 20. gados noklatu PSRS un tur ari nodzivotu lidz maza beigam.

Biografisks ieskats

Raihs ir dzimis 1894. gada Moravija, bet gimene driz parcelas uz Vini, kur
Raihs iegast labu klasisko izglitibu, vins absolvéjis klasisko gimnaziju Viné un péc
tam studgjis Vines universitates Juridiskaja fakultaté. No 1914. lidz 1919. gadam
Raihs ir rezisors Jaunaja Vines teatri un Vacu Tautas teatri Ving, kur iestudé Henrika
Ibsena, Gerharda Hauptmana, Franka Vedekinda, Fridriha Hebela u. c. lugas.
1920. gada Raihs tiek uzaicinats uz M. Reinharda vadito Berlines Vacu teatri, kur
par rezisoru darbojas gandriz cetrus gadus. 1923./1924. gada sezona Raihs strada
par rezisoru Minhenes Kamerteatri, kur iepazistas ar B. Brehtu. Tobrid Brehts
parstrada literaro materialu Raiha iestudétajai Aleksandra Dima “Kaméliju damai”
(1923), savukart Raihs ir viens no Brehta lugas “Virs paliek virs” (1925) tap$ana
iesaistitajiem radosajiem lidzautoriem.

Ar jauno latvie$u rezisori A. Lacis, kas ieradusies no Latvijas, lai iepazitos ar
Vacijas teatriem, Raihs satiekas 1922. gada. Tiesi Raihs ieved A. Laci vacu teatra

%8 Saskana latviesu valodas normam vacu personvardu atveidé uzvardu Reich pielaujams
latviskot gan ka Reihs, gan Raihs. Saja raksta izmantota forma Raibs, kas lietota ari levas Stru-
kas monografija “Sarunas ar Maru Kimeli”. Riga: Jumava, 2007.
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vidé, iepazistina ar teatra rezisoriem M. Reinhardu, B. Brehtu, E. Piskatoru, kino
rezisoru Frici Langu u. c. A. Lacis toreiz pavada Vacija tris gadus, péc tam uz isu
bridi vél atgriezas Latvija, lai ar Raihu satiktos atkal 1926. gada — jau Padomju
Savieniba, Maskava.

No 1926. gada lidz Otra pasaules kara sakumam Raihs dzivo Maskava,
publicéjas vacu un krievu presé, 30. gados klust par vienu no vadosajiem Maskavas
Valsts Teatra instittita rezijas fakultates macibspékiem, lasa lekcijas vacu un pasaules
teatra vésturé, ir PSRS Rakstnieku savienibas, Krievijas proletarisko rakstnieku
asociacijas, Jauno rezisoru asociacijas biedrs, viens no Starptautiskas stradnieku
teatru asociacijas vaditajiem.

Kad 1938. gada tick apcietinata A. Lacis, B. Raihs tiek atlaists no pasniedzéja
amata, vinam nelauj lasit lekcijas un publicéties, un vins saglaba darbu tikai Teatra
institata arhiva. Kara sakuma Raihs evakuéjas uz Taskentu, kur 1941. gada janvari
tiek apcietinats un pavada turpmakos 10 gadus Aktjubinskas nometné Kazahstana.
1951. gada sakuma Raihs tiek atbrivots un parcelas uz Latviju, turpmak lidz pat
savai navei dzivo kopa ar A. Lacis Valmiera un Riga.

A. Lacis un B. Raiha privato attiecibu stasts sakas jau driz péc iepazisanas
1922. gada un turpinas lidz pat B. Raiha navei 1972. gada. Kaut ari oficiali vini
saregistréjas tikai 1957. gada un A. Lacis spilgta sieviskiba iedvesmojusi daudzus
pretéja dzimuma parstavjus, tomér Raiha personibas ipaso nozimi sava dzivé muza
beigas atzist ari pati A. Lacis: “Mums bija lidziga pasaules izjuta, més abi dvéselé
spéjam milét tikai vienreiz. Visi tie Brehti, Laicéni un paréjie ravas un tiecas péc
manis, bet man vinus nevajadzéja, jo ar mani bija Raihs. Més nodzivojam kopa

»

gandriz 50 gadus, pietrika tikai divu nedélu...” [Oxnsauckuit 1997:4].

Radosa darbiba

Raiha radogajai darbibai pédéjos divdesmit maza gados Latvija ir tris virzieni.

lestudéjumi teatri

1956. gada Raihs Valmieras teatrl iestudé H. Ibsena lugu “Heda Gablere”
(titulloma Marija Adamova vai Inga Kalgja). A. Lacis $ai laika ir Valmieras teatra
makslinieciska vaditaja, un Raiham radita iespéja islaicigi atgriezties teatrl ir tikai
vinas nopelns, par ko liecina gan vinas véstules, gan spraigas diskusijas Valmieras
teatra repertuara planosanas sapulcés. “Hedas Gableres” iestudéjums negast ipasu
rezonansi, tas saglabajies galvenokart aktieru atminas ka 50. gadu Valmierai
neparasta pieredze, stradajot ar mierigo, toleranto Raihu, kurs$ detalizéti analizgjis
katru lugas raksturu, mekléjot psihologisku katra varona ricibas pamatojumu.

Otrs Raiha veidotais iestudéjums top Riga. 1969. gada vins ir scenarija autors
aktrises Ilgas Zvanovas monoizradei péc B. Brehta lugu motiviem “Kurazas mate
un vinas bérni” filharmonija. ReZisore skaitas A. Lacis, bet batiba izrade ir Raiha
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un Lacis kopdarbs. “Més domajam, ka viena aktiera teatra zanram ir prieksrociba,
salidzinot ar citiem Zanriem, tada zina, ka iespé&jams sevi un skatitaju loti spécigi
koncentrét uz $auri noteiktu tematu un motivu loku. (..) Més izskiramies izmantot
vardu par svarigako vidutaju starp skatuvi un publiku. Ja vardi atklaj jégu, padara
to viegli uztveramu, tad mums bija iespéja rosinat skatitaju tiesi ar Brehta domu
bagato tekstu, kas rada visdazadakas jatas,” raksta Raihs [Miglane 1970:139]. Uz
skatuves visu izrades laiku bija tikai aktrise un pianiste, un izrade kopuma bija
vairak uztverama ka lugas lastjums.

Raiha teorétiskie raksti

60.—70. gados Raihs publicé recenzijas par latviesu teatra izradém un rakstus
par arzemju dramaturgiju laikrakstos “Padomju Jaunatne”, “Cina”, “Literatiira un
Maks!”, zurnala “Karogs” u. c., kuros paradas Raiha plasas zinasanas literataras
vésturé un dramas teorija, stagnacijas laikam netipiski plass arzemju dramaturgijas
un teatra konteksts un pat polemika ar socialistiska realisma dogmam. Pieméram,
1967. gada raksta “Aizrobezu dramaturgija un més” Raihs raksturo padomju terito-
rija neiestudétus un nepublicétus dramaturgiskus darbus, pieméram, Pétera Veisa
“Marats/Sads”, Eizena Jonesko “Degunradzi”’, Semjuela Beketa “Gaidot Godo”,
Zana Pola Sartra “Altonas gustekni”, kuri tikusi “diskvalificéti ka modernistiski
(..), lai pasargatu mas no modernistiska gara kaitigas ietekmes” [Reihs 1967:12].
Ta vieta, lai, saskana ar valdo$o ideologiju, $is lugas kritizétu, Raihs tas aizstav, ka
argumentu izmantojot to “antifasistisko ievirzi” un saaurinato realisma izpratni
padomju literatarkritika: “Vai ar realismu saprotam literataru, kas cilvéku un lietu
télosana dibinas uz patiesibas spéku, vai ari realisms prasa kadu ipasu veidu, ka
$o patiesibu paradit, proti, veidu, kas dzivi attélo lidzigu realajai dzivei vai pat
pilnigi vienlidzigu tai? Vai realismu var identificét ar realistisko stilu, vai ta ietvari
ir plasaki? (..) Ta ka runa ir par socialistiska realisma metodi, nevis par stilu,
acimredzot ir nepiecieSams patiesibas spéks, bet jautajums par télojuma veidu
paliek atklats. Ir svarigi, lai socialistiska realisma literataras attélotu lietas tadas,
kadas tas patiesiba ir, un nav svarigi, lai ta raditu lietas tadas, kadas tas izskatas.
(..) Pamatojoties uz maldigu viedokli, ka realisma stils un realisma metode ir
neskirami, visi masdienu télosanas panémieni, kas lietu izskatu attélo brivi, tiek
uzskatiti par antirealistiskiem” [Reihs 1967:12-13].

Si argumentéta retorika visticamik liecina nevis par Raiha naivumu, méginot
pieradit izteikti nerealistisku tekstu atbilstibu realisma parametriem, bet gan par
vina intuitivo maku izmantot literatarteorétisku terminologiju (metode — stils), lai
oficiali neatlauto padaritu, ja ne legalu, tad vismaz pieejamu. Lidzigu pieeju vins
izmanto, 1968. gada rakstidams par padomju lugu vienplaksnainajiem raksturiem.
Vispirms vin$ sniedz freidisku cilvéka personibas raksturojumu: “Més tacu skatam
cilvéku ka mikrokosmu, ka kompleksu. Vina ir savienoti apzinati raditi un apzinati
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kluvusi impulsi un psihiskas reakcijas, un ari psihé dzili ieslépti, ta¢u tomér iedarbigi
uzliesmojumi, satraukumi, inspiracijas, signali, kam var bat neparedzamas sekas.
Cilvékam ir Joti personiskas domas, sajttas, jutas un ari ierasti, automatiski, lidzigi
refleksiem parpemti kopéji grupu spriedumi un aizspriedumi” [Reihs 1968]. Un
tikai péc tam izsaka ideologiski “pareizu” Freida teorijas novérté§jumu un tam
sekojosu pilnigi pretéju konkrétu zemapzinas definiciju: “Zigmunda Freida pa-
saules skatijjums un maciba ir maldiga un aplama, ta¢u nevar noliegt faktu, ka
pastav psihologiskas ietekmes, kuru izcel$anos més nezinam, ka pastav no apzinas
zudusu atminu un piedzivojumu atlikumi, kas tomér ir iedarbigi, aktivi. Es domaju,
ka rakstniekam, kas grib veidot psihologiskas studijas, jaizvelk $is ietekmes dienas
gaisma un to slepenraksts jasifré” [Reihs 1968].

Zurnala “Karogs” Raihs publicé ari vairakus izvérstus apceréjums par dramas
un kritikas teorijas jautajumiem — “Par dokumentalo literataru” (1969), “Par krité-
rijiem kritika” (1969), ‘Hégelis un Brehta teatris” (1970), “Industrialas dramas
attistiba VDR” (1971) u. c.

1960. gada Maskava iznak apjoma neliela Raiha apcere “Brehts”, kas ir
pirmais plasakais pétljums par B. Brehtu. 1970. gada iznak Raiha plasakais un
nozimigakais darbs vacu valoda “Sacensiba ar laiku: atminas par vacu teatra véstures
piecam desmitgadém” (“Im Wettlauf mit der Zeit”, krievu tulkojuma 1972. gada
ar nosaukumu “Bena — Bepnun — Mockea - Bepaun” (“Vine — Berline — Maskava —
Berline”)). Lidzas personiskam atminam gramata Raihs plasi analizéjis ¢etru vacu
rezisoru — M. Reinharda, Leopolda Jesnera, E. Piskatora un ipasi B. Brehta —
teatra modelus, ka ari 20. gadsimta pirmas puses izcilo vacu aktieru Josefa Kainca,
Aleksandra Moisi un Alberta Basermana darbibu. Raihs uzskatams par vienu no
nozimigakajiem 20. gadsimta vidus vacu teatra teorétikiem tiesi tadeél, ka vins savas
teorétiskas atzinas parbaudijis praktiska rezijas darba.

No 1922. gada lidz pat maza beigam daudz par teatra un dramaturgijas
jautajumiem, ipasi par vacu politisko teatri un B. Brehtu, rakstijusi ari A. Lacis.
Subjektivi emocionalaja mates portreta “Asja: rezisores Annas Laces dékaina dzive”
(1996) vinas meita Dagmara Kimele izsaka pienémumu, ka A. Lacis gramatu
loti nozimigs lidzautors bija izglitotais, eruditais B. Raihs: “Toreiz Maskava (..)
mate ar Reihu sédas pie “Vacijas revolucionara teatra” manuskripta. (..) Ik vakaru
atkartojas viens un tas pats. Reihitis diktéja, Asja rakstija. Tad vini saka stridéties.
Pirmkart, tada pasiva pierakstiSana nebija Asjas daba. Un, otrkart, vielu vina, pro-
tams, parzinaja — vipa pazina gan cilvékus, gan pati bija piedalijusies daudzos
vacu revolucionara teatra procesos. Dazreiz vini, katrs palikdams pie sava, skali
klaigaja, bet tad pamazam nomierinajas, un Asja apklusa — mulke vina nebija, vina
saprata, ka Reihitim taisniba, ka vin$ rok dzilak. Vins atkal diktéja, Asja rakstija.
Pielauju, ka gramata varéja iznakt ar divu autoru vardiem uz vaka un titullapa. Bet
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autors bija viens” [Kimele 1996:137]. Bez detalizétas konkrétu tekstu analizes $o
pienémumu nav iespé&jams ne apstiprinat, ne apgazt, tomér par to, ka tas varétu
nebut gluzi bez pamata, liecina tresa Raiha rado$as darbibas dala, proti, sarakste.

Korespondence

Riga, rakstnieka Andreja Upisa memoriala muzeja fondos glabajas vairak neka
140 Raiha rakstitas véstules un pastkartes, adresétas A. Lacis, ka ari Valmieras
teatra aktrisém, Lacis un Raiha gimenes draudzeném Marijai Adamovai-Kalninai
un Vilmai Liepinai, datétas laika posma no 1949. gada decembra lidz 1969. gada
martam. Lidz 1951. gada sakumam tas ir véstules no izsatijuma Aktjubinska, péc
tam — galvenokart no Maskavas, kur Raihs ik pa laikam uzturas ilgaku periodu.
A. Lacis atbildes véstules A. Upisa muzeja ir kopskaita tikai nepilnas 20, kas gan
nenozimé, ka tas ir vienigas, jo A. Lacis un B. Raiha arhivs ir sadalits pa vairakiem
Latvijas muzejiem. Saturiski Raiha véstulés skarti gan profesionali, gan privati
jautajumi. Profesionalaja aspekta lielakoties Raihs loti detalizéti apraksta redzétas
izrades, lasitas gramatas, satiktos cilvékus, stasta par savam iecerém. Pieméram, no
1949. lidz 1951. gadam no izsutijuma rakstitajas véstulés rodama izvérsta vairaku
to lugu analize, ko A. Lacis $aja laika iestudé Valmieras teatri, pieméram, Elmara
Grina “Vgj$ no dienvidiem”, Borisa Lavrenova “Amerikas balss”, Alekseja Arbuzova
“Ses$i mili cilveki”, Sergeja Mihalkova “Zaudéta maja”, Augusta Jakobsona “Tris
kapteini”. Cik iespéjams secinat no korespondences, A. Lacis satijusi Raiham lugu
eksemplarus, un vins atbildgjis ar izvérstam lugu eksplikacijam. Visas nosauktas ir
tipiskas sava laika padomju lugas, ko pirmajos péckara gados iestudé teatros visa
PSRS, lidz ar to Raiha parsteidzosa iedzilinasanas loti primitivajos lugu raksturos
un situacijas visticamak skaidrojama ar pasa Raiha ta briza situaciju — skarbaja
nometnes realitaté §i ir vieniga iespéja kaut neklatiené bat dramaturgijas un teatra
pasaulé un vienlaikus it ka stradat kopa ar miloto Asju. Lidz ar to $is izrades fiziski
gan Valmiera iestudé Asja pati, bet rezisorisko eksplikaciju neklatiené ir veicis
Raihs. Zimigs $aja konteksta ir Raiha teksts 1949. gada 18. decembra véstule,
apsveicot Asju ar tikko Valmiera notikuso Karlo Goldoni “Divu kungu kalpa”
pirmizradi: “Es lepojos ar Tevi un ari ar sevi, jo kaut kada dala no manis dzivo Tevi
un Tavos darbos” [AUMM 19984-1].

Otrs aspekts, ko atklaj Raiha véstules, ir vina un Asjas privatas attiecibas.
Nemot véra sarakstes personisko raksturu, nav pamata tur lasamajam neticét: Raiha
attiecksmé pret Asju dominé beznosacijumu milestiba, nemitigas riipes un interese
par Asjas veselibu, noskanojumu, darbu, lidz pat maza beigam katra véstule beidzas
ar vardiem — es tevi milu, skipstu, ilgojos — un parakstu Der Junge (Puika).

Uzskatams abu makslinieku atskirigo personibu simbiozes piemérs ir Raiha
rakstitais no izsttijuma 1950. gada 13. maija: “Es lieliski saprotu un jutu, ka Tu
saspringta radosa darba periodos alksti péc silta skatiena un tuva cilvéka varda,
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ka Tu izjuti nepiecieSamibu dalities ar vinu savas veiksmés un uztraukuma, viena
varda, nepieciesamiba péc fiziskas tuvibas ar tuvu cilvéku no visa spéka tiecas rea-
lizéties. Bet man liekas, ka masu gados (gan vecuma zina, gan, nemot véra musu
dzives savienibas ilgumu) milestiba arvien vairak iegist intelektualus un draudzi-
gus vaibstus. Ja. Varu tikai teike, ka Tu izvélgjies pareizu toni, kad saki man iz-
vérsti rakstit par savu darbu, par savam problémam, kad saki vérsties pie manis
péc padoma, péc dazadu maksliniecisku problému skaidrojuma. Un es ar lielako
gatavibu, prieku, milestibu lasiju Tavas véstules un uz tam atsaucos. Tas man kluva
nepieciesamas, un man Skita vilinosi, ka péc atgriesanas atradisu Tevi, tuvu cilvé-
ku, kur§ man ir palidzgjis. (..)

Es domaju, ka Tu trauksmainu, nepacietigu gaidu iespaida esi atdevusies vélmei
apstiprinat ar fizisku tuvibu to labo, skaisto saskanu, kas starp mums ir radusies un
parvaréjusi vairaku tikstosu kilometru attalumu.

Tu loti, loti gribi mani redzét ar savam acim! Nezinu, vai vairs varu piedavat

ipasi vilinosu skatu... Ka neka laiks ir ieziméjis mana pieré grumbas un matos
sirmumu. Kad es frizétavas spoguli sevi uzlikoju un mekléju vecuma pazimes, tad
ipasi neapmierinats esmu ar savu seju — svaigums it ka nomazgats.

Tiksanos dod, bet tikai uz 40—50 minttém, esmu parliecinats, ka Tu panaktu
atkartotu tiksanos. Bet péc pieredzes varu teikt, ka no $im tiksanam, kas beidzas
tiesi tad, kad beidzot esi atradis isto toni, paliek tikai briesmiga neapmierinatiba,
kas tikai vél vairak veicina slapes, nevis tas atvieglo. Nenoliedzami, ka, neskatoties
uz to, atskirtibas sakuma $adas tiksanas tomér palidz, bet kad beigas jau redzamas. ..
Man ir kauns, kad iedomajos, ka ta vieta, lai remontétu savus nervus un veselibu
un taupitu radoso energiju, Tu gribi traukties cauri visai Krievijai uz masu stepi. ..
un parvarét brauciena gratibas, uzturé$anos pilséta un satraukumus. Bet, ja Tava
sirds tomér saka: ja, tad ta ari dari” [AUMM 19984-8].

Raiha sika rokraksta ciesas rindinas aprakstitas lappuses, kuras autors biezi
vien vairakkart vienas véstules un reizém pat vienas rindkopas ietvaros pariet no
vacu valodas uz krievu un atpakal, ir aizraujo$s piedzivojums jebkuram pétniekam
un batu pelnijusas tikt publicétas.

Izmantotie avoti un literatiira

AUMM (Andreja Upisa memorialais muzejs). Annas Lacis kolekcija.
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BERNHARD REICH’S CREATIVE WORK IN LATVIA:
1951-1972

Abstract

Director and theatre theoretician Bernhard Reich (1894-1972) is one of the
most outstanding personalities of the German theatre of the 1920s, who, as a director
and co-playwright, has collaborated with Max Reinhardt and particularly with Bertolt
Brecht. In 1922, in Berlin, Reich meets Anna Lacis, with whom he leaves for the
Soviet Union in 1926 and spends the rest of his life together. Having survived the
reprisals of Stalin’s regime, Reich spends the last twenty years of his life in Latvia,
where his creative endeavours are manifested in three ways. Firstly, Reich directs two
productions in the theatre: H. Ibsen’s “Hedda Gabler” (Valmiera Theatre, 1956)
and B. Brecht’s “Mother Courage and Her Children” (the State Philharmonic of the
Latvian SSR, 1969). Secondly, during the 1960s and 1970s, Reich publishes reviews
of Latvian theatre productions and articles about playwriting abroad in the Latvian
periodicals. Thirdly, a number of Latvian museums and archives house Reich’s own
correspondence, mostly addressed to Lacis and discussing both professional and
private issues.

Keywords: Asja Licis, Italy, theatre education, politics, political theatre.
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ANNAS LACIS DARBIBA LATVIJA 20. GADSIMTA 20. GADOS.
EKSPRESIONISMA ZESTS

Atgriezoties Latvija 1920. gada péc astonu gadu prombautnes, rezisorei Annai
Lacis bija visnota] solida studiju, ka ari pedagogiska un rezijas darba pieredze.
Krievija piedzivota 1917. gada revolacija atstajusi neatgriezenisku ietekmi uz visu
vinas turpmako dzivi. Tacu vinas biografijas fakti rada parliecibu, ka ekspresiva
zesta formu veidosana cariskas Krievijas modernisma kultarai ir dzilaka nozime,
neka tas publiski bijis deklaréts.

1912. gada Anna Lacis devas uz Péterburgu, lai iestatos viena no augstakas
izglitibas institatiem Krievija, kura studét atlauts sievietém — Vladimira Behtereva
psihoneirologiskaja institata, divgadigaja visparizglitojosaja fakultaté. No Behtereva
institata Lacis piemin augstskolas brivo atmosféru, ka ari atseviskus pedagogus.
Pieméram, profesoru Reisneru™, kura lekcijas veidotas t. s. literaro disputu veida,
organizéjot literaras tiesas. Pieméram, tiesa starp Dostojevska “Bralu Karamazovu”
varoniem Nikolaju Karamazovu un velnu: “Uz skatuves uznaca Karamazovs un
velns. Vini plasi izklastija savu filozofiju, bet seminara dalibnieki uzstajas gan ka
apsudzetaji, gan ka aizstavji” [RTMM 572617].

Loti popularas bijusas diskusijas par laikmetu un teatri. Ka galvenie referenti
tajas uzstajusies rezisors Vsevolods Meierholds un profesors Nikolajs Anickovs®.
Polemiska smaile bijusi vérsta pret dzives istenibas aréjo izpausmju aklu atdarina-
sanu uz skatuves, pieradot, ka, pieméram, dramaturga Nikolaja Ostrovska lugas
divdesmita gadsimta sakuma jaspélé citadak, neka tad, kad vina lugas tika raditas.

Noradot uz Péterburgas perioda teatra makslas iespaidiem, Anna Lacis biezi
pieminéjusi rezisora Vsevoloda Meierholda (1874-1940) un dzejnicka Vladimira
Majakovska (1893-1930) radoso darbibu. Abu makslinieku jaunrade klas par
neatnemamu pozitiva parauga dalu vinas biografiskajos stastos. Anna Lacis rakstis:
“Par Meierholdu $ai laika pamatoti runaja, ka vin$ ir visur. Te vin$ Suvorina
teatri inkognito iestudé fran¢u melodramu “Krodzins$ Sevilja”, te konsulté Dima

% Mihails fon Reisners (1868—1928) — jurists, sociologs, vésturnieks un publicists.
% Jespéjams, Nikolajs Anickovs (1885-1964) — medikis, vélak PSRS akadémikis.
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“Kameéliju damas” inscenéjumu, piedalas aktieru, makslinieku, rakstnieku un ma-
ziku (ansamblu? — R L.) dibinasana, palaikam izbraukdams uz Teriokiem, kur
liela, vientula vasarnica juras krasta organizé teatri, kura raksturu zimigi izteica
péc Sapunova skices veidota embléma — balts, smaidigs Pjero uz violeta fona. Si
teatra repertuara bija arlekiniades un Servantesa intermédijas. (..) Turklat Meier-
holdam bija sava teatra studija, kur vin$ vadija skatuviskas kustibas klasi. Ta ne-
bat nebija nejausiba. Vin$ mekléja un prata atrast domai telpisku izteiksmi. Un
tiesi $aja plaksné ievirzijas vina radita mizanscénu teorija. Audzéknu darba rezul-
tati tika raditi tados interesantos iestudéjumos ka Bloka “Nezinama”, tapat Goci
“Milestiba uz trim apelsiniem”, kuru Meierholds ne tikai partulkoja, bet ari ievéro-
jami parveidoja. Vispar studija norisa intensivi mekléjumi, lai atjaunotu commedia
dell’ arte un spanu teatra principus” [RTMM 572617].

Neaizmirstamu pilsoniskas drosmes iespaidu uz Annu Lacis atstajis Vladimirs
Majakovskis: “...gluzi neaprakstami norisa viesizrades, ko sniedza “Pasaulé pirmais
futaristiskais teatris” — ta vini pasi sevi nosaukusi. Viena no repertuara naglam
bija divcélienu tragédija “Vladimirs Majakovskis”. Tas rezisors un galvenas lomas
télotajs dzeltena jaka bija pats Majakovskis. Skatuves sanos bija izkarinati audekli,
bet starp tiem lieli plakati. Uz viena no tiem, pieméram, bija attélota pilséta —
ekipazas, tramvaji, skrejosi laudis. Tas viss saziméts juku jukam, cits uz cita, ka
ap Babeles torni, un noziméja — satraukumu un apjukumu, ko radijusi futariska
maksla. (Lidzigi plakati vélak izmantoti Piskatora un Brehta inscenéjumos, tacu
nevis ka parodijisks, bet gan ka satirisks vai dramatisks elements.) (..) Ziemelu
Ledus okeana uz klints séz Majakovskis (protams, tai pasa dzeltenaja jaka). Vinam
galva lauru vainags. Uz skatuves uznak divaini izkrasotas sievietes. Katrai roka
senlaiciga lielgabala apala lode — tas ir asaras, kas list par dzejnieku. Vin$ panem
katru asaru roka, rpigi ievista avizu papira un ieliek ¢emodana, tad piecelas, uzliek
galva cepuri un saka vardus, kas, no Cerrindu panta parlikti parasta prozas valoda,
skan apméram $adi: "Visa pasaulé tacu nav cilvéka, kuram abas kajas vienadas. Es
esmu izslaukts un eju nomierinat savu dvéseli miksta méslu gulta.” Diezgan rupji
un nejédzigi. Publika mezonigi svilpa un kliedza. Atskanéja saucieni: “Majakovskis
ir idiots, arpratigs! Keriet tos blézus ciet! Atdodiet naudu! Bet no skatuves skaidra
dikcija skanéja atbilde: “Pasi esat mulki!” [RTMM 572617].

Sakoties Pirmajam pasaules karam, Anna Lacis nokluva Maskava, kur stra-
daja latviesu diasporas organizétaja sakumskola par pedagogi. Lacis ieklavas ari
emigracija eso$o latviesu inteligencé, apmekléjot gan saviesigus, gan kultaras pasa-
kumus. Tas bija senu pazinu atkalredzésanas laiks, pieméram, Anna Lacis klausijas
Raina dzeju akerises Birutas Skujenieces®! izpildijjuma: “Maskava 1915. gada Biruta
Skujeniece Raina vakara norunaja visu “Galu un sakumu” no galvas bez sufliera.

Lieliski runaja” [RTMM 187911].

¢ Biruta Skujeniece (1888—1931) —aktrise, dzejniece, “Intima teatra” dibinataja un vaditaja
20. gadsimta 20. gados. Parstavéja modernisma simbolistisko atzaru latviesu teatri.
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Maskavas laiks ir ari jaunu draugu un domubiedru iegtisanas laiks. Maskava
studéja latviesu kreisie autori Leons Paegle (1890-1926), Vilis Dermanis (1875—
1938), Linards Laicens (1883—1938), ar kuru Anna Lacis iepazinas socialdemokrata
Paula Dauges (1869-1946) majas viesibas.

1916. gada Anna Lacis uzsaka macibas Fjodora Komisarzevska® nodibinataja
studija, kas darbojas pie slavenas krievu aktrises Veras Komisarzevskas (1864—
1910) varda nosaukta teatra: “Studija rezisors V. Sahnovskis® lasija visparéjo vésturi
un literattiras vésturi. Vin$ nodarbojas ar daildarbu salidzino$o analizi, macija
iedzilinaties stilistiskajas ipatnibas. Viduslaiku teatra vésturi lasija (Aleksandrs)
Pauskins, analizéja mistériju un mirak]u raksturigas ipatnibas, apgalvoja, ka
teatra raksturs, ta psihologija var tikt izprasta tikai saistiba ar vésturisko laikmetu.
(Interesanti, ka tie$i vina lekcijas es sapratu skatuviskas darbibas vietu un laukumu
mainas lielo nozimi. Vélak ka rezisore es biezi centos atrast vairak skatuviskas
darbibas punktu, t. s. spéles laukumus, nereti izvéloties “simultano skatuvi”.)”
[RTMM 187911].

Studijas vaditajs Fjodors Komisarzevskis lasijis teatra teoriju un vésturi, vadijis
praktiskas nodarbibas, lielu nozimi pieskirot improvizacijai ka aktiera individuala
artistiskuma un fantazijas atraisitajai. Improvizaciju témas izdomajusi pasi studijas
audzékni. Tas spéléja bez vardiem, reizém ar vienu vardu vai vienu frazi. Nodarbibas
vadijis ari Nikolajs Jevreinovs®, kura apceréjumu “Teatris pafam sev” Anna Lacis
pieminés ka teorétisko bazi rado$aja pedagogiskaja un rezijas darba ar bérniem
studija Orla un arT Riga.

Velak, stastot par Péterburgas un Maskavas teatra makslas iespaidiem, Anna Lacis
visbiezak noradis uz rezisoru Vsevoloda Meierholda un Aleksandra Tairova (1885—
1950) izradém, neslépjot, ka sava dailradé izmantojusi redzéto: “Mani valdzinaja
Meierholda protests pret naturalistisko teatri, pat simbolisma propaganda, vina
ietekmé es saku studét spanu teatri un komédiju de/l*arte. (..) Man patika ari Tairova
Kamerteatris, kas atklaja Zestu dinamismu, deju ritmu dinamismu, izmeklétu krasu
saskanu, dzives optimismu. Atkailinata Alises Koonenas® deklamacija, tempera-
ments, dikcijas tiriba, tragiskais dziedosums” [RTMM 400641].

Par Koonenas Salomi Oskara Vailda luga, kuras pirmizrade notika 1917. gada,
Anna Lacis teiks: “Nekad vairs neesmu sastapusi aktrisi, kurai ta darbotos rokas: tas

%2 Fjodors Komisarzevskis (1882-1954) — krievu rezisors, pedagogs, tetra teorétikis, ak-
trises Veras Komisarzevskas bralis.

% Vasilijs Sahnovskis (1886-1945) — krievu teatra rezisors, pedagogs un teorétikis.

¢ Nikolajs Jevreinovs (1879-1953) — krievu rezisors, dramaturgs, teorétikis un véstur-
nieks.

% Alise Koonena (1889-1974) — krievu aktrise, rezisora Aleksandra Tairova dzivesbiedre,

plastiku macijusies pie Aisedoras Dunkanes, Elzas Kniperes-Rubenukas u. c.
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it ka runaja, dzivoja savu dzivi. Vélak es Koonenu redzéju Gorkija “Saules bérnos,”
kur vina spéléja Lizu, kas sajak prata. Ari $eit vina vairak runaja ar rokam, tas bija
“trakas”, “arpratigas”, un bezsakarigajiem vardiem vairs gandriz nebija nozimes.
Diemzél vairumam aktieru rokas ir nekustigas, mirusas, mémas, un rezisoram
nakas aktieri ilgi trenét, lai tas saktu dzivot” [RTMM 400641].

Runijot par iespaidiem Tairova teatri, Anna Lacis vairakkart atsaukusies ari
uz vina iestudéto Lekoka “Ziroflé — Zirofla” izradi: Seit bija jatama aizrausanas ar
brazmainu krasu spéli. Skatuves laukums bija veidots no kubiem, paralelogramiem,
liela apla, kapnu pakapieniem un cilindriem. Un pa $iem veidojumiem nevis stai-
gaja, bet brazas, lekaja, dejoja aktieri spilgtos, stilizétos ekscentriskos kostimos ar
cepurém, kas atgadinaja burvju makslinieku turbanus un indiesu svétku cepures.
Tairova studijas aktieri patiesam bija “packpenowsennvie akmepwvr” (no pacxpeno-
wjennuil — kr. v. — atsvabinati, atbrivoti. — R. L.), vini macéja dejot, dziedat, bija
akrobati, viena varda — bija universali. Visa izrade pagaja laba ritma, bija optimisma
un prieka pilna” [RTMM 400641].

Vélme veidot wuniversilu aktieri atspogulosies Annas Lacis vaditaja Tautas
augstskolas studijas darba: “Studijas aktieri apguva skatuves makslas teoriju un
praksi, dikciju, deklamaciju, skatuves kustibu. Vajadzéja audzinat sintétisku aktieri,
vispusigi attistitu, kurs$ varétu gan dziedat, gan dejot, veikli parvaldit savu kermeni,
ar neizsmelamu fantazijas lidojumu” [RTMM 400641].

Annas Lacis celi Tautas augstskolas dramatiskaja studija krustojas ar nesen
no Krievijas atgriezusos kustibu profesionali Felicitu Ertneri®, kuras pieredze bija
lidzvértiga: ari Felicita Ertnere 1912. gada devas uz Péterburgu, studéja Pjotra (Pétera)
Leshafta® fiziskas audzinasanas institiita, revolucijas gadus piedzivoja Krievija un
1919. gada iestajas Sofijas Aueres ritmiskas vingrosanas kursos. Felicita Ertnere
kluva par Tautas augstskolas dramatiskas studijas plastikas jeb kermena izteiksmigas
kustibas pedagogi. Un, lai ar Anna Lacis vienmér aizstavéjusi amatieru kolektivu
nozimi stradnieku pilsoniskas pasapzinas audzinasana, vina ar lepnumu stastis, ka
uz Tautas augstskolas studijas bazes izaudzis vélakais Stradnieku teatris, ka ari profe-
sionali aktieri — Elvira Bramberga (1902-1979), Olga Lejaskalne (1904-1980),
Martins Vérdins (1898-1979), Eduards Priede (1904-1941).

Par Tautas augstskolas dramatiskas studijas darbibas kulminaciju izvértas
1921. gada iestudétas Leona Paegles lugas “Gadsimta sejas” brivdabas izrade. Anna
Lacis teiks: “(Luga) bija loti scéniska. Péc vériena un kompozicijas prasijas veido-
jama ka masu iestudéjums klaja lauka. (Tika) nolemts to spélét Saules darza”

% Felicita Ertnere (1891-1975) — ilggadéja rezisora Eduarda Smilga makslinieciska lidz-
gaitniece, kustibu konsultante Dailes teatri un Dailes teatra studijas.
% Pjotrs Leshafts (1837-1909) — fiziskas audzinasanas zinatnes pamatlicéjs Krievija.
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[RTMM 400641]. Notika karnevalisks gajiens uz Saules darzu, kura piedalijas ak-
tieri vergu, kareivju, gladiatoru, grieku, égiptie$u un maku kostimos. Pati rezisore
bija térpusies Pjeretas kostima. Skanéja lozungi: “Atveriet cietumus!”, “Brivibu kulta-
rai!” “Lai dzivo socialisms!”. Pasakumu uzsaka Leona Paegles runa, tad sekoja izrade:
darbibas ainas mijas ar Jana Reinholda muziku, kori, solo numuriem, duetiem.

Zesta ekspresijai, kas 1921. gada tika izmantots Annas Lacis vaditas studijas
nodarbibas un ari vérienigaja brivdabas izradé, piemita Krievijas Sudraba laikmeta
aizrauSanas ar delartiskas komédijas formu, brivo kustibu plastiku, neizslédzot
klasiska baleta intonacijas, par kura klatbatnes nepieciesamibu proletariata mak-
slinieku audzinasana rezisore izteiksies ari vélak. Leona Paegles luga bija rakstita
ekspresionisma gara, Zesta izpausme bija eklektiski moderniska, ietverot burzua-
giskds mdkslas izpausmes, pieméram, klasiska baleta prieksnesumu.

Situacija mainijas, Annai Lacis noklastot Berliné un no tas atgriezoties
1925./1926. gada sezona, lai vaditu Rigas Arodbiedribu centralbiroja (RABCB)
dramatisko sekciju. Atskiriba no 1920./1921. gada Tautas augstskolas darbibas,
kas pagaja visnota] piepacelta jaunas Latvijas kultaras celtniecibas gaisotné, arod-
biedribu centrala kluba dramatiskas sekcijas darbs norisa situacija, kad Latvijas
valdibas attieksme pret kreisajam kustibam bija kluvusi vél striktaka, bet social-
demokratu un komunistu partijas bija paudusas savu ideologisko un darbibas prin-
cipu nesaderibu. Taja skaita ari jautajuma par kultiras parmantojamibu un iespéju
burzuaziskas kultaras sasniegumus “iekausét” proletariskaja kultara. Linarda
Laicena krasi noliedzo$a nostaja, atbalstot tikai un vienigi jaunas proletariskas
kultaras veidosanu, joprojam sasaucas ar Platona Kerzenceva®® 1918. gada izdotaja
brosura “Radosais teatris” (“Tsopueckuii meamp”) paustajam tézém. Konstruktivo
spélu uzvedumiem un $aradém piemita revolucionari izaicino$s raksturs un no-
skana, un artistiska commedia dell’ arte bija zaudéjusi aktualitati.®

Meénesraksta “Domas” 1924. un 1925. gada bija publicéti Annas Lacis no
Vacijas sutitie zizojumi, kuros autore analizéja vacu laikmetiga teatra situaciju,
taja skaita ekspresionista Leopolda Jesnera (1878-1945), Bertholta Brehta (1898
1956) un Ervina Piskatora (1893-1966) skatuves pieredzi, uzsverot telpiska risina-
juma novitati So rezisoru dailradé. Lidzas mizanscénu un scenografijas analizei
izkristalizéjas arl atseviskas norades par aktieru plastiku un Zesta skatuviskajiem
uzdevumiem $o rezisoru iesrtudéjumos, ka to novértéjusi Anna Lacis. Batiski,

68 Platons Kerzencevs (1881-1940) — krievu revolucionars, publicists, PSRS ierédnis un
kultairas ideologijas veidotajs.

91925. gada ziema L. Laicens, zinot Annas Lacis aizrausanos ar commedia dell’ arte, spe-
ciali RABCB dramatiskas sekcijas Jaungada uzvedumam bija uzrakstijis prologu, kura viena
darbibas perona bija Arlekins. Ta¢u Anna Lacis lagusi $o télu nomainit pret matrozi [RTMM,

400196].
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ka par Annas Lacis “Berlines zinojumu” galveno pozitivo varoni bija kluvis rezi-
sors Bernhards Reihs: “Reicha méginajumiem radit konvencionalu teatra telpu
ir plass pamats, kur$ ir spéjigs iespaidot teatra arhitekearu. (..) Reicha darbibas
metode ir realisms un apbrinojama vienkarsiba kustiba un skatuves varda. (..)
Kur Reinhards svarigakos monologus un dialogus pavadija ar veselu zimfonisko
orkestri, Reichs orkestra vieta lieto zabaku birsti, kura vajadziga ritma, birstéjot
zabaku, pavada monologu. Reichs apvieno teatra inZenieriju — konstruktivismu ar
iek$éjo pardzivojumu un asins cirkulaciju un ved uz jaunu, padzilinatu realismu,
kuram nav neka kopéja ar agrako skatuves naturalismu” [Domas 1925].

Annas Lacis Vacijas pieredze izpaudas Rigas Arodbiedribu centralbiroja riko-
taja diskusija par stradnieku teatra makslas uzdevumiem. Referata reZisore apgal-
voja, ka: “izmetama estétiska skatuves plastika, kura pilsonu teatri tiek lietota smu-
kuma péc, bet nesakrit ar stradniecibas cinas izteiksmi. Kustibai jaizsaka sociali —
biologiskais, bet ne smuki estétiskais (..), stradnieku teatra zestam jabut saistitam
ar noteiktu domu un gribu. Zestam jaizaug no stradniecibas — no darba kustibas”
[LNB 220221].

Kreiso arodbiedribu laikraksta “Jauna vieniba” publicétais Linarda Laicena
kritiskais raksts par Annas Lacis iestudéto Leona Paegles lugu “Zemes sals”, iespé-
jams, ir reta lieciba rezisores veikumam, kura varam atpazit ne vien pasas Annas
Lacis atsauces uz Bernharda Reiha iestudéjumiem, bet ari ta briza — 20. gadsimta
20. gadu vidus — latvie$u teatra skatitaja priekstatus par teatra makslas veidosanas
panémieniem: “Pirmais céliens bija izvests noteikti konstruktivi, pat lidz simet-
riskiem sikumiem, pielietojot pat kliedzienos sistému un dziesmas kabaré operetes
panémienus. Varbut tas vienam otram no skatitajiem nepatika, bet nodoma skaidriba
bija pietiekosa un rezultata noteikts stils. Tas batu bijis labs un jauns ieguvums,
ja pie tam abos paréjos célienos rezijai butu izdevies likvidét autora neveiklibas,
(..) bet iznacis bija otradi: ja pirmo célienu saucam par konstruktivi inscenétu,
tad otrais caur neveiklu it ka grotesku ieveda pie izklaidiga naturalisma tresaja. Ka
citadi lai nosauc to alésanos ar lietussargu pa skatuvi, ko darija Dulburiene, savu
viru meklgjot pie baradamas. Ta inscenéjusi jau pirms un péc Rodes-Ebelinga visi
Rigas nomalu biedribu reZisori. Un kada konstruktiva vai vispar teatraliba ir ¢a,
ja otraja céliena Kri$am Eihem un Sakaram runajoties, Johans, ka korporels, taisa
visadus trikus ar kustibam un riicieniem? Dot divus darbibas centrus reizé, nozimé
prieks skatitaja izjaukt vinus abus. Tas pats sakams par figiiru sastatijumu un vinu
kustibim abos minétos célienos” [LNB 220221].

Rezisore turpat laikraksta publicéjusi pretargumentus Laicena kritiskajam
piezimém: ““Zemes sals” parstradajuma tika izvests privati — psihologiskais;
parbavéts uz $arzu un pilsonu kariké$anu, (..) tiek nemts neitrals kostims un
neitrala telpa. Skati uzbavéti uz dialogiem un kolektivu runasanu” [LNB 220221].
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Naturalisma un burzuaziskas makslas rutinas noliegumus visas iespéjamas
izpausmés divdesmito gadu Latvija bija diktéjusi reZisores iespaidi profesionalo
teatru iestudéjumu apmekléjumos. 1969. gada, atceroties Linardu Laicenu, Lacis
raksta: “Reiz més aizgajam uz Nacionalo teatri noskatities Raina lugu “Spéléju,
dancoju”. Inscenéjums bija ultranaturalisks: pa skatuvi lékaja un skraideléja dazada
lieluma un vecuma velni, un vinu astes, gan garas, gan isas, nirbéja un grozijas acu
prieksa. “Sis neskaitaimo astu plastikas dél zid lugas jéga,” es teicu. Laicens sméjas
un sacija: “Pareizi, uzraksti par to” [RTMM 400196].

Tacu $aja laika posma aridzan izpaudas radosas nesaskanas starp Linardu Lai-
cenu un Annu Lacis, kas, neatkarigi no visam paréjam rezisores privatas un pilso-
niskas dzives peripetijam, liecina ari par zinamu profesionalo intere$u mainu:
“Toreiz es iestudéju Tolleru un gribéju iestudét Gorkija “Sikpilsonus”. Laicens
negrozami stavéja agrakajas pozicijas un atzina tikai vienu revolucionara teatra
veidu — tikai agitacijas teatri. Atceros, sarikojam disputu par stradnieku teatri.
Mana referata bija loti daudz “nost!”. Vienlaikus es apgalvoju, ka masu Sodienas
stols (vacu val. stolle — kuka, acimredzot domats ka darinajums. — R. L.) ir parejoss,
tas atbilst Sodienas politiskajiem uzdevumiem, bet rit tas var klat citads. (Mums
tacu bija jau spégjigi aktieri.)” [RTMM 400196].

Seit més ieraugam nevis padomju laika oficiozo revolucionari, bet gan rezisori,
kura ilgojas péc kvalitativa, psihologiski piesatinata dramaturgiska materiala. Neliela
piebilde iekavas atklaj reZisores patieso interesi par darbu ar labiem aktierspékiem.
Bezjédzigi izteikt minéjumus par to, ka rezisores liktenis butu izvérties apstaklos,
kas batu lavusi vinai tobrid kaut vienu iestudéjumu realizét profesionala teatri.”
Skiet, rezisores Annas Lacis radosais liktenis ir spilgts piemérs laikmeta ka fatala,
individa darbibu determingjosa faktora eksistences pieradijumam.

Revolucijas izauklétais ekspresivais Zests, kas aktiera plastiku organizéja
geometriski konstruktivas, lakoniskas linijas, ka ari konstruktivo spélu aspratiba
un formas tiriba, proletariskas ideologijas virsuzraudziba nevis iznicinaja, bet
pamata turpindja vai transforméja modernisma formu jaunrades mekléjumu
procesu, paklaujot to konkrétai ideologijai un iznicinot citadi domajosos. Sa Zesta
pamata bija humanitara, visaptverosa izglitiba, kuru sniedza Krievijas inteligentais
Sudraba laikmets, ari ta avangardiskie virzieni — futarisms, kubofutarisms, ari
Eiropas modernisms. Un $a zesta veidotaja divdesmita gadsimta divdesmitajos
gados Latvija bija ari Anna Lacis.

70 “...mani aicinaja Nacionalais teatris, sarunas veda Freinbergs, bet es biju fanatiski no-

skanota un negribéju burzuaziska teatri stradat. Dro$i vien tas bija dalgji ari Linarda Laicena
ietekmé, jo ving arkartigi neieredzéja Latvijas burzuaziskos teatrus” [RTMM 400196].
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ANNA LACIS’S ACTIVITIES IN LATVIA IN THE 1920s:
A GESTURE OF EXPRESSIONISM

Abstract

The theatre director Anna Lacis belongs to the generation of modernists who
found the origins of their creative impulses in the bright and erudite flow of arts
education at the beginning of the 20™ century. The wheel of the turn of the centuries
threw Anna Lacis into the expression of idealism of the revolution, ideology and art
forms. The stage requirements for this expression organised the flexibility of the actor
along geometrically constructive laconic lines. Anna Lacis was one of the creators of
this kind of gesture for a short time in Latvia in the 1920s.

Her activity in Latvia was focused on the ideas and practice of formation of
the so-called Proletarian Theatre. Anna Lacis’s choice of working with amateurs was
determined not only by her position of an adherent to proletarian ideology and her
brave civic liberty, but probably also by the coincidence of circumstances. When Anna
Lacis was in Latvia, she gladly communicated not only with the left-wing revolutionary
intellectuals (the poet Linards Laicens, the writer Leons Paegle, and others), but also
with the representatives of Riga theatrical environment of the time. Unfortunately
we cannot speak about Anna Lacis’s creative contribution to the Latvian Professional
theatre of the time; however, her stagings lend us a wonderful opportunity to see a part
of the multi-faceted spectrum that the beginning of the 20" century offered to the
stage form of the actor and appreciate the erudition that her education had provided.

Keywords: modernism, expression of gesture, universal actor, revolutionist theatre.
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KREISUMA IDEJAS JAUNATNES TEATRA INTERPRETACIJA.
20. GADSIMTA CETRDESMITIE - PIECDESMITIE GADI

Ja domajam par kreisuma idejas ietekmi Latvijas teatra maksla, tad viens no
butiskakajiem piemériem ir Bérnu un jaunatnes teatra dibinasana 1940. gada un
ta darbiba lidz 20. gadsimta 60. gadu sikumam. Saja posma Rigas Jaunatnes teitri
var uzskatit par aktivu kreisuma idejas skatuvisko interpretétaju bérnu un pusaudzu
auditorijai.

20. gadsimta 20.-30. gados Rigas un periférijas teatros diezgan regulari — katru
gadu Ziemassvétkos — iestudéja izrades bérniem. Uz Nacionala, Dailes, Jelgavas,
Liepajas teatra skatuvém paradijas Annas Brigaderes pasaku lugas, Nacionalais
teatris uzveda Raina bérnu lugas “Musu kénins”, “Suns un kake”. Dailes teatris
pievérsas arzemju autoru bérnu lugam: Rédera “Aladina burvju lampa”, J. Tika
“Runcis zabakos” u. c. Pasaku iestudéjumi bija krasni, muzikali, bérnu fantaziju
un iztéli rosinosi, tajos parasti nebija atspogulota $kiru cina, nabadzigo, apspiesto
bérnu gratais liktenis vai vinu cina par taisnigakas pasaules iedibinasanu, ka to
jau pasas pirmajas izradés centas paust Bérnu un jaunatnes teatris. Iznémums
varéja but Rigas Stradnieku teatris, kas 1930. gada Jurija Jurovska rezija iestudéja
H. Biceres-Stovas darbu “Krusttéva Toma bada”, kura tika attélots melnadaino
cilvéku beztiesiskums un vinu smaga dzive Amerika. Tomér aktivi un mérktiecigi
bérnu auditorijai domatajos teatra uzvedumos kreisas idejas saka dominét kops
Bérnu un jaunatnes teatra nodibinasanas 1940. gada.

Bérnu un jaunatnes teatra pirmsakumi daléji saistiti ar Annu (Asju) Lacis.
Vina pati teatra organizé$ana nepiedalijas, jo $aja laika jau bija apcietinajuma, tacu
Riga péc mates apcietinasanas bija ieradusies vinas meita Dagmara Lace (velak —
Kimele). Atgriezties Latvija Dagmarai palidzéja vinas tévs Jalijs Lacis, kur§ 1940.
gada bija Izglitibas un kultaras tautas komisars. Nav $aubu, ka Dagmara, kura
kopa ar mati kop$ 1926. gada dzivoja Maskava, bija kreisi noskanota. Dagmara
bija informéta par Centrala Bérnu teatra darbibu Maskava. lespéjams, ka sarunas
ar tévu Dagmara stastija par $2 teatra darbibu un ta ietekmi bérnu un jaunatnes
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estétiskaja audzinasana. Savas atminas par $o posmu Dagmara iniciativu Bérnu
un jaunatnes teatra tap$ana piedévé Julijam Lacim, tomér domaju, ka ari pasas
Dagmaras nopelns nav janovérté par zemu. No Dagmaras Laces atminam par iera-
sanos Riga: “No sakuma apmetos pie sava téva Julija Laca, kas toreiz bija Izglitibas
un kultaras tautas komisars. Otra diena péc manas atbrauksanas vin$ man pastas-
tija: “Satiku uz ielas komjaunatnes savienibas CK sekretaru Libertu, teicu, ka pie
manis atbrauca meita — komjauniete no Maskavas. Vins$ lika tev talin ierasties un
nekavéjoties saistities darba” [Atminu pieraksts 1990].

Dagmara saka stradat komjaunatnes CK. Darbs meiteni neaizrava, tas bija
tehnisks, bet Dagmara alka aktivi darboties: “Bet te vienu dienu — es jau dzivoju
atseviski maza mébeléta istabina — mani izsauca pie sevis uz Tautas komisariatu
tévs. Gribot ar mani nopietni parunat par bérnu teatra organizé$anu Latvija. Vins
esot daudz dzirdgjis un lasijis, ka Padomju Savieniba strada bérnu un jaunatnes
teatri, kas veic milzigu darbu jaunas paaudzes komunistiska audzinasana. Péc vina
domam Padomju Latvija tadam tedtrim pasreiz butu it Ipasi svariga ideologiska
nozime, un $o jautijumu karto$anu batu jauzpemas tiesi komjaunatnes CK.
Man, luk, vajadzétu ievadit par to sarunas. Es dedzigi piekritu izteiktam prieks-
likumam,” atceras Dagmara Kimele [Atminu pieraksts 1990].

Dagmara bija ievadijusi sarunas, komjaunatnes CK sekretari priekslikumam
piekrita, un Bérnu un jaunatnes teatris tika nodibinats. Dagmara kluva par teatra
direktora vietnieci. “Viss gaja neparasti atri,” vairakkart uzsvérusi Dagmara Kimele
un paréjie Bérnu un jaunatnes teatra dibinataji. Dokumenti un atminas par $o
agrino posmu liecina, ka viens no galvenajiem jaundibinata teatra dzivé bija telpu
jautajums. Teatrim nebija kur palikt, pirmas izrades notika Rigas Krievu teatra,
Pionieru pils telpas, méginajumi — dzivok]os.

Lidzas loti svarigajam telpu jautajumam atsauksmés par jauna teatra pirmas
sezonas darbu ieraugam arl secindjumus un atzinas par to, kadél $ads Bérnu un
jaunatnes tetris Latvija ir nepieciesams. So nepieciesamibu formulé pirmais
teatra direktors un rezisors Rudolfs Baltaisvilks. Dagmaras Kimeles atminas izla-
samas $adas rindas: “Teatra sviniga atklasana notika Pionieru pili. Péc kopigi no-
dziedatas Internacionales par Bérnu un jaunatnes teatra uzdevumiem runaja
Radolfs Baltaisvilks. Vin$ atziméja svarigo kolektiva uzdevumu — audzinat bérnus
komunisma gara, iepazistinot vinus ar socialistisko istenibu un padomju cilvékiem,
vinu darbu un varenibu.”

Tatad — teatra galvenais uzdevums un mérkis ir jaunas paaudzes komunistiska
audzinasana. Tas nozimé, ka jaundibinatajam teatrim jaklast par instrumentu no-
teiktu ideologisku un politisku mérku sasniegSanai. Péc toreizéjo ideologu ietei-
kumiem un noradijumiem, teatrim vajadzéja “palidzét skoléniem izprast komu-
nistiskas partijas un stradnieku $kiras revolucionaras cinas gaitu un nozimi,
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socialisma un komunisma celtniecibas milzigo vérienu musu zemé. Ar savam
izradém teatrim jasekmé skolénu audzinasanu proletariska internacionalisma un
padomju patriotisma gara, jaatklaj socialisma milzigo parakumu par kapitalismu”
[Komunistiskas audzinaganas pamati 1961].

lelakojoties vélreiz Dagmaras Kimeles atminas, var noprast, ka, lai jauna teatra
aktieri varétu veikt So svarigo un godpilno komunistiskas audzinasanas darbu,
vispirms viniem bija jaizglitojas pasiem. Kolektivam, lidzas tieSam radosam darbam,
tika rikotas lekcijas, seminari, politmacibas, planotas tiksanas ar skoléniem, aktieri
sniedza konsultacijas makslinieciskas pasdarbibas pulciniem. Teatris gatavoja savu
sienas avizi, kuras redakcija bija dramaturgs Fricis Rokpelnis, aktrise Vera Ziverte,
makslinieks Arvids Vinklers un Dagmara Lace. Avize atspoguloja teatra dzivi gan
nopietnos, gan humora pilnos rakstos.

Batiskaka jauno skatitaju komunistiska audzinasana tomér notika no skatu-
ves, ar to maksliniecisko télu palidzibu, kurus atveidoja aktieri. Jau pasa pirmaja
Bérnu un jaunatnes teatra iestudéjuma — A. Tolstoja “Buratino piedzivojumos”
(rezisors Arnolds Stemps) mazie un lielie skatitaji ieraudzija aktivu, mérktiecigu
varoni, kur§ apzinati uznemas cinu ar tadiem “kapitalistiem — apspiedéjiem un
privatipasniekiem, ka Karabass-Barabass, viltniekiem un zagliem: lapsu Alisi un
runci Bazilio.” Vila Kimela atveidotais Buratino energiski aicinaja Karabasam-
Barabasam piedero$as lelles uz atbrivosanas cinu pret “apspiedéju’, iedvesmoja
tos meklét laimes zemi — Padomju Savienibu. Sodienas acim skatoties uz daziem
“Buratino piedzivojumu” fragmentiem, tie var Skist komiski. Buratino un lelles,
kuras vin$ izravis no Karabasa-Barabasa nagiem, noklast laimigaja zemé. Tur tos
sagaida pionieri sarkanos kaklautos, kas bungu ritma pavadijuma priecigi solo pa
skatuvi.

“Buratino piedzivojumi” aizsaka mazo varonu — cinitaju galeriju, kas uz
Jaunatnes teatra skatuves 40.—50. gados dzivoja gandriz vai katra izradé, pat klasikas
un pasaku iestudéjumos. Var teike, ka $aja laika posma bérnu un pusaudzu télu uz
skatuves tikpat ka nebija. Tie varbut bija bérni sava fiziskaja veidola, bet domasana
un riciba tie drizak bija mazi pieaugusie — stipri, parliecinati, mérktiecigi. Tas bija
jauna tipa varonis — bezbailigs kadas idejas aizstavis, paraks par citiem, drosmigs,
nesaubigs cinitajs par brivibu.

Nakamaja Bérnu un jaunatnes teatra iestudéjuma, Aleksandras Brusteines
“Gaiszilais un sartais”, galvena varone — cinitaja bija meitene, Mildas Klétnieces
atveidota Zena. Luga bija ieskicéta ne tikai kidas gimnazijas skolnie¢u cina pret
varmacigu, despotisku gimnazijas direktori ka valdosas skiras tipisku parstavi, bet
arl iekséja cina par garigu brivibu un drosmi.

Viena no komunistiskas audzinasanas butiskam prasibam bija skatuves
makslas darba attélot tadu jaunu varoni, kuram jaunie skatitaji, komunisma célaji,



118 SILVIJA GEIKINA

gribétu lidzinaties, kurs§ aizrautu ar augstu mérki, idealu, sapni. Bérnu un jaunatnes
teatra dibinataji tadu jauno varoni atrada Nikolaja Ostrovska romana “Ka radijas
térauds” dramatizéjuma Emilijas Viestures rezija. Rezisore bija ieceréjusi radit
heroiski romantisku uzvedumu, kura centra godigs, mérktiecigs varonis, gatavs
ziedot savu dzivibu visas cilvéces atbrivosanai. Vispasaules revolucija — tadu mérki
sev bija izvirzijis Vila Kimela atveidotais Pavels Korc¢agins. Dominéja $is célais
mérkis, kura dé| vinam nav zél atdot dzivibu.

Péc Otra pasaules kara, 1940. gadu otraja pusé un 1950. gadu sakuma, Jau-
natnes tedtris turpinaja pirmskara sezona iesakto jaunas paaudzes komunistiskas
audzinasanas darbu. Pirmaja péckara desmitgadé teatris precizi un apzinigi centas
pildit komunistiskas partijas noradijumus. To izpildi uzraudzija un kontroléja
Latvijas komjaunatnes savienibas centrala komiteja. Katra iestudéjuma pienem-
$anas izradés piedalijas LLKJS CK parstavis.

Bérniem un pusaudziem domatajos iestudéjumos teatra skatitajs ieraudzija
bérnu, skolénu skarbo dzivi kara laika un péckara apstaklos. Bérns, kurs kara bija
zaudgjis vecakus, kuru pie sevis pienémusi karaviri, kur§ dzivo ierakumos, piedalas
kaujas, veic realu varondarbu, palidzot karaviriem, bija ieraugams Valentina Kata-
jeva prozas darba “Pulka déls” dramatizéjuma. Galvena varona — Vanas Solnceva
loma — Joti parliecino$i iejutas Lucija Baumane. Aktrise akcentéja maza zéna ro-
mantisko jasmu par armijas cilvékiem, par dzivi pulka, bet vienlaikus ieziméja
arl bez bérnibas paliku$a maza zéna dzives tragismu.

Vél viena bérniem veltita iestudéjuma — Frica Rokpelna lugas “Gaisma’
uzveduma — uz skatuves dzivoja bez vecakiem palikusi bareni. Lacijas Baumanes
atveidotais pilsétas zéns Valdis bija drosmigs, apkérigs, kara gratibas radits pus-
audzis, kur§ nezaudé galvu pat bistamos apstaklos, ari tad, kad vinpam un vina
biedriem draud reala bojaeja. Valdis uzsak cinu pret majas béninos pasléptiem
diversantiem un tos uzvar. Tatad “mazais varonis — cinitajs” ir loti raksturigs un
biezi redzams téls uz Jaunatnes tedtra skatuves pirmajas péckara sezonas. Saja zina
teatris pilna méra izpildija komunistiskas partijas ideologu noradijumus: “palidzét
skoléniem izprast stradnieku $kiras revolucionaras cinas gaitu un nozimi”.

Ja ielakojamies to gadu teatra Makslinieciskas padomes sézu protokolos, tad
varam konstatét, ka diezgan lielas gritibas rezisoriem un aktieriem sagadaja pasaku
lugu iestudéjumi. Daudzas popularas pasaku lugas vai pasaku dramatizéjumos
skiru cina vai maza barepa cina par savu izdzivo$anu nebija ieraugama. Pasakas
laba cina ar launo notiek nedaudz citadak, ta nav skaidrojama ar skiru cinu, bet
gan ar moralo vértibu sadursmi. Teatra centieni pasaku lugas padarit par “instru-
mentu politisku un ideologisku mérku sasnieg$anai” noveda pie vairakiem tragi-
komiskiem parpratumiem un vulgarizé§jumiem. Pieméram, 1950. gada 6. oktobri
teatri notiek Jevgenija Svarca lugas “Sniega karaliene” pienemsanas izrade. Uzstajas
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vairaki runataji. Loti neapmierinats ar generalméginajumu ir cienijamais un
talantigais aktieris un rezisors Osvalds Kréslins (52 iestudéjuma inscenétajs ir Boriss
Praudins, bet Osvalds Kréslins — rezisors): “Latvie$u trupa pirmo reizi stradaja
pie Svarca lugas. Aktieriem luga patika, jo te ir darbiba un pretdarbiba. Luga ir
kladas, kuras més nevaréjam novérst. Princis Klavs sadarbojas ar Keju un Gerdu —
tautas parstavjiem. Lenins un Stalins mums maca nesadarboties ar ienaidnickiem.
Lugas darbiba notiek Danija vai Holandé... Sniega karaliene ir augstak stavosais
kapitalisms. Kapéc Sniega karalienei vajadzigs Kejs? — Tapéc, ka Kejs ir Pasaku
teicgja skolnieks — progresivais spéks, kas ir bistams kapitalismam... Lugas ideju
noformuléjam autora vardiem — uzticiba, drossirdiba un draudziba parvar visus
skérs]us. Ar izradi gribam macit jaunatni, ka drosmigi un bezbailigi jastajas pretim
skiras ienaidniekiem — kapitalistiem” [Maksliniecisko sézu protokoli 1950].

Aktieri drosi vien bija apmulsusi, dzirdot $adus un lidzigus secinajumus un
skaidrojumus. Bija vél kads jautajums, kas varéja mulsinat. Kadi ir padomju bérni,
ar ko tie atskiras no parastajiem bérniem? Diskusijas par to ieraugamas vairakas
apspriedés par bérniem domatajiem iestudéjumiem. 1947. gada, apspriezot Ser-
geja Mihalkova lugas “Seviskais uzdevums” uzvedumu, deju iestudétajs Sam-
Hiors ir sasutis par uz skatuves redzamajiem bérnu télu atviedojumiem: “Mani
aizskar salkaniba. Padomju bérni nav tik saldi. Es labi pazistu padomju bérnus,
esmu daudz ar viniem kopa stradajis. Vini ir daudz vienkarsaki, uznémigaki,
energiskaki.” Sam-Hioram piekrit ari LLKJS CK parstave Reksna: “Man nepatik
bérni. Vini spélé ka burzuaziskas Latvijas bérni. Trukst degsmes.” lestudéjuma
rezisore Olga Bormane censas taisnoties: “Vai tie ir burzuaziskas Latvijas bérni —
nezinu. Suriks — iedomigs, lieligs, bet Baumane — padomju puika” [Maksliniecisko
sézu protokoli 1947].

Kads buitu secinajums? Ja puika ir iedomigs, lieligs, palaidnigs, tad tas ir bur-
zuaziskas Latvijas bérns, bet ja vienkarss, drosmigs, energisks — tad padomju puika?
Diemzél, $adi secinajumi 40.-50. gados paradijas biezi un ne tikai aktieru un
rezisoru apspriedés, bet ari skatitaju un kritiku atsauksmés par iestudéjumiem.
Parspiléta pasaku un bérnu lugu ideologizésana bija novedusi pie ta, ka aktieriem
laga nepatika spélét $adus pusaudzus, un skatitajiem nepatika tos skatities. Par to
pasu “Sevisko uzdevumu” teatra direktors Boriss Praudins saka: “Nav intereses pie
ta, ko dara uz skatuves. Aktieri spélé ka pieaugusie, kam nepatik spélét. Aktieriem
ieksa tuksums. Luga ir politiski svariga” [Maksliniecisko sézu protokoli 1947].

Politiski svariga, bet makslinieciski nepilnvértiga un primitiva luga — ar $adu
paradibu 40.-50. gados skatitaji sastapas ne tikai Jaunatnes teatri. Rezultats bija
tads, ka aktieri spéléja pustuk$am, bet daudzreiz ari pilnigi tuk$im zalém. Saja
laika teatris saka domat par jauno skatitaju intensivaku piesaistiSanu teatrim. Ka
to izdarit? Rezisoru, aktieru, komjaunatnes darbinieku, kuri regulari parbaudija
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un konsultéja teatra repertuara politiku, viedokli dalijas. Dramaturge Anna Bro-
dele, piedaloties teatra repertuara apspriedé 1946. gada, uzskatija, ka “prieks masu
jaunatnes ideologijas vajadzétu nemt lugas ar Sodienas notikumiem, audzino$akas.”
Savukart teatra makslinieciskais vaditajs Boriss Praudins teica: “Masu latviesu
jaunatne politiski jaaudzina loti uzmanigi, pamazam. Nevar sniegt politiku uz-
reiz tikpat spécigi, ka lielajos teatros. Jaunatne jaaudzina ta, lai vina mil teacri”
[Maksliniecisko sézu protokoli 1945].

1948. gada teatri tika nodibinata Pedagogiska dala, kura savukart organizéja
Skolénu aktivu. Ta galvenais uzdevums bija pietuvinat teatrim péc iespéjas vairak
skolu jaunatnes. Skolénu aktiva organizé$ana nebija tikai Rigas Jaunatnes teatra
iniciativa. Sadi skolénu aktivi radas visos bérnu un jaunatnes teitros Padomju
Savieniba. Pirmais $ads aktivs bija radies Maskavas Centralaja Bérnu teatr, un péc
ta parauga tika organizéti skolénu aktivi citos jaunatnes teatros, arl Riga.

Pirmais Rigas Jaunatnes teitra pedagogs bija Ansis Elerts, kur§ loti aktivi
kéras pie darba. Izsutija uzsaukums un aicinagjumus Rigas skolam, stradaja ar
skolotajiem, atrada teatra makslu milo$us skolénus, aicinaja tos piedalities skolénu
aktiva nodarbibas. Pasa sakuma skolu atsauciba nebija liela, skoléni vél nebija
sapratusi aktiva mérkus un uzdevumus. Pirmajos gados skolotdjiem vajadzéja
savus audzéknus mudinat, motiveét. Izskirosa nozime bija teatra Pedagogiskas dalas
sadarbibai ar Rigas skolotajiem, ari teatra aktieru biezajiem apmekléjumiem skolas.
Tika organizétas daudzas aktieru, rezisoru tik§anas ar skoléniem péc izradém, aktieri
konsultéja skolénu dramatisko pulcinu vaditajus, piedalijas skoléenu méginajumos.
Teatra Pedagogiskas dalas darbs tika rapigi planots, par plana izpildi pedagogi
atskaitijas ne tikai teatra makslinieciskajai vadibai, bet ari komjaunatnes centralajai
komitejai, pilsétas izglitibas nodalai. Darbs bija organizéts un planveidigs.

Nedaudz iepazistoties ar Pedagogiskas dalas darba planiem 50. gadu sa-
kuma, var redzét, ka teatra pedagogi lielu véribu veltija skoléna aktiva dalibnieku
iepazistinasanai ar teatra repertuaru, ar lugam, kas tiek attieciga sezona iestudétas.
Uz aktiva sapulcém tika aicinati rezisori, aktieri, kas stastija par atveidotajiem
téliem, galvenajam problémam, kadas tiek risinatas lugas. Tas bija mérktiecigs
idejiski estétiskas audzinasanas darbs. Rezultats visai driz bija jatams. Piepildijas
skatitaju zale, tika organizéti izrazu kolektivie apmekléjumi.

Skolénu aktiva parstavjus sitija 19. Rigas septingadigas skolas, 9. vidusskolas,
LVU, LLU un Kultaras darbinieku tehnikums. Jaunatnes teatra Pedagogiska dala
un Skolénu aktivs darbojas arl mazo skatitaju discipliné$ana. Tika organizétas
regularas aktiva dalibnieku dezairas izrazu laika. Dezuranta pienakumos ietilpa
kartibas uzturé$ana izrazu laika, aizradijumi nedisciplinétiem skatitajiem utt.

Pamazam teatris iemantoja savu skatitaju uzticibu, izrades nereti kalpoja par
iemeslu kadam socialam vai ideologiskam aktivitatém. Jaunatnes teatra vésturé ir
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kads spilgts piemérs par jauniesu stasanos komjaunatné péc Annas Sakses romana
“Pret kalnu” dramatizéjuma noskatisanas Jaunatnes teatri. Kaut ari romans “Pret
kalnu” ir meligs un realo situaciju Latvijas laukos 20. gs. 50. gadu sakuma izkrop-
lojoss, jaunos skatitajus iestudéjums saistija ar loti gaiSu, dedzigu jaunas kom-
jaunietes Mirdzas télu aktrises Elviras Baldinas atveidojuma. Savas atminas par $o
lomu aktrise vairakkart uzsvérusi pozitivo iespaidu, ko ar Mirdzas lomu radijusi
liela jaunie$u dala. Vipas arhiva ir daudzas jo daudzas sajosminatu skatitaju
(galvenokart meitenu) véstules, kuras izteikta pateiciba par lomu, prasits padoms
dazadas sarezgitas dzives situacijas, bet, pats galvenais, loti daudzi skatitaji péc
$is izrades kolektivi stajas komjaunatné. Vinus bija iedvesmojusi Elviras Baldinas
trauksmaina, dedziga, skaista Mirdza, jauniesi véléjas vinai lidzinaties. Dzives
ideali, kurus no skatuves apliecinaja Elviras Baldinas télotie komjauniesi, bija
kreisuma ideologijas caurstravoti. To pamata bija alkas péc labakas, taisnigakas
dzives, nesamierinasanas ar cilvéku nevienlidzigumu un beztiesiskumu, sabiedribas
tikumiskas parveides motivi.

Vel viens piemérs, kad Jaunatnes teatra iestudéjums tiesi ietekméja jaunos
skatitajus un tie reagéja ar konkrétu, izlémigu ricibu, bija Vilmas Vigrantes un
Voldemara Sauleskalna lugas “Tas notika Valmiera” iestudéjums. Tas bija stasts
par jaunie$iem, kurus apvainoja brunotas komunistiskas organizacijas dibinasana,
par gatavosanos nogalinat valsts ierédnus, aplaupit valsts banku. Salidzinajuma ar
Annas Sakses romanu “Pret kalnu”, kur patiesiba bija sagrozita, Vigrantes un Saules-
kalna saceréjuma bija precizu dokumentu citati un realu fakcu atspogulojums. Tacu
rapigi savaktais un sakartotais faktu materials nebija dramaturgiski izstradats. Teli
bija statiski, ilustrativi, tie runaja cildenas, frazes, dziedaja revolucionaras dziesmas,
bet neiesaistijas darbiba. Neskatoties uz dramaturgiska darba nepilnibam, iestude-
jums Jaunatnes teatri kluva populars. Daudzas skolas organizéja kolektivu izrades
apmekléjumus. lestudéjuma popularizésana aktivi piedalijas ari teatra pedagogiska
dala. Vispirms teatra pedagogi organizéja vérienigu materialu vaksanas un pétnie-
cibas darbu par 11 Valmieras komjauniesiem. Skolénu aktiva dalibnieki devas uz
Valmieru, runaja ar aculieciniekiem, pierakstija atminas. Materialus nodeva reZiso-
ram un aktieriem. Sis pétnieciskais darbs plasi tika atspogulots presé. Ari péc §a
iestudéjuma noskatisanas skatitaji rakstija véstules aktieriem, it ipasi Elvirai Baldinai,
kura atveidoja Karlini Soldavu. Vinas radita skatuves téla parlieciba un gribasspéks
ietekméja daudzus skatitajus. Tie véléjas lidzinaties $sim télam un stajas komjaunatné.

50. gadu otra puse Jaunatnes teitrim bija radosas rosmes laiks. Sai posma ari
aizsakas rezisoru un aktieru iekséja pretestiba ideologiskajam diktatam, ko uz-
spieda padomju varai pakalpigie funkcionari. Vélakajas desmitgadés teatra maksli-
nieciskais rokraksts mainijas, ari atticksme pret skatitaju estétisko audzinasanu
kluva citadaka.
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LEFTIST IDEAS IN THE INTERPRETATION
OF THE YOUTH THEATRE: THE 19405-1950s

Abstract

When discussing the influence of leftist ideas on the Latvian stage, one of the
main examples to begin with is the creation and activities of The Children’s and Youth
Theatre from the 1940s to the early 1960s. During this period, this theatre can be
called an active interpreter of leftist ideas for the audience of children and teenagers.
The beginnings of The Children’s and Youth Theatre can also be linked with Anna
Lace. Although she did not actually participate in the organisation of the theatre as
she was under arrest in Russia at the time, her daughter Dagmara Lace (later — Kimele)
had come to Riga after her mother’s arrest. Her father Jalijs Lacis, who was the People’s
Commissioner for Education and Culture in 1940, helped Dagmara to return to
Latvia. She may have told her father about this theatre and its effect on the aesthetic
upbringing of children and teenagers.

The overall task and objective of the newly founded Children’s and Youth Theatre
was communist education of young people. One of the main demands of communist
upbringing was to use the theatre as a portrait of a young hero whom the young
audiences — the communist builders would aspire to emulate, who would captivate
them with a higher goal, an ideal, and a dream.

A search for the young hero — the communist builder continued in the theatre
during the first decade after World War II. During this period The Youth Theatre did

its best to strictly follow the instructions of Communist Party ideologists.

Keywords: youth theatre, leftism ideas in theatre, theatre in Riga, Post-War era.
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ANNA LACIS AMONG THE CREATORS
OF THE IDEOLOGICAL CHILDREN'’S THEATRE

The legacy of Anna Lacis’s practice surpasses her actual achievements in
theatre pedagogy but reflects perfectly her intention. Understanding the scale she
imagined is crucial to talk about the theatre project of Anna Lacis and Walter
Benjamin. Proletarian theatre for children that they'd sketched in the paper from
1928 was not meant to be an extra, afterschool, leisure activity. It was supposed
to entirely replace the classical education for all the children of the age from four
to fourteen.

To replace entirely.

Lacis and Benjamin believed that the existing school system that the children
were exposed to restricted their imagination and moulded them according to the
interests of the ruling class. They grew to be passive and obedient, unaware of
their own needs and unable to execute them. In the “Program for a Proletarian
Children’s Theater” they've argued that children should grow up without being
imposed any external moral instance, on the contrary, they should base on their
experiences to develop their own moral code and their own identity. Only this
way, they can become the independent thinking, self-aware, critical citizens of
the democratic state. What Lacis and Benjamin proposed was an emancipatory
theatre for children, in which a responsible aware life would be the only ideology.
And it’s the emancipatory theatre practices that I'm going to focus on in my paper.

All of the persuasions expressed in the programme had their roots in Lacis’s
experiences with “besprizorniki”, orphaned, wild children she took into her care in
Orel, after the 1917 revolution [Lacis 1971]. In her practice shed discovered that
imposing any form of control is counter-productive. To overcome their traumas
and unleash their suppressed talents, it’s better to let them lead the way. Therefore
she would encourage them to improvise and follow their best instincts

The program, originally created — as we think — for the education section of
the Karl Liebknecht House (Headquarters of the Communist Party of Germany),



124 JOANNA CRAWLEY

was much more than the commissioning officials (Hanns Eisler and Johannes
Becher) expected [Zipes 1973].

Instead of offering a series of tasks and exercises to practice with children,
it presented a holistic way of reimagining the approach to education. It was a
revolutionary critique of art, education and aesthetics. It was supposed to create
an alternative for the rotten bourgeois system that aims to castrate the children of
their cultural awareness and critical sense, feeding them a false notion that reality
is a cohesive conglomerate of events that all can be explained and comprehended.

Authors of the “Program for proletariat children theater” rejected this
notion and postulated to immerse children fully in the reality as it is: mysterious,
changeable, full of random, unexplainable phenomena. Children theatre wasn’t
supposed to be an entertainment but an environment in which children would
experience life in its complexity and they would learn to recognize what they could
change in the current state of affairs and what was beyond their power [Lacis and
Benjamin 1973].

The radical program was never realized in the form that Benjamin and Lacis
proposed. Its theses were ridiculed for their bravado and nebular ambiguity.

However the urge to rethink the education system and the way of introducing
the minors into the society returned with a surprising impact. What it needed to
prevail was a revolution. And the revolution had indeed happened in 1968.

The wave of moral and political upheaval in Western Germany in 1968
brought new ambitions and goals. Suddenly the pillars of an old system like
family and educational system were taken under scrutiny. Women and children
were recognized as the victims of the existing institutions, therefore it was mainly
their lives that were going to be revolutionized and organised in a reimagined way
[Zipes, 1973/1].

On every level of the parliamentary and outer parliamentary opposition
there were attempts to reorganise education and daily care system, liberating
children from the impact of authoritarian upbringing that promotes repression
and competition. Organisations like Action for Women Liberation began to create
children collectives. Teachers and guardians would meet regularly to discuss their
ideas of introducing more liberal methods into their teaching practice. Institutions
like orphanages, borstals and special needs schools would also open to the new
visions.

The utopian hopes to enlarge the sphere of freedom granted to children and
therefore to transform the future society into a community of active, responsible
citizens, were very soon criticized for their elitism. Changing the educational
techniques in the still few isolated children centres, mostly for the middle class
children, couldn’t bring any permanent, noticeable change on a larger scale.
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There was a need for more holistic approach and building an alternative
system that would include all the social classes.

For this to happen there was an urge of vision and examples. Thus when, in
the spring of 1968 a magazine “alternative” published abstracts from Anna Lacis’s
and Walter Benjamins “Program for a Proletarian Children’s Theatre”, an very
soon The Central Council of Creches and Kindergartens published also Lacis’s
autobiography “Profession — Revolutionary”, they were met with an immediate
response. Together with the writings of Otto Riihle, Vera Schmidt, Wilhelm Reich
and writers of the Frankfurt School, writing of Lacis and Benjamin had become a
basis widely read and discussed [Schedler 1972].

The huge interest in the needs of children was quickly spotted by the theatre
managers. Many traditional conservative theatres started to introduce into their
repertory children’s plays, usually naive, unchallenging and aim to rather capitalise
on the trend than to bring an actual social change.

But there were also artists who after discovering the writings of Anna
Lacis totally changed their practice. In 1969 Helme Ebert and Volkhardt Paris
established Kindertheater im Mirkischen Viertel. It was placed in a poor, working
class apartment block district and among all the groups inspired by Lacis it was
the only one that followed her suggestions and ideas almost to the letter [Zipes
1976].

Ebert and Paris didnt want children to be passive spectators, but equal
co-creators of all the theatre’s production. They collaborated with a group of
pedagogues and educators, mostly focusing on children eight to eleven years old.
They would meet them twice a week to work on their sense of observation, to teach
them improvisation techniques and to let them express their needs artistically.

They've aimed at developing children’s social class awareness, ability to spot
social conflicts, to understand their root and to confront them in their future lives.
Workshop participants were encouraged to improvise using the examples from
their own every day experience. And, what they would come up with, was usually
a series of grim, bitter mini-performances, portraying adults in the darkest colours.
The stage in Kindertheater im Mirkischen Viertel was so often occupied by figures
of drunk fathers, cruel teachers, soulless state officials, negligent, helpless parents.
Every scene like this would be concluded with a conversation and looking for a
way to overcome the situation.

Ebert and Paris didn’t try to antagonise children, or to turn them against the
adults. They were too well aware that kids had to get back to their real hostile
environment, where such a rebellious behaviour would be severely punished.
Teachers and parents were not the natural allies of children’s struggle to express
their opinions and realizing their rights. On the contrary their most immediate
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interest would be in sedating and controlling children. Creators of Kindertheater
wanted not to provoke the kids to risky behaviour but rather to help them develop
self-confidence.

In 1976 Ebert and Paris published a handbook “Warum Ist Bei Schulzes
Krach ?/ Rollenspiel / Politisches Lernen” [Ebert & Paris 1976] in which they
described their experiences and gave useful examples of games to be played with
children.

However the most successful German theatre group, that emerged from this
emancipatory upheaval, is a theatre still in operation, GRIPS, established in 1968
by a cabaret artist and comedian Volker Ludwig. GRIPS, which means REASON,
started as a colourful collective of activists and cabaret artists. Their complex,
grotesques plays never presented any ready solutions to the outlined problems.
Every scene was supposed to resemble a social experiment and test the ways in
which society conditions our behavior. Performers always were trying to check
together with the viewers if a problematic situation could be arranged differently,
giving the characters and the actors themselves more choices and more space for
movement [Zipes 1976]. How did they achieve it?

At the beginning the shows were based on Brecht's Lerhstucke and performed
in a cabaret style. Adult actors would avoid naturalism or pretending to be younger
than they were.

The children portrayed in the shows usually suffered from some form of
oppression from the adults, who abused and neglected them or jealously tried
to limit their imagination and creativity. The story usually concluded before the
happy ending, in a moment when the child protagonists discovered how they
could fight for their rights.

That was the most important moment in the GRIPS shows. The so-called
“moment of hope”. Its introduction was to show the young viewers that the
current conditions could be changed. That they had agency, that their actions
could influence the state of affairs.

This empowering message came together with encouraging children to
solidarity with their peers. It’s very easy to take the side of the stronger, the one in
power, in this case adults. GRIPS promoted anti-conformist values and allowed
children to imagine that they could identify themselves with those who are weaker,
disempowered and oppressed. That they could stand by their peers even against
their immediate interests.

The most famous of the GRIPS shows would be “Mannomann” (1973) in
which a brutal, chauvinist factory worker realizes that his anger and explosive,
abusive character is an affect of being mistreated by his employers. In “Belle, Boss
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und Bulli” a show from 1995 about bulling in school the complex family situation
of the aggressive children is revealed and in “Mugnog Kinder” (1971) kids learn
to protect their precious Mugnog box, the source of their creative energy that the
suspicious and jealous adults try to destroy.

Also in many other Western countries, emancipatory theatre for children
started to grow and take on interesting new forms.

In Denmark, where theatres even before the 1968 revolution had been receiving
state support and therefore were able to develop interesting aesthetic ideas, many
theatres like Teneeter and Artemis started to rewrite myths and Brother Grimms’
tales, exposing children’s perspective [Water 2012].

In Pauline Mol’s “Princes Iphigenia” the story of Aulide house is being told by
Iphigenia who is going to be sacrificed for the greater military good. In Artemis
Theatre’s “Tell, ah, Tell Medea”, sons of Medea express their fears and hopes.
The tales of Grimm brothers, previously presented in their sugarcoated versions,
usually to warn the children that they have to stay obedient and fearsome, became
an inspiration to the new plays about children able to defeat the fears with the
power of their imagination — the power equal to the adult’s rationality. New topics
were explored, like love, conflicts, family issues, sexuality. Theatre groups of that
time not only wanted to reach to the young viewer as to a partner of a serious
conversation, but also wanted them to become a co-author of the spectacles
themselves. Many of the new theatre groups took up a form of a-hierarchical
collectives and tried to erase the line between the audience and the stage. In those
theatres, children would often give commands to the actors, who on the basis
of improvisation techniques would create spontaneous, one-only spectacles. The
results were not always glorious — sometimes the only outcome was chaos, like in
a case of STAUT theatre, which very quickly lost all the audience and financial
base for its existence.

But for many other theatres this strategy has proven to be a useful tool of problem
solving. Children could practice the behavioral patterns for difficult situations — like
in a show called “The Secret and the Truth” by Teneeter Theatre. In this show, a
child protagonist, learns by accident, that his father has a girlfriend. Children in the
audience would collectively decide what to do with such an unwanted secret.

Artists like Pauline Mol, Ad de Bont, Hans van den Boom, Stella de Haag,
Liesbath Coltod and Roe Adam, created new texts that directly reflected on everyday
matters and environment of children’s live. Planting their roots in the writings of
Maria Montessori, Janusz Korczak, Alexander Neill and Thomas Gordon, they
would propose a new way of looking at childhood as such.

For them it was not anymore a simple transition period, leading up to the actual
“main phase of life”. They've suggested to perceive childhood as an autonomous,
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unique entity, in which the cognitive abilities of a child are being formed without a
need of stimulation, education or control.

It was also a time when the ideas of anti-pedagogy took over, and among those,
a concept that reason plays a much lesser role in the decision-making process than
emotions or intuition. Therefore, to raise moral, independent adults, all the care
and attention should be given to the emotional side.

As a consequence of this approach, the language — associated with reason
and rationality — ceased to be the main mean of expression. Artists focused more
on creating, non-lineal narrations, musical and visual landscapes to stimulate
emotions and imagination.

Even though not all the groups established in the 70s made it to our times,
significant changes have been made in the theatre system in Denmark. The most
interesting change was introducing free theatre vouchers for the high school
students. Giving the kids a right to decide what theatre speaks to them. Therefore
confronting maybe the biggest taboo in the children theatre — the economic taboo
that prevents children from making their own choices.

The importance of the economic taboo shouldn’t be underestimated, as it
affects many forms of political theater, including the theatre for adults. Because,
how to speak about emancipatory, empowering theatre if the very subject of
this emancipation is not given the fundamental choice — the choice to buy the
ticket?

In the Western world the only reason that professional performances for
children have ever started being created — was to get their parents back to theatre
in December. So called “pantos” — thrilling Christmas time shows were initially
a trick that allowed to fill the empty theatres in the holiday season. They had
nothing to do with focusing on children’s needs and were profit-driven, so free
choice or free tickets were out of question [Schedler 1972].

The sitution in the Soviet Union was radically different but still not liberating.
We know about an amazing infrastructure of the Theatre for Young Viewers — so
called TIUZES, that were built after the revolution, mainly as an initiative of
Natalia Satz, minister of education Lunacharski and artists and theoreticians like
Nikolaj Bachtin. Those theatres preserved every pretense of a perfect system that
liberates the children from an economic dependence. The shows were free, the
theatre management was obliged to consult a body of children representatives —
about every repertory choice they'd made. But we also know that the shows were
not only free — they were mandatory. So the element of choice was also absent
[Morton 1979].

The situation that Anna Lacis experienced in Orel after the revolution was
hard in every imaginable way, but she still managed to escape this taboo, simply
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by acting on the outskirts of the economical system and structures of the state
theatre.

In this context, Danish experiment with the vouchers, seems like an interesting
continuation of her thought. But it was only one of many experiments happening
all over the Western Europe.

In Sweden groups like Unga Klara (Young Klara), established by Suzanne Osten
in the 70s experimented with adapting the theatre structure to children’s needs.
Osten famously opened the rehearsal process to school youth, to involve children
and their feedback at every stage of creation: at the stage of research, devising
and rehearsing. She also introduced to her plays difficult topics, like anorexia,
divorce, domestic abuse or addiction. For example in her “Medea’s children” the
entire story is rewritten to focus on the situation between the parents and to raise
questions about the consequences of a divorce. Osten wanted to treat her viewers
seriously. She wrote: There are only two major principles in children theater.
1. We agree that children are as important as we are. 2. We acknowledge that
their cognitive skill equal ours [Walter 2012].

What Osten wanted to achieve, was again, similarly to GRIPS and Lacis, to
show children that their current conditions can be changed and to empower them
with the tools to enter such struggle.

Now, the question that I usually get talking about those groups is “but did
it work” Did the children really feel empowered, did the theatre influence their
lives? The answer is there’s no way to know. We also don’t know exactly what
happened to Anna Lacis’s “bespizorniki”. How did they find their way in the new
system?

There’s no research showing the direct impact of theatre of the future life
decisions. But there’s a reccurring model that connects works of Anna Lacis with
the experiments of creators of experimental, emancipatory, ideological theatre in
the 60s and 70s and today. Lacis respected her child collaborator and accepted that
their experiences are unique and equally important as hers.

She didn't try to impose on them any moralising, didactic messages. She
allowed them to direct her and suggest the topics of the improvisation. She gave
them agency. And it seems that this element of agency — showing children that
they have an impact on the world, is the most crucial element of theatre whose
ambition is to really reflect child’s needs.
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ANNA LACIS AMONG THE CREATORS
OF THE IDEOLOGICAL CHILDREN’S THEATRE

Abstract

The moral and political coup d’état in West Germany in 1968 brought new
ambitions and goals. Women and children were recognised as victims of existing
institutions. In order to change their lives, a vision and examples were necessary.
This is why the summary of the Programme of the Proletarian Children’s Theatre
by Asja Lacis and Walter Benjamin, which appeared in an alternative magazine, and
subsequently Asja Lacis’s autobiography, entitled “Profession — Revolutionist”, caused
an immediate reaction and became a new organisational strategic basis for work with
children and youngsters. In these works, newly established children’s theatres, such
as Teater im Mirkischen Viertel, Gruppe Spielumwelt, Volker Ludwigs Reichskabarett
(subsequently — Grips) and TAT, found particular inspiration for anti-authoritarian
activity. Volker Ludwig saw a way of bridging theatre and emancipation-oriented
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education in Asja Lacis’s works. The Grips-Theatre, which has existed for over 40
years, has become the most influential ideological theatre for children. Its different
kinds of activities are now in use all over the world. The present paper explores the
impact of Asja Lacis’s ideas on contemporary children’s theatre, demonstrating how
concrete her discoveries were in the context of the theatre of her time.

Keywords: children theatre, Asja Licis, Walter Benjamin, pedagogy of the oppressed,
68’ revolution.
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THE PERCEPTION OF ASJA LACIS IN ITALY:
IMPACT ON THEATRE, EDUCATION, AND POLITICS

The 1970s was socially and culturally intense period in Italy, but, at the same
time, challenging, exciting, and anguished, full of new beginnings and hopes, as
well as of intolerance and anxieties. On the one hand, the seeds from mythical 1968
started to mature, introducing a cultural renewal that appeared in a series of social
achievements, like the laws on divorce (1970, approved by referendum in 1974),
objection of conscience (1972), the new family rights (1975), the legalisation
of abortion (1978), besides the increase in wages, the rise of strong feminist
movement for equal rights and and grasp of conscience, and increased poticial
involvement by youth. However, on the other hand, the same new consciosness on
all levels provoked the radical increase of political tensions — generation and class
fight, fuelling contestations, divisions, extremes, violence until establishing the
well-known “strategy of tension”, that resulted into clashes on streets, and bloody
and destabilizing acts of terrorism by both extreme sides, so much that the decade
was defined years of lead [Montanelli, Cervi 1991].

In the overheated and wishful climate, the break of traditional schemes of
society and culture, the victories in the labour field and civil rights were accompanied
with and contributed by strong impulses to the liberation of critical and deviant
ideas and of individual and collective artistic creativity, tenaciously supported by
left-wing intellectuals and artists. The theatre, in particular, as communicative art
related to particular civil and educational vocation, felt the inner and external
pushes towards renewal, and felt the need to exit from the closed circle and
theatrical institutions’ conventions, and distance also from new avantgarde of the
60s, in order to conquer significant and leading role in the society and culture,
that started to renew itself. From the spontaneous aggregations of base, from youth
groups and artists dedicated to experimentation New Theater slowly developed
[De Marinis 2000]. Within its extremely vivid and varied environment, we can
possibly cite the two most known and widespread trends of theatres of research, that
moved in alternative directions, but with equally destabilizing intentions and that
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identified themselves as post-avangardic and third theater. The first showed the
active aesthetic reflection of contemporaneity, the metropolitian dimension, other
artistic languages, technology, scenic writings and performance [Bartolucci 1968;
La scrittura scenica 1971-1983], while the second developed the principles of group
culture based on otherness, the ethical dimension of theatrical work, the centrality
of body, the physical training and dramaturgy of actor [Barba 1976]. Besides these
more widely recognised tendencies, more humble, but fierce movement was born
and developed, created by small constellation of actors, writers and professors who
were involved in the school and committed to the theatre’s strong expressive and
educational value and its subversive potentialities in comparison with traditional,
superficial, discriminatory compulsory education methods. In particular, from
the meeting between theatre’s activists from well prepared progressive educational
movement, the Educative Cooperation Movement, E.C.M. (Movimento di
Cooperazione Educativa) arise the educative-artistic phenomenon, that starts to act
as a leading force in the corrosion in the old passive didactics: so called theatrical
animation, an experimental tool to stimulate the creativity and to promote the free
expression of each youngster.

Not without initial resistance and opposition, and punishments by scholastic
institutions, theatre activists and professors started to introduce in the classes,
especially in primary schools, the playful, yet critical towards scolastic content,
forms of dramatization, providing them to children and allowing to use freely
the simple tecniques of theatre: mimic or verbal improvisations, invention of
stories, painting and modelling, creation of objects, muppets and simple musical
instruments, creation of music and songs, poetry, newspapers, photography, etc.
[Casini Ropa 1974]. The leading educative idea of the movement was to offer to
child all possible means of expression, including non-verbal, to promote child’s
creative interaction with materials and analogic critical interaction with reality.

In a school that had always preferred only verbal language, oral and written,
thus putting in difficult situation the children with working class, farmer or sub-
proletariat background, the possibilities of free expression that would value also
non- verbal languages, suggested as a strong act of social integration. It was an
educative position that flourished quickly and that based itself on some previous
example experiments, like those of French master Celestin Freinet [Freinet 1949],
in the 50s and from the priest don Lorenzo Milani with his work/manifest “Letter
to teacher” (Lettera a una professoressa) in 1967. The theatre with its strong ability
to involve and its expressive instruments could offer this movement an ideal
educational place, and at the same time to itself — the possibility to re-evaluate itself
as something more that theatre (pii-che-teatro, a concept introduced by Fabrizio
Cruciani), or as an ideal experimentation place of new conscience of oneself and
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of diverse equality of life for each person. It is worth while to remember that on
reseach and higher education level, exactly in 1970/1971, in Italy at University of
Bologna the first bachelor course was created in arts, music and theatre (DAMS),
phenomenon that showed departure from tradition or academic studies, founded
on the valorisation of artistic, non-verbal expression means, and, in particular, on
abandonment of the humanistic idea of theatre as a literature and on the study of
theatre’s material life and of the cultural and social network of relations that it has
with its time.

The overall educational enthusiasm, marked with utopic impulses from
beginning of the 70s, produced a great amount of researches and publications,
giving birth to young and militant publishing houses dedicated to various left-
wing expressions [Scabia, Casini Ropa 1978]. The published writings contributed
to great change in mentality regards the school education and promoted a process
of allowing new teaching methodologies and social practices of inclusion (like
introducing full time activities, often artistic, into the curriculum).

Regarding the theatrical animation, after the first defence movement of
refusal of scolastic authorities from mid 70s, the creative subversion was slowly
institutionalized and led back to the more or less curricular stream of integrative
activities, often diminishing the quality by introducing short training courses for
imparted animators to young teachers or theatre personnel’s novices.

In 1975, exactly when the animation started to retreat to the theatre or
institutionalization, and externally the political tensions provoked the irremediable
wounds and non-controlable extremism, publishing house Feltrinelli, well-known
for its left orientation, decided to publish translation in Italian from German of
Asja Lacis Revolutiondr im Beruf, whose content well related to the contemporary
Italian events. I was offered to translate it and to add my own text, the result of
studies that I was carrying out that moment on theatre of agitprop in Weimar
Republic. Fabrizio Cruciani, innovative historian of theatre and my professor
at DAMS, wrote the introduction in which he discussed through the memories
of Lacis her approach to fundamental figures in theatre and the culture of 20th
century, like Meyerhold, Brecht, Piscator and Benjamin, about the meaning and
the function of theatre in society and the concept political theatre itself, seen in a
reestablished dialectic and contradictory dimension. Structured in this way, the
text found more balance between the biography and analytical part and promoted
comparative and specular interpretation.

Released in May of 1976 and immeadiately inserted also among the readings
at university, Professione: rivoluzionaria [Lacis 1976] was widespread, especially in
the educative-theatrical field and also in the political communication, and influ-
enced considerably the receptive fields like theatre, education and cultural politics.
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The first reason of efficiency of the work was its ability to offer politically
reliable and consonant roots and historical precedents to the recent ideas and
pratices in our country that still lacked historicizing or cultural validation. In fact,
in Lacis” work it was possible to gather multiple useful and qualifying references
to diverse and previous manifestations of that social duty was so variably and
heatedly widespread.

The theatrical animation movement whose trend was about to reach the end,
found in the experience with “besprizorniki” of Orel, the strengthening example of
theatrical activity for vulnerable youngsters, that fully confirmed the educational
value of their work and pushed it beyond school, in even more difficult and
disadvantaged social environments. The critique of unilateral bourgeois education,
the value of game and observation in the education process, the diminishing value
of result instead of process, even the operational modalities with improvisation tool
and final spontaneous procession correspond perfectly to the ideas and practices of
animators, and it made them feel like heirs of the revolutionary past.

The “Manifest” by Benjamin, then was a truly exceptional discovery. The
text was already translated in Italian in 1969 by Elvio Fachinelli, then a young
psychoanalist, deeply involved in politics, who was dedicated to anti-authorative
education projects, and published in newspaper led by himself, “Quaderni
Piacentini” [1979:38]. However, the newspaper was strictly targeted and spread
only in limited intelectual circle and Manifest hadn't arrived to wider knowledge.
The work of Lacis re-propose it and make it more known, especially in the
theatrical and educational field, and provide an influential material for reflection
and discussion around the animation problematics and the educational value
of theatre. Among the theatre activists, who already were inclined to enter the
professional theatre environment, fed the debate in progress on the involvement
modalities of students in the theatrical creation, that was expressed in dilemma:
theatre for, with and by youngsters? The position of Benjamin/Lacis confirmed
the same as the most radical defenders of free expression of youngsters, declaring
them as true protagonists of their creations and strengthen in many teachers the
conviction that group work in global education environment, like the one created
by the possibilities of involvement in theatre, would be an ideal conditions and
at least experimental for open and democratic education. The mysterious secret
sign of happening that closes the Manifest becomes one of the most quoted in
many advanced education conferences and discussions. However, one must note
that from this intense experimental period and incisive auto-analysis, after the
regenerating experience in the school many new artists promoted new fertile
theatre for youngsters whose innovation in drama and scenography happily
competed with the theatre for adults.
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Broadly speaking, the aesthetic-theatrical and socio-political implications of
theatre affairs that were in the biography of Lacis escaped from theatre institutions’
borders in order to enter dilated territories. Her multiple and interesting experiences
within the German culture and theatre in the 1920s in the contact with the biggest
and the most controversial artistic personalities of time and with the abnormal
reality of protelariat theatre, gave the incentive to breach of the traditional theatre’s
borders, promoting the instauration of her various visions and encouraging the
opening to the single and collective experiences. Instead of theatre, it is more
talked about theatres.

The events of German revolutionary theatre, that — almost unknown in Italy —
broadened from the introduction, besides constructing a source of unknown
knowledge, constructed an ideal bridge with the existing political debates. In fact,
it contibuted in the same time to revitalisation of utopic ideas within theatre and
society, and to desire to participate directly with help of arts in social and cultural
areas. Furthermore, another open and contradictory problem appeared, that put
the use of theatre as justification for its existence in its expressive form, that tried to
qualify and experiment the theatre first as a form of communication and then as an
art. In the same year, the work of Lacis was republished in “The Political Theatre”
(1l teatro politico) by Erwin Piscator [Piscator 1976] with a new introduction by
Massimo Castri, director who was very occupied with redefinition of the theatre’s
political function through directorial re-interpretation of works. The work of
Lacis brought to front the ambiguity of political theatre, that was revealed in the
contrast between two concepts: on the one hand, political theatre as a theatre that
speaks about politics to non-homogeneous society by being a channel in which it
arranges; on the other hand, the political theatre as mirror of organic relationship of
spectacle and homogeneous audience, in which the theatrical form is subordinated
to communication and thus can live both like common utopical moment, and like
simple, extremist use of theatre’s expressive tools for political fight.

We should not forget the last movement where Professione: rivoluzionaria left
its impact, the social and political battle of women. The Italian neo-femminism
[Meta 2012], that in the 1960s tried particularly, but with bitter delusions within
the divided political actions to equality of sexes, in the mid 1970s had already
changed the direction, instead claiming the differences and decision autonomy of
thought. The female collectives had an important role in the already mentioned
social conquests of time. However, the leading figures that the movement used as
references were mainly from anglo-saxon environment and their political — cultural
basis often was distant from political formation (in many cases, distinct party
system) in which Italian feminists were brought up. The biography of Asja Lacis,
who lived and worked in the Soviet Union, whose rigid regime was well known;
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she was inteligent and creative, appreciated by many personalities of her time,
imprisoned for years for her freedom of thought and at the end good manager of
poor theatre for the people of kolchoz, could really become an exemplary value.

Still today in Ravenna, the feminist association dedicated to Asja Lacis is very
active. Founded in 1996 [www.asialacis.it], it occupies with projects in the field
of theatrical expression, promote the cultural activities with social, recreational
and educational aims and create plays, especially within the interesting project
“Theatre and Autobiography”.

After the wave of recognition, created immediately after the appearing of
the volume, Asja Lacis was rarely mentioned in Italian texts, only in some later
researches on theatrical animation and on German agitprop theater [Casini
Ropa 1988]. But impressive efficiency of her work in the cultural and political
atmosphere of theatre in the 70s is still alive today in the memories of all who have
lived it.

Translated by Liva Snike, Mg.pol.sc.
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THE PERCEPTION OF ASJA LACIS IN ITALY:
IMPACT ON THEATRE, EDUCATION, AND POLITICS

Abstract

The 1970s in Italy proved to be the time of both intense cultural renewal and
growing political tension, followed by street fights and violent terrorism. The breaking
of traditional social and cultural models and high achievements went hand in hand
in this stormy environment, facilitated by both the desire of the individual to break
free and collective creativity. The latter was sustained by left-wing intellectuals and
artists. Also felt was the necessity to secure once again the leading role of theatre in
culture and society. In 1976, left-wing editor Feltrinelli published the translation of
Asja Lacis’s memoirs into Italian, entitled “Professione — rivoluzionaria” (Profession —
Revolutionist), with an introductory essay on agitprop theatre in the Weimar Republic
by the author of the present paper. Those turbulent years were the fertile soil that
ensured the positive perception of the book and its strong impact on theatre and
education, as well as the political and cultural domains. The trespassing of officially
established theatre boundaries, which developed the ideas of collectivism and overtness
of the individual’s life, was inspired by Asja’s innovative experience — it encouraged
numerous theatre artists to rediscover the ethical sense in their routine work.

Keywords: theatre education, theatre impact on politics, Asja Lacis, Italy.
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THE RELEVANCE OF ASJA LACIS'S
KINDERTHEATER TODAY: A BRAZILIAN PERSPECTIVE

Thinkers and artists linked with the dialectical tradition need always to
confront two historical challenges: critical reception on their relevance in present
times; and the manner in which, following Marx’s known “Theses on Feuerbach”,
they strive not only to understand, but also transform, a world in constant change.

In this sense, Bertolt Brecht, Walter Benjamin and Asja Lacis were exemplary
in their vision whereby theatre theory, philosophical criticism and political action
should interact in addressing the fundamental issues of the times. We all know
the extent to which the works of these authors, directly linked with the leftist
tradition, constantly took on new forms, confronted new dilemmas and reacted to
the changes in politics and the public, in an era of great turmoil.

Time has passed, the early Soviet Union, which served as a model and was
the subject of thought for the three authors, no longer exists and new issues have
emerged in the panorama of capitalism ever more complex and very different from
that of the first half of the 20th century. We should then ask: do their works
continue to be relevant and can they act towards the transformation of our present
society? If so, how and why? Let us look at each of these three very important
dialectical authors, briefly, from their reception in Brazil, a country where the
contradictions of capitalism are extremely pronounced.

Since the 1980s, the work of Walter Benjamin has found wide reception in
Brazil. (We note here that Benjamin tried immigrating to Brazil before his tragic
death in 1940.) Almost all his writings have been translated into Portuguese,
there are numerous academic studies on them, and the influence of his thought
runs across all human and social sciences and the arts. His reception, however,
is divided between a perspective more linked to his dialectical standings, with
attention to the criticism of Nazism and the idea of bourgeois progress, and
another, in which he is read in the post-structuralist and postcolonialist vein, as
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an ideologist of new technologies and defender of the “subalterns” and the people
who could not express or write their own histories. These perspectives get mixed
and spread, making of the work of Benjamin required reading in various Latin-
American university courses.

Brecht’s case is even more remarkable. The first important stagings of his plays
date back to the 1960s and, ever since, the author has been omnipresent in the
theatre scene and critical debates in Brazil. The history of his reception in Brazil
raises highly relevant questions, which were discussed in an important essay by
the eminent Brazilian dialectical literary critic Roberto Schwarz. Entitled “Altos e
baixos da atualidade de Brecht” (“Brecht’s Relevance: Highs and Lows”) [Schwarz
1999], the essay follows the trajectory of the performances of Brecht’s plays in
Brazil, from the “grand” period of theatre in the 1960s, to Brecht’s incorporation
by theatrical groups resisting the Brazilian dictatorship in the 1970s and 1980s,
through to his acclimatization in the traditional repertoire on the one hand, and,
on the other, the politically interesting resumption of Brecht’s didactic and epic
theatre in the 1990s and the first decade of our century. The immediate object of
Schwarz’s analysis is the staging of the play “Saint Joan of the Stockyards” [Brecht
2001] by the Companhia do Latao Group, based in Sao Paulo, the metropolis that
is yet the industrial and financial center of Brazil.

Schwarz argues that Brecht’s works must necessarily be “reinterpreted” so
that their staging attains relevant political and artistic objectives. Such rereading is
necessary due to changes that have been taking place in capitalism and its ideology
over the past few decades. In light of “Saint Joan”, one of the aims of Brecht’s
practice of dialectical theatre was the effect a critique of the ideology, based on
a process of critical distancing which broke with the illusions of the economy
as well as theatre itself. In his time, the main objective was to show that behind
supposedly universal, religious and moral values, what was at stake was “the world
of sausages”, monetary interest and the continual exploitation of the workers. If
these values were defended by “the right”, the “left” sought to unveil what they
masked, showing them as false, as elements of cultural and social domination.

But capitalism changed and the equation was inverted. Today the financial
market’s liberalizing capitalist ideology makes a point of ever highlighting the need
to think in economic terms, cost-benefit, and supply-demand. Even in culture the
financial interest ceased being civilly hidden to become an object of unmasked
pride and ostentation: the list of highest sales and highest salaries gains more
importance than any assessment of an aesthetic order. In this totally marketable
world, it is now for the left to defend “universal”, human, moral values.

The result is a short circuit, very well perceived in the Brazilian staging of
Brecht’s “Saint Joan”. If we read Brecht’s text today, the workers would seem mere
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caricatures and not at all heroic, out of keeping with his intentions; the capitalists,
whom Brecht would have depicted as caricatures, are today complex, highly
interesting characters, and tell more of the contradictions of the current economy
and politics than do the idealized revolutionaries.

Following this lead, we may argue that Asja Lacis’ trajectory is the opposite.
Practically unknown to the Brazilian public, she reveals herself today, in our view,
as an extremely interesting, highly relevant author, especially for her reflections
and her theatre for children and adolescents. Her ideas and actions in this ambit
(which reached us first through the writings of Walter Benjamin) carry important,
powerful tools for thinking about the educational dilemmas of our youth in the
present context of an education increasingly tuned to the market and the reification
of consciences.

The state of vulnerability in which children find themselves today in Brazil
and throughout Latin America is tremendous. Social vulnerability, but also the
silent, paralyzing vulnerability related with the cultural industry to which children
of whichever social class are exposed. In this context, to think of theatre as a
possible means towards autonomous, critical and emancipatory learning in Brazil
is not only coherent, but urgent and necessary.

We would like to discuss now briefly the relevance of Lacis ideas for the work
that is developed in Casa do Teatro. Founded in Sio Paulo in 1983, it receives
groups of children and adolescents, ages four to eighteen. As an extension of
the course of practical action the Casa do Teatro carried out with children and
adolescents, with the aim of developing a theoretical framework for this work, it
was time to go back to researching in order to discover the identity of the Latvian
woman who so profoundly inspired Walter Benjamin’s “Program for a Proletarian
Children’s Theater” (2005). Moved by great curiosity, we came up against the near
impossibility of finding in Brazil any material on Asja Lacis and her work. We take
this opportunity to thank Eugenia Casini Ropa, Susan Ingram and Beata Paskevica,
who have been fundamental in introducing and fostering understanding of Asja’s
work. Our admiration for the woman born here under the name Anna Liepina
was immediate. The importance of what she created throughout her entire career
as actress, stage director, educator, activist and intellectual did not correspond
with the role carelessly ascribed to her by history. Her figure, when seen from this
androcentric, superficial standpoint, is an example of the way in which actresses
are frequently viewed.

Right at the outset of the research, the familiarity of her work and the work
developed in Casa do Teatro, both in concept and practice, was startling. What
surprised us was the work in such similar areas, the sharing in like educational
concerns and, above all, the usage of very similar resources in directing processes,
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despite being so distant geographically and in time. How in Brazil, and more pre-
cisely in Sao Paulo, can such a coincidence take place? The answer to this question
shows the vitality and relevance of a leftist-oriented perspective of educational
action, which surpasses frontiers.

The Casa do Teatro stems from the educational work/training begun in the
1960s by actress Célia Helena, who founded a theatre for young people who,
isolated by the military dictatorship that took place in Brazil from 1964 to 1984,
had neither space for meeting nor ways to express or act critically. The history of
Brazilian theatre has been strongly marked by women who surpassed their roles
as actresses, and were founders of theatres, theatre groups and companies, being
responsible for many combative actions in our country. Célia Helena was one of
them. Having worked with important European directors who arrived in Brazil
fleeing the Second World War, she also had the chance to be directed by and to
act with Russian actor and director Eugenio Kusneteft who, along with Italian
director Ruggero Jacobbi, was to greatly influence her as an actress and theatre
pedagogue. Born in 1898 in Russia, Kusneteff, after the Bolshevist victory, went
to study in Moscow in some of the theatre studios, afterwards being invited to
work as an actor in the Baltic countries, including Latvia. Settling in Brazil in
1926, Kusnet (this is how he adapted his name in Brazil) was responsible for the
introduction of Russian theatre practice and pedagogy in Sao Paulo. There is a
fascinating similarity between the concepts and stage management which Kusnet
developed with his students and actors compared with the ways in which Asja
Lacis describes her improvisations and her work as director and actress.

In regard to this background of longstanding practical activity, it was very
important to get to know the program developed by Asja Lacis, which today can
help us systemize the thinking and philosophical guidelines of educational theatre.
Based on my experience (Ligia Cortez) as an actress and director working with
children, and also on my reading about the way in which Asja worked, I recognize
the actions which served as the starting point for Benjamin’s concepts. He wrote
about what he saw. One who works with children and derives from a time of
fighting for social transformation understands and imagines the practical steps for
this reflection. Having improvisation as the main tool for working with children
and young people, we seek to collectivize the ideas and proposals of the groups
as well as the stagings. We work with collective creations and also adaptations
of plays and literary pieces carried out in groups. Some may stem from a book,
a classical play or a play for children; others can arise out of the need to defend
an idea, or from the life stories or backgrounds of the members in the group, the
scenes being built during each encounter.
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Memorized lines were never used, nor the repetition of written texts. As
Benjamin cites in the beginning of the program, rote lines make no sense to
a child. They must come from a previously built and incorporated thought.
Improvisation creates the possibility for the child’s autonomy; they think and
speak for themselves, choose the words that best fit their ideas and dont simply
repeat what others have already said. The practice of improvisation is involved
in collective games, in the staging of plays, and is akin to that used by Asja Lacis
(1971) to create the Meyerhold text for children, A/inur. Improvisation is one of
the most powerful resources that theatre can provide.

Children should think beforehand about the work, the historical basis of the
text and of the author, leading them to an understanding of the development
of the plot. What happens, therefore, is a process of apprehending the story
in order to talk, through it, about something which makes sense for the group
to communicate, claim, and above all, share with the audience (many of the
spectators are the same age as the group and their response is immediate!), which
evokes the experience that Asja Lacis had with war orphans and street children,
the besprizorniki in Orel.

It could be that Asja Lacis is the source of the work we develop today in Sao
Paulo. Or perhaps she is only one of its origins, along with Meyerhold, Evreinov,
Augusto Boal, the derivations of the theatre studios of Moscow and the Western
counterculture movements. It could actually be that the very need of engagement
and autonomy to confront the tough political moment which Brazil underwent,
leading to very similar actions, is at the roots of our work being so much in tune
with the program set forth by Walter Benjamin.

Considering the political and economic context of our era, we may conclude
that the relevant ideas of Bertolt Brecht and Walter Benjamin on the aestheticization
of politics and the politicization of aesthetics necessarily involve the awareness that
our present political process is, above all, in need of a new political consciousness.
Now, it is precisely Asia Lacis’s theory which offers us the path for this renewal of
political consciousness, because theatre is still a vigorous source of transformation
and education for children. Inspired by Asja Lacis, we can contribute through the
program so that, citing Benjamin, “the theater will unleash in children the most
powerful energies of the future” [Benjamin 2005: 202].

For this reason it is extremely important that Asja Lacis be known by name in
our country and throughout Latin America. Urgently.
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THE RELEVANCE OF ASJA LACIS'S
KINDERTHEATER TODAY: A BRAZILIAN PERSPECTIVE

Abstract

The goal of the article is to show that Asja Lacis’s theatre programme, which was
based on her reasoning about historical, practical and political issues in the theatre
for children and adolescents, can be significant in the development of modern youth
theatre in Brazil. Walter Benjamin’s Programme of the Proletarian Children’s Theatre,
which included and explained Asja Lacis’s ideas, enhanced a better understanding
of the involvement of art and theatre in politics, as well as the education based on
emancipated artistic experience.

The article views these ideas from a historical perspective by studying the case of
“Cuasa do Teatro”. This institution is an heir to the tradition of education theatre, whose
political dimension is associated with the resistance to Brazilian dictatorship (1964—
1984). Through emphasising theatre activities as a type of conscious education, certain
aspects of Asja Lacis’s ideas gain the kind of significance that Brecht’s and Benjamin’s
works have possibly lost in the context of contemporary politics and the latest trends
in theatre development.

Keywords: contradictions of capitalism, children and youth theatre, practice of
improvisation, Asja Licis, Brazil.
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POLITISKAIS AKTIVISMS KA TEATRA FORMA

Bertolts Brehts ceréja, ka ar makslas palidzibu var mainit pasauli. Vins
uzskatija, ka teatrim ir javeicina parmainas sabiedriba, lai dzivot taja klatu taisnigak,
vienlidzigak un brivak. “Maksla ir nevis spogulis, kas pavérsts pret realitati, bet
gan amurs, ar kuru to veidot,” vins esot teicis [Malzacher 2014:12]. Sis citits tiek
piedévéts krievu revolucionarajam dzejniekam un dramaturgam Vladimiram
Majakovskim, bet ir ari versijas, ka ta pirmavots ir Karlis Markss.

Politiska teatra jédziens vésturiski primari saistits ar kreiso un marksistisko
ideologisko orientaciju, ka ari lielakoties tiek aplukots teatra ka specifiska
skatuves makslas zanra konteksta. Tacu $eit, galvenokart balstoties britu teatra un
performances pétnieka profesora Baza Ker$ava (Baz Kershaw), amerikanu aktiera
un aktivista profesora Lerija Bogada (Larry Bogad) un vacu teatra zinatnieka un
kuratora Floriana Malcahera (Florian Malzacher) atzinas, ka ari autores pieredzé,
tiks aplukots it ipasi pédéjas desmitgadés aktualizéjies makslinieciska aktivisma
fenomens un ta aizguvumi no teatra stratégijam un taktikam.

Péc Baza Ker$ava domam, “politiska teitra ideju jau kadu laiku ir skarusi
krize. (..) Kop$ personigais ir kluvis par politisko, sakot ar 60. gadiem, politika
ir ieperinajusies gandriz visos kultiras kaktos un spraugas. Idenitates politika,
(..) kermena politika, seksuala politika — politiskais aspekts ir visur klatesos$s, un
to var identificét visa teatri un performancé. Un $ads juceklis rada jauna veida
nenoteiktibu” [Kershaw 1999:16]. Bazs Kersavs rosina politiska teitra vieta rau-
dzities péc radikalam izpausmém teatri un performancé, tadéjadi atbrivojoties no
ideologiskas ievirzes un “pari jebkadam dogmatiskam formam noradot uz tam
brivibam, kas patlaban nav iedomajamas” [Kershaw 1999:18]. Performances jé-
dzienu vin$ skata plasa un mazliet izpladusa nozimé, ieklaujot gan performanci ka
no vizualas makslas attistijusos zanru, gan kultiras performanci plasa nozimé, kas
skar teju vai visas cilvéka darbibas un komunikacijas sféras. Tacu cerams, ka tiesi
tas mums palidzés neierobezot skatijumu un neiekrist “vai ta ir maksla?” lamatas.

Sads uzstadijums lauj izvairities no diskusijas par kreisuma definé$anu, tomér
es vélos izteikt savas pardomas par kreisuma jédziena problematiku Latvija. Més



POLITISKAIS AKTIVISMS KA TEATRA FORMA 147

esam piesardzigi un aizdomigi pret kadu ideju definésanu par kreisam, manuprat,
divu galveno iemeslu dél: 1) tas saistits ar padomju mantojumu, kura kreisumu
ir gandriz neiespéjami noskirt no leninisma, stalinisma un parprasta komunisma
surogata; 2) kreisuma zimolu pie mums ir privatizéjusas t. s. krievu partijas, kas
ekonomiskaja politika it tikpat labé&jas un neoliberalas ka vadosas latviesu partijas,
bet pamanijusas kreisumu samiksét ar nacionalo un véstures izpratnes jautajumu.
Lidz ar to akcents ir greizi parlikts no $kiriskuma jautajuma ekonomiska nozimé uz
sabiedribas dalijumu péc nacionalas un pilsonibas piederibas (vai nepiederibas).

Tacu, ja kreisums nozimé apsaubit neoliberala kapitalisma modeli ka cilvécei
labako un vienigo iespé&jamo, ja tas nozimé véléties taisnigaku resursu sadali un
neuzskatit privatipasumu par dievu, ja tas vértibu sistéma augstak par individualo
labumu liek kolektivas vértibas un sadarbibu, ja kreisums ietver rapes par planétas
izdzivo$anu klimata parmainu un dabisko resursu izsik$anas apstaklos, tad es esmu
kreisa!

Bet — atpakal pie radikalas performances! Kop$ 90. gadu sakuma sociali at-
bildiga maksla ir aktualizéjusies visa pasaulé. Saja raksta tiks aplikota nevis maksla,
kas runa par politiskam vai socialam témam un atspogulo tas (lielakoties institu-
cionalaja makslas konteksta), bet gan radikala performance politiskaja aktivisma,
kuras autori nereti ir makslinieki. Lerijs Bogads [Kreicberga 2014] runa par zak-
tisko izridi (tactical performance), kur jédzienu performance var trakeét plasak un
daudznozimigak, ieklaujot taja gan izrades nozimi, gan taktiskas darbibas, darbo-
$anas vai ricibas nozimi. Lai sasniegtu vélamo rezultatu — realas parmainas sabiedriba
vai vismaz dalas sabiedribas skatijuma uz kadu politisku, ekonomisku vai socialu
problému, tiek radita notikuma dramaturgija un téli, izvéléta skatuve utt. — parasti
publiska telpa, bet var bt ari mediju vide. Nereti notiek arl méginajumi, un zzride
tiek izzinota publikai, no kuras atbilstosi postdramatiska teatra [Lehmann 2000]
tendencei tiek sagaidita lidzdaliba.

Turpmak tiks raksturoti dazi radikalas taktiskas performances piemeéri.

Reclaim the Streets (Atdodiet ielas, 1995-2001)

Sis protesta kustibas pamata ir vienkarsa, bet reizém piemirsta doma par to,
ka ielas un publiska telpa pieder mums visiem, uzlikojot ielas ka koplabuma (7he
Commons) urbano ekvivalentu. Kustibas mérkis ir atgadinat par $im tiesibam,
atbrivojot publisko telpu no masinam un privata biznesa interesém, padarot to
par patiesi publisku un visiem pieejamu, vienlaikus radot nakotnes viziju par
to, kadas varétu but ielas, masu apkartne un sabiedriba, ja politiskas sistémas
prioritates batu cilvéki un ekologija, nevis pelna un ekonomika. Faktiski tas
bija apjomigas reiva ballites apvienojuma ar Lielbritanijas anticelubaves kustibas
protestiem. Pirma ielu ballite notika 1995. gada maija Londonas Ziemelos, un taja
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piedalijas ap 500 dalibnieku, bet 1996. gada vasara jau 8000 dalibnieku iepéma
kidu no Londonas autoceliem. Saja akcija piedalijas milzigas karnevila figiras
stipotas kleitas, zem kuram bija paslépusies aktivisti, kas izurba asfalta caurumus
un iestadija uz autocela kokus. Zina par $o akciju strauji izplatijas, ieglistot mita
statusu, un, pieméram, iedvesmoja Liverpules ostas stradniekus sadarboties ar
Reclaim the Streets, organizéjot streiku. 1998. gada maija, vienlaikus ar G8 samitu,
globala ielu ballite notika 70 pasaules pilsétas, bet vél péc gada, 18. janija, vairaku
kontinentu pilsétu finan$u rajonos notika Reclaim the Streets un Peoples Global
Action tikla koordinéts “Karnevals pret kapitalu” [Boyd 2012].

Idejas zina sai kustibai radnieciga ir pie mums pazistama “Kritiskas masas”
kustiba, kura velosipédisti censas pieradit savas tiesibas uz komfortablu parvieto-
$anos publiskaja telpa.

Clandestine Insurgent Rebel Clown Army (Slepend nemierniecisko dumpi-
nieku klaunu armija)

Si kustiba tika izveidota 2003. gada Lielbritanija, organizéjot protestus ASV
prezidenta Dzordza Busa vizites laika, un ir izplatijusies visa pasaulé — ASV,
Dienvidamerika, Australija un citur — klimata, antiglobalizacijas, antimilitarisma
un citos protestos. Tas pamata ir jauna pilsoniskas nepaklausanas metodika, kura
savienota sena klaunu maksla ar masdienu nevardarbigas tiesas darbibas (direct
action) taktiku. Kustibas iniciatori Dzons Dzordans (John Jordan), Lerijs Bogads
un citi sadarbojas ar profesionaliem klauniem, lai attistitu dumpigo klaunidi —
ipau treninu metodologiju darbam ar kermeni, attistot intuiciju un atrodot
katram “savu iekséjo klaunu”. “Klaunu armijas kaujiniekiem ir nevis jaizliekas
par klauniem, bet gan tiefam jaklast par tadiem,” turklat — “uzskatot par cinas
lauku gan dvéseli, gan ielu” [Boyd 2012]. Karnevaliskais protests balstas parlieciba,
ka ienaidnieka izsmie$ana un apmulsinasana ir daudz spécigaks lidzeklis par
tieSu konfrontaciju. Darbibas mérkis ir tas objekta (pieméram, varas parstavju)
reakcija, kas pati klast par priek$nesumu, inscenétas situacijas absurdam iedragajot
autoritates auru. Nereti policisti atmaigst un atkapjas miligo un jautro klaunu
prieksa, aiz smiekliem nespéj noturét ierindu vai, garlaicibas dziti, uzsak iet rotalas
ar klauniem. Tomeér klaunu darbibas nav nemaz tik nevainigas, vini ir apguvusi
miermiligas blokésanas taktiku, pieméram, apkampjot kadu policistu ta, ka vin$
nevar izkustéties no vietas, vai prasito dokumentu vieta velkot ara no kabatam
bezgaligu skaitu dazadu nieku. Svarigs ir ari krasnais un intriggjosais vizualais téls,
kas palidz radit negaiditas un izteiksmigas situacijas, kuras mediji labprat parraida
un publicé. Tadgjadi ar §im karnevaliskajam protesta situacijam tiek mainits
skatljums uz pasu protesta butibu un uz protestataja télu, parlikti akcenti spéku
saméros un lidz ar to ari mainiti sabiedribas prieksstati par protestu kultiru.
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Rotallietu protesti jeb nanomitini (nano rallies)

2011. gada decembri Krievija notika Valsts Domes vélésanas, kuru manipulétie
un falsificétie rezultati izraisija protesta akcijas visa valsti. Bet ko darit policijai,
ja piketé rotallietas? Péc tam, kad varas iestades nesaskanoja Sibirijas pilsétas
Barnaulas aktivistu grupas Decembristu kustiba pieteiktos mitinus, 2012. gada
7. janvari ta sarikoja pirmo nanomitinu Saharova laukuma. To organizéja dazi cil-
véki, tam nebija publicitates, bet vél nebija paspéts izvietot sniega kupena visas
rotallietas ar plakatiem, kad policija jau bija klat un pieprasija rotallietas aizvake,
piedraudot, ka citadi vini tas konfiscés. Aktivistu parstavji atbildéja, ka ta bas
zag$ana, un argumentéja, ka nolikt savas pesonigas mantas uz zemes nevar bt
likuma parkapums. Policija dokumentéja notikuma vietu un aizgaja. Péc nedélas
Baranulas aktivisti sarikoja nakamo nanomitinu, informéjot medijus un iesaistot ari
viet&jos iedzivotajus, kuri bija aicinati pievienoties protestam ar savam rotallietam
un vinu mazajiem plakatiem. Nezinot, ka reagét, policija vérsas prokuratara, lai
noskaidrotu, vai rotallietu mitin$ ir uzskatams par nelikumigu un nesaskanotu
publisku pasakumu vai nav, un sanéma atzinumu, ka ari rotallietu mitiniem nepie-
ciesama atlauja. Kad aktivisti pieteica rotallietu mitinu, tas netika atlauts, par vienu
no argumentiem minot to, ka taja piedalisies Kina izgatavotas rotallietas, kas nav
Krievijas pilsoni, tapéc tas nedrikst pulcéties.

Maksliniece Anna Jermolajeva ir izveidojusi filmu “Socialas pretosanas metodes
Krievijas pieméros” [Jermolaewa 2012], kura lidzas $im stastam ir dokumetétas ari
citas aktivisma prakses Krievija 2011.-2012. gada, taja skaita Pussy Rior akcija.
Japiebilst, ka péc Putina atkartotas noklasanas prezidenta amata 2012. gada marta,
Krievija tika pienemti daudz stingraki likumi attieciba uz pulcé$anas brivibu.

Stavosais cilveks (Standing Man)

2013. gada 28. maija Stambula sakas miermiligi iedzivotaju protesti pret
Gezi parka likvidésanu, kas ir viena no retajam zalajam zonam $aja pilséta. Policija
izklidinaja protestétajus, pielietojot stekus un asaru gazi, un tas izraisija daudz
plasakus Turcijas iedzivotaju protestus ne vairs pret parka iznicinasanu, bet gan pret
varas autoritaro rezimu. 17. junija, divas dienas péc kartéjas protesta demonstracijas
izdzenasanas, Turcijas valdiba vispar aizliedza demonstracijas Stambula.

Taja pasa diena turku horeografs Erdems Gunduzs (Erdem Giindiiz, 1979)
dodas uz Taksima laukumu, kas atrodas netalu no Gezi parka, un plkst. 18.00
uzsak savu protesta akciju. Vins nostajas iepretim Ataturka Kultaras centram un
ciesi skatas uz Turcijas sekularas valsts dibinataja Mustafa Kemala Ataturka por-
tretu, kas atrodas uz $a centra fasades. Akcija nav izsludinata, tacu pakapeniski
stavosais cilvéks pievér§ garaimgajéju uzmanibu. Vina draugi izveido kédi visapkart
laukumam, lai novérstu citu cilvéku pievienosanos Erdema protestam, kas varétu
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radit iespaidu par masveida demonstraciju. Tomér ap 300 cilvéku pievienojas
mémajam protestam, un nakd policija ierodas izklidinat demonstrantus, vairakus
no tiem apcietinot. Erdems tiek aizturéts, bet policija nezina, ko ar vinu iesakt.
Stavosais cilvéks ir radijis ambivalentu situaciju, kura varai nav iespéjams rikoties
adekvati. Vai tie$am policijai jaapcietina cilvéks, kur$ vienkarsi stav laukuma? Ja
vinu apcietina, tad kads ir pamatojums? Ja neapcietina, tad vin$ ir uzvargjis.

Dazu stundu laika zina par $o akciju izplatijas socialajos tiklos, un dazadas
Turcijas pilsétas notika lidzigas akcijas, izvéloties zimigas vietas. Pieméram, Ankara
sieviete nostajas vieta, kura ticis nogalinats kads protestétajs u. tml.

Latvijas mediju telpa Turcijas protesti tika skopi atspoguloti un Stdvesa cilvéka
akcija pieminéta vien garamejot zinu agentaras LETA izplatitas informacijas par-
publicéjumos ar nosaukumu “Turcijas premjerministrs pasludina uzvaru par pro-
testétdjiem” [LETA 2013]. Turpretim Rietumu medijos lasami virsraksti “Stavosais
cilvéks Erdems Gunduzs klast par pretvaldibas protestu simbolu Turcija” [Reuters
2013] vai “Turcijas stdvosais cilvéks parada, ka pasiva preto$anas spéj satricinat
valsti” [Seymour 2013].

Pats Erdems pamato savu akciju ar neapmierinatibu par to, ka mediji atspo-
guloja protestus: “Man ka horeografam ir svarigi, ko iespéjams pateikt ar kermeni.
Reizém kermenis var bat politisks. Un reizém kermena atticksme (te butu vieta
piesaukt Brehta gestus — aut. piez.) var bat jégpilnaka par vardiem” [Malzacher
2014:134].

The Yes Men’

Cita publiskaja telpa — mediju telpa — darbojas amerikanu makslinieku
aktivistu kolektivs 7he Yes Men. Jana Baloza un Valtera Sila izradé “Marupite” tiek
pieminéta 7he Yes Men akcija, kura vini 20. gadskarta péc Bhopalas katastrofas
(1984), kas tiek uzskatita par lielako industrialo katastrofu pasaulé ar pusmiljonu
cietuSo gazes noplades dél, razotnes ipasnieku Dow Chemical Company (DCC)
varda BBC World News raidijuma laika publiski uznemas pilnu atbildibu un apsola
kompensét katastrofas sekas 12 miljonu dolaru apméra. Interesanta detala $aja
stasta ir ta, ka BBC pétnieks pats mekléja DCC parstavjus, lai noskaidrotu vinu
viedokli, un bija aizsutijis e-pastu caur 7he Yes Men pirms daziem gadiem viltotu $is
kompanijas majas lapu DowEthics.com. Péc kompanijas viltota parstavja Mr. Jude
Finisterra (pseidonima visai atklati pausta ironija) pazinojuma étera stundas laika,
kamér §i blédiba nebija atklata, DCC fondi birza kritas par vairakiem miljoniem
[The Yes Men 2007].

71 Burtiski — “Ja cilveki”.
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Savukart 2012. gada 7he Yes Men sasauca preses konferenci ASV Tirdzniecibas
palatas varda, pazinojot ka ta ir mainijusi savu viedokli par ASV valdibas nostaju
klimata jautdjuma. Si zina nonaca dazados zinu kanalos un izraisija istu apjukumu,
nostadot ASV Tirdzniecibas palatu neérta ambivalenta situacija, kura tai lieku reizi
publiski jaapliecina sava nevélésanas risinat klimata parmainu jautajumu vai ari
jamaina sava nostaja [The Yes Lab 2012].

The Yes Men pret korporativo pasauli pielieto to pasu taktiku, kuru labi apma-
citie korporaciju publicitates meistari lieto ikdiena — melus un manipulaciju ar
faktiem. Savu metodi vini aspratigi nodévéjusi par identitdtes korekciju — iejutoties
korporaciju parstavju loma, vini izspélé scenarijus, kadus sabiedriba vélétos sagaidit
no atveidotajam personam.

Atgriezoties pie kreisuma idejas, nakas secinat, ka, lai ari neviena no minétajam
kustibam vai performancém sev nepiedévé $o apziméjumu, tas iestdjas par vér-
tibam, kas tiek asociétas ar kreiso domasanu — taisnigums, vienlidzigaka resursu
sadale, vienlidzigas tiesibas dazadam sabiedribas grupam vai slaniem, publiska un
kolektiva ipasuma (koplabuma) respektésana u. c.

Lerijs Bogads intervija zurnalam 7édtra Vestnesis saka: “Es uzskatu, ka protests
un socialas kustibas ir makslas forma, un tiesi ta tas jauztver. (..) Kad es stradaju ar
arodbiedribam, citi apgalvo — tas nav teatris, ta nav maksla. Ari mani universitates
kolégi saka — tu atrodies kaut kur pasa teatra makslas periférija. Tad es viniem
atbildu, ka varbait esmu periférija tam, ko jas uzskatat par teatri, tacu mani tas ne-
satrauc, jo es, toties, esmu pasa centra tam, ko es uzskatu par atbildigu makslas
praksi” [Kreicberga 2014].

Makslinieki rada protesta valodu un estétiku, sapludinot dzives, makslas un
politiska protesta robezas.
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POLITICAL ACTIVISM AS A FORM OF THEATRE
Abstract

Nowadays political activism can be considered as a form of theatre: its strategies
and tactics often employ the means proposed by Brecht and other thinkers of the
political theatre. However, there is a paradox if artistic activism is being practised
exclusively in the artistic context, it can find itself in a deadlock.

The article is dedicated to the phenomenon of artistic activism, exploring such
examples as protest movements born in the UK “Reclaim the Streets” and “Clandestine
Insurgent Rebel Clown Army”, “Nano-rallies” in Barnaul, Russia, the act of “The
Standing Man” in Turkey, and the activities in media space by the American activist
collective “The Yes Men”. The artists create the language and aesthetics of protest
merging the borders of life, art and protest.

Keywords: political activism, political theatre, artistic activism, the radical in
performances, aesthetics of protest.
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Makslas un politikas attiecibas misdienu Latvija

Manu interesi par politisku dokumentu un ricibas klatbatni laikmetigaja
maksla radija 2014. gada notikumi, sakoties Ukrainas karam, kad Latvijas mak-
slinieki sadalijas divas frontés — tajos, kas skali apgalvoja, ka makslai ar politiku
nav nekada sakara, un tajos, kuri ar savu ricibu apstiprinaja pretéjus uzskatus un
aicinaja izmantot makslu, lai ietekmétu politiku, t. i., sabiedribas dzivi un vértibu
izpratni. Ka karognesgji frontes pirmajas linija nostajas maestro Raimonds Pauls
un Nacionalais teatris, bet ierakumu otra pusé stavéja Jaunais Rigas teatris, Alvis
Hermanis un Guna Zarina.

Masu medijos R. Pauls pauda viedokli, ka kultaras cilvéki nav politiki, tapéc
viniem nevajadzétu iejaukties konflikta starp Krieviju un Ukrainu. “Ne jau més —
aktieri un muziki — tos konfliktus atrisinasim,” teica komponists [Pauls 2014].

Jauna Rigas teatra lémums boikotét Krieviju tika pienemts, protestéjot pret
Krievijas kultaras darbinieku pasivitati saistiba ar Ukrainas okupaciju. Vinu “klu-
s¢josais atbalsts liecina par atbalstu agresivajai politikai”, tapéc kultaras cilvékiem
nevajadzétu sadarboties ar Krieviju, skaidroja Alvis Hermanis [Hermanis 2014] un
atcéla JRT viesizrades Sanktpéterburga un Omska. Hermanis uzsvéra — Krievijas
kultaras elitei ir jasaprot, ka nevarés nosédét vienlaicigi uz diviem krésliem —
atbalstit Putinu un dzivot ar Rietumu sabiedribas vértibam.

Apgalvojot, ka kultaras cilvéki nav vainigi pie politiskiem konfliktiem un ne-
sp€j tos ietekmét, tiek pateikts, ka makslinieki atrodas arpus sabiedribas, tas vér-
tibam un dzives. Ja izmantojam Aristotela piedavato cilvéka ka politiska dzivnieka
definiciju, aicinajums atteikties no savas politiskas dabas nozimé atteik$anos no
sava cilvéciskuma péc butibas. Cilvéks, kas neapzinas sevi un savu atbildibu sabied-
1iba, ir tikai dzivnieks, kas pats sev atpémis iespéju realizét savu racionalo dabu.
Dzivnieks, kurs zaudéjis kontroli par sevi un savu dzives vidi, laujot citiem noteikt
to, ka vinam jaizturas un jadzivo.
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Latvija viedoklis, ka makslai nav jabat sociali un politiski aktivai, pastav sen.
lespéjams, tas ir ilgstosas PSRS politiskas dzives obligatas estetizacijas traumas dél.
Tas, ko Valters Benjamins rakstija par fasisma attiecibam ar estétiku, ir attiecinams
arl uz Latvijas Padomju Socialistiskaja Republika realizéto makslas paklausanu
varas ideologijai. Tas, ka visi fasistiskie centieni estetizét politiku sasniedz savu vir-
sotni viena punkea, kas ir kars, pieradas ari Sobrid, vérojot veidus, ka ari ar varai
paklautas makslas palidzibu Krievijas sabiedriba tiek organizéta un vadita kara
virziena [Benjamins 2006].

Liela dala Latvijas makslinieku un sabiedribas parstav lab&jo viedokli mdksla
makslai, kas orientéjas uz makslas darba formas, nevis uz satura jautajumiem un
attiecibas ar sabiedribu uzsver makslinieka individualo brivibu domat sava kak-
tina un stirisa robezas. Par to, ka Latvijas vizualaja maksla refleksija par visai
sabiedribai nozimigam idejam (un tada aspekta $§1 domasana var tikt definéta ka
kreisa) nav biezi novérojama, jau pagajusa gadsimta astondesmitajos gados rakstija
Ojars Abols, uzsverot, ka “tiri cilvéciskas smeldzes misu glezniecibas panorama ir
daudz, nostalgijas — bagatigi. Meistaribas, energijas, spéka, vitalitates — parpilnam.
Deklarativa téma vairs netiek piedavata, un valda isti izjusts gleznieciskas meista-
ribas prieks. Prieks par dabu, sevi, savu varé$anu. Un nekadu $aubu vai jautdgjumu
pasaulei...” [Abols 2006:71].

To, ka trisdesmit gadu laika nekas daudz nav mainijies, liecina ari Latvijas
jauno makslinieku darbi. Pieméram, Latvijas Makslas akadémijas 2011.-2014.
gada humanitaro zinatnu magistra grada iegusanai veidoto diplomdarbu vida no
272 darbiem tikai 33 bija veltiti ar sabiedribu saistitam témam. Jaunie makslinieki
nereflektéja par kadu konkrétu vésturisku un sabiedribai nozimigu notikumu,
arl senakas, jaunakas un masdienu véstures liecibas vai politiski dokumenti par
makslas darbu satura pamatu netika izmantoti. Parsvara jaunos maksliniekus inte-
reséja dazadi makslas darba formas un izteiksmes lidzeklu jautajumi, personisku
pardzivojumu fikséjumi, sava es izzina, telpas aspekti. Laiks un sabiedribai nozi-
migi notikumi palika arpus vinu intere$u sféras. Tie, kas formali pievérsas ar
sabiedribu saistitu tému risinasanai, izvéléjas domat, pieméram, par vér$u cinam
ka izklaides industriju, medibam ka elitaras sabiedribas izklaides pasakumu, pédas
un muguras deformaciju, dzerama tdens struklakam publiska vide, tiltiem, prome-
nadém un velomarsrutiem tajos. Tomér bija ari jaunie makslinieki, kuru darbi
risindja jautajumus par cilvéka atbildibu par ideologijas sekam, unifikaciju ka
paklausanos patérina ideologijai, izglitibas sistému ka macisanas un dzivosanas sin-
tézi, integracijas politiku un sabiedribas dzives kvalitates cel$anu, attistot socialas
vértibas [LMA gadagramata 2011, 2012, 2013, 2014].

2012. gada kuratore Sniedze Sofija Kale Arsenala izstazu zalé piedavaja apjo-
migu izstadi Negantnieki, kura bija apkopoti to makslinieku darbi, kas kritiski
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polemizé ar sabiedribu un taja valdo$ajam vértibam. Izstades kataloga makslinieki,
kuri ar saviem darbiem tiecas revidét/pardomat pastavoso kartibu, tiek iedaliti
vairakas kategorijas: huligani (Gints Gabrans, Ivars Gravlejs, Mikelis Fisers, Maija
Kur$eva, Leonids Lagonovskis), socialkritizétaji (Kristians Brekte, Ivars Poikans,
Juris Utans), télainie provokatori (Andris Breze, Maris Subacs, Olegs Tilbergs)
[Kala 2012:7]. Zimigi, ka makslinieki, kuru darbi kritiski risina sabiedribas un cil-
véka attiecibu jautajumus, tiek saukti par negantiniekiem, huliganiem un provo-
katoriem. It ka jau ar pozitivi ironisku intonaciju, tomér, netiesi iesaknojot skatitaja
apzina saiti — sociali aktivs makslinieks ir potencials likumparkapéjs. Pa kreisi gajéjs.

Par lidzigu situaciju teatros raksta Silvija Radzobe: “Visparéjo zinamo atrau-
tibu no socialas dzives, kas latvieSu teatri nav nekads jaunums, drosi vien raisa
vairaki céloni. Teorétiski Sai paradibai varétu but dzilaki, vésturiskas traumas
balstiti céloni. Pirmkart, bailes un riebums nonakt kadas ideologijas kalpiba, ko
radijusi tadi atskirigi avoti ka, no vienas puses, padomju rezims un ta makslai
piemérota varmacigas ideologizacijas politika, no otras puses, postmodernistu filo-
zofija par makslas absolato brivibu un realitates relativismu. Otrkart, varbat trakst
tiri tehnisku prasmju, jo pie mums nav attistitas politiska un dokumentala teatra
tradicijas. Kaut gan japiebilst, ka tas pédéjos gados nevalstiskajos teatros tiecas
attistit jauna rezijas paaudze. Tomér realitaté drosi vien iemesli ir mazak cildeni.
Tas varétu bat maldigais mits, ka latviesu skatitaji teatri negrib redzét realo dzivi.
Vai ari — pasu makslinieku visai ierobezotas zinasanas (un interese) par sabiedriski
politiskajiem procesiem [Radzobe 2015].

2013. gada notikusa Starptautiska teatra festivala Homo Novus programma
kopuma piedavaja Joti plasa spektra politiski dokumentalus darbus un sociali
aktivu arvalstu makslinieku poziciju. Tomér Latvijas skaté ar nosaukumu “Pédéja
humana telpa”, kura piedalijas 11 makslinieki, tikai viens no darbiem — Valtera Sila
iestudéjums “Operacijai “Irakas atbrivosana” 10 gadu” — bija veltits refleksijai par
konkrétiem politiskiem notikumiem un izmantoja konkrétu politisku dokumentu
ka makslas darba centru.

Lidzigi ir ari jauno kinorezisoru darbos: 2015. gada ziema Latvijas Kultaras
akadémijas kinorezijas magistru skaté tikai viena no demonstrétajam filmam ka
fons ieskanéjas masdienu geopolitkai raksturigie kara dardi. Paréjas risinaja dazadas
personisko attiecibu dramas, kuras, lai ari ieziméja musu laika socialo vidi, tomér
necentas par to reflekeét.

Tomér batiski pieminét, ka 2014. gada decembri notikusaja Liela Kristapa
balvas filmu konkursa panakumus gast tiesi sociali orientéti darbi — pieméram,
Pétera Krilova dokumentalais pétijums par Latvijas tautas likteni péc 1945. gada,
savijot varas, arpolitikas un makslas attiecibas, filma “Uz spéles Latvija’; Davja
Simana filigrana konstrukcija “Escaping Riga”, reflektéjot par Sergeja Eizensteina
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un Jesajas Berlina dzivém politiskas varas konteksta, un ta pasa autora ‘Pedéja
templa hronikas”, kas rakstitas poétiska valoda, fiks¢jot ar Nacionalas Bibliotékas
celtniecibu saistitos personiskos un sabiedriskos stastus, kad filma pati klast par
sava veida politisku dokumentu.

Ja pienemam, ka muasu laika sociala eksistence balstas uz pieraksta darbibu, kas
kalpo ka vésturiskas atminas un identitates veidotaja starp divam dzivam bttném, un
makslas darbi ir $adi dokumenti vai pieraksti [Ferraris 2006: 1], jasecina, ka Latvijas
makslinieks parsvara fiksé musdienu sabiedribas esamibu ka dzili individualu,
egocentrisku un uz savu jatu/komforta pasauli orientétu, ko apkartéja pasaule sak
interesét vienigi tad, ja individualo sak aizskart un ierobezot. Diemzél $is atainojums
biezak ir nevis kritiski analizéjoss, bet tikai dokumetali fikséjoss.

Tiesi tapéc interesanti paltkoties, kuri tad ir tie pa kreisi ejosie negantnieki, kas
ar savu darbu ne tikai vélas izaicinat sabiedribu, izsitot to no komforta zonas, bet ir
spéjigi nostaties ka racionali emocionali vidutaji starp varu, sabiedribu un cilvéku.
Kuri ir tie, kas nebaidas but politiski dzivnieki, t .i., butnes, kas apzinas savu politisko
dimensiju un to, ka més vienmér atrodamies politiska situacija, kas prasa pienemt
moralus lémumus.

Politisks dokuments ka maksliniecisks instruments

Sim rakstam izvélgjos Cetrus dazadu sféru maksliniekus, kuru darbos tiek
izmantoti politiski dokumenti un kuru darbiem piemit politiska dokumenta
pazimes. Japiebilst, ka ar jédzienu dokuments $aja raksta tiek apziméts jebkurs
objekts, kuram piemit vieliskums, kas tiek uztverts ki pieradijums un atrodas
organizétas un jégpilnas attiecibas ar citiem pieradijumiem [Buckland 2006].
Savukart politiska dokumenta saturs un mérkis ir saistits ar sabiedribai kopigu
jautajumu risinasanu.

Manuprat, izvélétie darbi parbauda, Nikola Burjo vardiem runajot, “makslas
spéju pastavét globalaja sabiedribas aina”, loti precizi un biezi vien nepatikami
ieziméjot to, ka “modernitates globala neveiksme atklajas, redzot, ka cilvéku
attiecibas ir padaritas par produktiem, cik nabadzigas ir politiskas alternativas, cik
nevértigs ir kluvis darbs, kad to neskata ka ekonomisku vértibu, turklat ari brivais
laiks atbilstosi netiek vértéts augstak” [Burjo 2009:83].

Vizuilaja maksla — Ivars Drulle ar darbu “Dainu skapis”, fotografija — Arnis
Balcus ar fotosériju “Uzvaras parks”, dokumentalaja kino — Davis Simanis ar filmu
“Pedéja templa hronikas” un teatra maksla — Jana Baloza un Valtera Sila radosais
tandéms, kas veidojis izradi “Nacionalas attistibas plans”.

Sos darbus apvieno politiska dokumenta/situicijas klatbatne, kas skatitaju
tie$i un neparprotami savieno ar socialo realitati, atgadinot par katra personisko
atbildibu un radot vidi, kura $is atseviskas, ar atbildibas bacili inficétas vienibas
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varétu apvienoties kopiga domasanas darba un nejusties vientuli. So darbu mérkis,
manuprat, iesaistit skatitaju refleksija un atbalstit to darbiba. Dokumenta un
dokumentalitates klatbatni makslas darba ir iespéjams analizét vismaz tris dazados
veidos:

1) kamakslasdarbaformu, kad makslas darbsiegustkataloga, arhiva, hronikas,

muzeja, véstules, notarialas apliecibas, instrukcijas, dienasgramatas, likuma
u. c. aprises;

2) ka dematerializéto makslas darbu dokumentéjumu, kas ir to dzives forma;

3) ka socialas esamibas dokumentalu pieradijumu un organizacijas formu.

Viens no debasu par politikas un makslas attiecibam galvenajiem jautajumiem
ir socialas dzives estetizacijas problematika makslas darba, kas it ka ved pie véro-
josas, nevis aktivas darbibas, tadéjadi cilvéku ciesanas/dzivi padarot par preci.
Tomér — vai tieSam eszétiskais nevar kalpot par darbibas ierosinataju, lai pastavoso
situaciju mainitu, uzlabojot kopigo sabiedribas esamibu? Pieméram, mazinot
socialo vientulibu, mainot socialo uzvedibu, veidojot alternativas ekonomiskas un
politiskas dzives formas. Makslas darbs, kurs nevis Zélo un tadéjadi pazemo, bet
solidarizéjas un palidz, sava zina reprezenté laikmetigi kreisu pasaules uzskatu, kurs
atskiras no klasiski labéjiem un kreisiem viedokliem, jo “doktrinali labéjie apgalvo,
ka politikai nav vietas maksla, bet doktrinali kreisie uzstaj, ka makslai nav vietas
politika” [Strauss 2005].

Sociali visaktivakie Latvijas teatra makslinieki ir Janis Balodis un Valters Silis,
kuri biezi strada tandéma. Vinu kopigi un atseviski veidotas izrades (“Marupite”,
“Visi mani prezidenti”, “Operacijai “Irakas atbrivosana” — 10 gadi”, “Parmainu
parbaude”, “Zudusi Antarktida”) vienmér izaicina ar dokumentalu materialu vai
situaciju, ar kuru konfrontéjot auditoriju, tiek raditi priek$noteikumi jaunas, huma-
nakas realitates radisanai. Taja katram no skatitajiem ir iespéja ieraudzit savu lomu
pretosands kustiba, kuras mérkis ir mulkibas un bezdomu sabiedribas sairdinasana.
Klasisks politiska dokumenta izmantosanas piemérs Latvijas laikmetigas makslas
lauka ir izrade “Nacionalais attistibas plans” (Dirty Deal teatro, 2013), kuras pamata
ir tada pasa nosaukuma dokuments, kas iezimé Latvijas attistibas celu un politisko
vértibu skalu, kurai, gribam vai ne, tiks paklautas masu visu dzives. Dokuments
sola sniegt laimi visiem Latvijas iedzivotajiem ar ekonomiskas izaugsmes palidzibu.
Izrade pierada pretéjo, piedavajot laimes formulu, kas nebalstas ekonomiskas
vienibas, tas sasnieg$ana neprasa ekologisku vai politisku vardarbibu pret pasauli,
kura dzivojam.

Silvija Radzobe raksta: “...ja tadas izrades nebutu, to vajadzétu izdomat, jo
iespéja but viena telpa un laika ar makslinieku, kur$ par aktualiem masu dzives
aspektiem doma lidzigi tev, ne tikai rada gandarijumu, bet mazina ari socialo
vientulibu. Un apliecina, ka ari masdienas teatra maksla loti nozimiga ir ne tikai
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estétiska funkcija... Finala performators spéles laukuma aicina vairakus virie$us un
sievietes. Skan klusinata mazika, pari ciesi apklaujas, viegli $ipojas muzikas ritma.
Loti labs, pat filozofiski ietilpigs finals. Tas ir patiesi, jo to cilvéks reali var — ar savu
klatbatni sasildit pat sve$inieku, ko izrade kaut vai pusotru stundu ir palidzéjusi
sajust ka tuvinieku” [Radzobe 2013].

Ja Janis Balodis un Valters Silis sava izradé spéléjas ar varas veidotu politisku
dokumentu, tad Purvisa balvai nominétais Ivara Drulles darbs “Dainu skapis”
(2013) pats péc formas ir dokumentu kratuve un vienlaicigi ari dokuments.
Taja aiz durtinpam un aizkariniem slépjas musdienu attiecibu pieradijumi — div-
desmit septini Isti seksa sludinajumi, kas vésta par “visdazadako sabiedribas par-
stavju vélmju, pardomu un atklatibas izpausmém un raisa pardomas par Sobrid
aktualizétajiem simboliem un to uzturétiem mitiem” [Fedorova 2014]. Kas gan vél
vairak var liecinat par atsvesinatibu un sabiedriba eso$ajam precu/tirgus attiecibam,
ka savu kermeni piedavat gatavas butnes?

“Mani darbi ir pilni piesikusies ar refleksijam par sabiedriski politiskajiem
notikumiem, — cilvéks galu gala ir socials dzivnieks, un attiecibas sava starpa ir
vienigais, kas mus interesé, ja neskaita navi,” saruna saka Ivars Drulle. “Dainu
skapis”, kura nosaukumu radija izstades apmeklétaji, liecina par Latvijas sabiedribas
garigas veselibas stavokli. Tiesi tapat ka ta nosaukuma prototips — Krisjana Barona
veidotais Dainu skapis. Laiks, kur§ nostajas starp abam $im kratuvém, ir dala no
makslas darba. Un taja vibré jautajums “Kas notiek ar cilvékiem?”

Ivaram Drullem ir vairaki darbi, kuros situaciju un dokumentu politiskais
aspekts ir daudz vieglak atpazistami neka $aja darba, pieméram, mazo skulptiru
sérija “Balstits uz patiesiem notikumiem” (2011) atsaucas uz dazadiem véstures
faktiem, bet video darbs “Hello” (2012) izmanto Latvijas radio raidijuma “Brivais
mikrofons” dzirdamos sabiedribai aktualos jautajumus. Manuprat, arl seksa
sludinajumu arhivs klast par socialu un politisku liecibu, jo ta centra dzive ir
tada, kida ta ir. Zurnalisti un skatitaji So darbu un lidz ar to ari dzivi, kas taja
aprakstita, sauca par $okéjosu un provokativu. Ipasi péc tam, kad kreisais “Dainu
skapis” tika novietots jaunas Nacionalas bibliotékas telpas, kuram sabiedribas
acls ir jareprezenté zinaSanu templa un senaizmirstu svétumu kratuve [Fedorova
2014]. Ivara Drulles “Dainu skapis” apzinati veidots ka dokuments, kas liecina
par kadai sabiedribas dalai $obrid svarigo, ta organizéta ievieto$ana starp citiem
dokumentiem ari ir lieciba kaidam noteiktu vértibu kodam, tas ir politisks solis ar
meérki ietekmeét cilvéka prieksstatus par savu vietu sabiedriba.

Arhitekts Gunars Birkerts LNB projekta idejas apraksta uzsver bibliotékas
ka politiska dokumenta raksturu: “Ta ir atgadinajums par Latvijai nozimigu,
izcilu vésturisku notikumu un tas valstiskuma veidosanos, ki ari sumina valsts
atdzimsanu un tas atjaunoto kultiras bagatibu krajumus” [Birkerts]. Sa dokumenta
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rakstisanu fiksé Davis Simanis filma “Pédéja templa hronikas” (2012), izvéloties
valodu, kas tuva templa arhitekta semantikai un sintaksei, kuras tiek liecinats par
zaliem laukiem un plavam, tumsiem priezu meziem, baltam bérzu birzim un léni
plastosam, tumsam, sappainam upém, kuru tecéjums ir tik léns, ka reizumis skiet,
ka tas plast atpakal.

Birkerts sava daudzstavu makslas darba vélas stastit par folkloru, cilvéku par-
dzivojumiem, kuri izteikti tautasdziesmas un teikas, par apnémibu, kura no tum-
$ajiem udeniem liks pacelties mirdzosai pilij, par dro$sirdigiem, ar spécigu gribas-
spéku un neatlaidibu apveltitiem jatniekiem, kuri jaj ledus kalna, lai izglabtu prin-
cesi [Birkerts].

Savukart Simanis savu hroniku raksta it ka nevainigi un centigi, “atstasta
notikumus, neskirojot tos dizenos un sikos, rikojas saskana ar patiesibu: nekas no
jebkad notikusa nedrikst pazust vésturei” [Benjamins 2006:185]. Un, lak, hronika
mums rada cilvékus, kuru sapni un ilgas varétu majot Ivara Drulles “Dainu skapi”,
un tos, kuri tic laimei, kas ierakstita Nacionalaja attistibas plana. Ir $aja hronika
arl snaudo$a princese — Latvija varda — un sieviesu kartas Antins, kas runa krievu
valoda. Un vél — politikis Gunars Birkerts, kur$ publicé savu dokumentu Daugavas
krasta. Vini visi ir te — viena laika, telpa, teksta un pieraksta, uzdodot jautajumu:
“Kur esi tu?”

Tacu tas nav jautajums par Daugavas labo vai kreiso krastu. Latvijas Nacionala
bibliotéka un Uzvaras piemineklis stav viena pusé, bet labéjie un kreisie makslai atveél
greznu vai noplukusu sienu, nevis ielu, kura iet un darit taisnu lietu. Jautajums ir
par laiku, kura tu notiec. Vai tu esi tagad, vai ari esi palicis kada pagatnes triumfa/
sakaves bridi?

Arnpa Balcus fotosérija “Uzvaras parks” (2012) fiksé Latvijas sociopolitiskas
traumas pieredzi, veidojot kritisku mozaiku par Latvijas vésturi un sabiedribu.
Lidzigi Ivaram Drullem Arnis Bal¢us savu sarunu par to, kas batu jamaina
Latvijas politiskaja dzive, sak ar seksa tému, ievietojot to (lidzigi ka Davis Simanis)
mitologiska telpa. Tapat ka Janis Balodis un Valters Silis, arT vins$ vélas savstarpéji
tuvinat tos, kas ikdiena ir sveSinieki un biezi vien pat ienaidnieki. Vai par So
satik$anas vietu var kalpot balti klata viesnicas gulta — neitrala tikSanas zona? Vai
tomeér tikai laiks, notikums un makslas darbs, kura tas pierakstits?

Lai ari formali neviena no minétajiem makslas darbiem skatitajs netiek iesaistits
ta radisanas procesa un pats makslas darbs neklast par jauno socialu vidi/realitati,
konfrontacija ar tiem rada spécigu attiecibu klatbatnes sajatu, lickot parvértét
iespéjamos kopabusanas mode]us, mekléjot taisnigakos un vienlidzigakos.

Jo vairak Latvijas laikmetiga maksla publiska telpa piedavas darbus, kas dazados
aspektos ir lasami/uztverami ka politiski dokumenti, jo aktivaka, domajosaka un
tapéc cilvécigaka bus ta attiecibu maksla, kuru saucam par savu ikdienu.
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POLITICAL DOCUMENTS IN CONTEMPORARY ART OF LATVIA
Abstract

Socially and politically significant themes rarely become the content of the works
of art in Latvian contemporary art. It can most likely be explained by the past Soviet
traumatic experience when the art had to compulsorily serve state political life and
ideology. In Latvia a large part of artists represent the rightist arz for the arts sake
opinion which is concerned about the form of the work of art, not the issues of
its content. Rightist art also stresses the freedom of artists in their relationship with
society so that the artists could think within the framework of the Latvian concept of
one’s own place and green piece of land.
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One of the main issues of debates on the relationship of politics and art is the
question of social life aesthetisation in a work of art which promotes observation,
not a vigorous action, thus suffering and people’s lives are turned into a commodity.
However, is it not possible for aesthetics to serve as a trigger for an action to change the
existing situation and improve the common well-being of society? This action could,
for instance, reduce social loneliness, change social behaviour, and create alternative
forms of economic and political life. It could be a work of art which does not pity,
as pity humiliates, but a work of art which identifies oneself with suffering because
identification helps, and in a way represents a contemporary leftist view of the world
which is different from the classically rightist or leftist viewpoints which state that
there is no place for politics in art and vice versa.

The article examines the works of Latvian modern artists (Janis Balodis, Ivars
Drulle, Davis Simanis and Arnis Bal¢us) of four different fields. The chosen works are
of a socially active character; they also use political documents of different forms in
order to encourage the involvement of the viewer in discussions which are important
for society.

Keywords: contemporary art of Latvia, political documents, politics and art, leftism
in art, Latvian modern art.
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LATVIESU KREISIE MAKSLINIEKI, BOLSEVISMA MANIFESTACIJA
UN LEBJADKINA POEZIJA

TV raidijuma “100 g kultaras. Nacionalie dargumi” saruna par izcila latviesu
makslinieka Gustava Kluca rado$as nozimes izvértéjumu gan no latviesu makslas,
gan no krievu avangarda makslas viedokla jaunais grafikis Edgars Zvirgzdin$ uz
manu repliku par Gustava Kluéa izteikti kreisajam idejam, aizradija, ka ari $odien
Rietumeiropas vado$ajas makslas skolas jauno makslinieku pievérSanas kreisajam
idejam ir Joti populara: “Ja vispar maksliniekiem ir idejas, tad tas ir kreisas” [ltv.
Ism.lv].

Ir vieglpratiba konceptuala terminologija lietot tadus epitetus vai metonimijas
ka kreisais, labéjais. Bet — ka izteikt dazadibu, kas ietilpinata tada bipolara jédziena?

Es runasu par makslinieku attiecibam ar bol$eviku varu péc 1917. gada revo-
lacijas Krievija, makslas un varas divaino aliansi, izmantojot Radolfa Blaumana
noveles nosaukumu, to var dévét — dancis pa trim.

Latvie$u makslinieku nonaksana t. s. kreiso ideju areala ir drizak liktenis, nevis
dailrades vai filozofijas tendence. Kapéc? Tapéc, ka no 20. gadsimta pasa sakuma
Baltijas tautu vésture kopa sakauséja:

 globalo vésturi (Krievijas impérijas sabrukums Eiropas konteksta),

o liktenu dramas,

e nespéju pasargat sevi no kara un citam vardarbibas kataklizmam,

e socialpsihologiju jaunu socialu ideju iespaida,

e racionali nemotivétu, stihisku, zemapzinas diktétu izvéli.

Ir tadi véstures lazuma laiki, kad neviens nespéj rikoties vienigi saskana ar
savu parliecibu.

Visvairak informacijas par pétamo tému es ieguvu, stradajot pie pilnmetrazas
dokumentalas filmas “Klucis. Nepareizais latvietis” [Krilovs 2008], kura es sekoju
$im ievérojamam, ekstraordinaram maksliniekam, latvietim, kur§ pasaules maksla
figuré ka krievu avangarda parstavis, pionieris un neparspéts izcilnieks fotomon-
tazas un plakata maksla un viens no spécigakajiem bolSeviku politiskas agit-
makslas parstavjiem. Izklastot Kluc¢a biografiju, nevar piemirst, ka ne jau vins
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vienigais no latvie$u maksliniekiem Pirma pasaules kara un bol$eviku revolucijas
perturbaciju lavina nonaca Krievijas raditaja pilnigi jaunas formacijas valst, kur
sakas cita pasizteiksme, pilnigi jauna maksla. Revolacijas maksla. Sekojot Gustava
Kluca piezimém, véstulu citatiem un daziem publicétiem rakstiem ar jaunas
makslas manifestacijas izteikumiem, var saprast, ka Gustavs Klucis lidz ar citiem
latviesu maksliniekiem, 20. gadu sakuma bija vienkarsi latviesu strélnieku batal-
jonu kareivji, kas dedzigi pievérsas revolucijas makslai.

Krievu kultaras pétnieks, rakstnieks Solomons Volkovs teicis: “BolSeviku
atticksme pret kultaru bija saméra miglaina: tai (kultarai) vajadzéja but proleta-
riskai un visas tautas saprastai [Bonkos 2008:71]. Tiesi krievu avangardisti sajuta
radusos iespéju veidot atklatu un aktivu sadarbibu ar jauno varu [ibid].

Dimitrijs Sarabjanovs raksturo avangarda makslas pazimes: 1) obligata radosa
jaunatklasme; 2) pastaviga atjaunotne un $adas atjaunotnes programmatiska ideja;
3) izpausmes parnesana dazadas sféras; 4) teorétiskie mekléjumi; 5) publiskas ak-
cijas, prezentacija visplasakai publikai; 6) makslinieka personas karnevalizé$ana;
7) radosa procesa atsauksme uz tradicijam; 8) kreativitate, kas rada jaunu realitati
[Capa6bsnos 1998].

Avangardistus (futaristus, konstruktivistus, kreisos utt.) ar bolSeviku politisko
varu apvienoja noliegumu manifestacija: “Nost ar...!” Un katrs papildinaja $o
saukli ar sev nevélamo pirmsrevolacijas paradibu definégjumu. Vladimirs Tatlins
rakstija uz sienam BXYTEMAC" telpds: “Kam mums anatomija, kam mums per-
spektiva?”, Kazimirs Malevics: “Vecds makslas atceliana lai ir iezimeta misu plauk-
stas! Sadedzindsim Rafaélu!” [Bonkos 2008:73]. Ari latvietis Gustavs Klucis nestav
mala: “Lielais teatris jasaspridzina ar dinamitu!” [Gustava Kluca piezimes, mate-
riali filmai: sk. Krilovs 2008]. Par pirmo un galveno darbnicas uzdevumu tiek
pasludinata nepiecieamiba atsaukties uz visiem revoltcijas izvirzitajiem izaicina-
jumiem. Darbnicai bija jaklast par radosi revolucionaras komunistiskas domas
ruporu.

Gustavs Klucis jaunas makslas praktiskaja dzivé Maskava iesaistijas strauji,
vins iesaka ka BXYTEMAC students, bet driz kluva par pedagogu, teorétiki,
reorganizétaju. Kluc¢a paraksts ir zem BXYTEMAC reorganozacijas plana. Teksta
teikts: “...péc vairakiem gadiem uz pasreizéja BXYTEMAC drupam izveidosies tris
galvenas fakultates: no Revolacijas darbnicas izaugs Agitacijas (makslas) fakultate,
kura iestiks sevi pasreizéjas Glezniecibas un Télniecibas fakultates, un vél bas
Arhitektiras fakultate un Industriala fakultate, kuras apvienos visas ar razosanu

saistitas fakultates” [Senkins, Klucis 1924:64].

7> BXYTEMAC (Buicuuue xydosecmeenno-mexnuyeckue macmepcxue) Augstakas makslinie-
ciski tehniskas darbnicas, augstaka izglitibas iestade Maskava, dibinata 1920. gada.
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Pétot Gustava Kluca un, protams, ari citu latvieSu makslinieku rado$o ienak-
$anu padomju Krievijas maksla, rodas dabisks jautajums: “Bet ko tad vara?” Vai un
cik vara bija ieintereséta $ada makslas virzienu attistiba?

Varétu uzskaitit garu garo sarakstu par 20.-30. gadu Padomju Savienibas
reprezentaciju pasaules izstadés, skatuvés, gramatu tirgos, filmu zalés, viesizradés un
publiskas uzstasanas. Un ari daudziem Rietumu intelektualiem un maksliniekiem
Padomju valsts dibinasana un eksistence, par spiti politiskai izolacijai, un ipasi —
$is valsts artistiska reprezenté$anas — bija, musdienu leksika runajot, realitates sovs,
kas vilinaja to redzét savam acim, baudit, teoretizét. Padomju jauna maksla radija
pozitivu valsts télu desmit reizu iedarbigak par visu padomju diplomatu un varas
parstavju veikumu.

Savukart pasu majas kreiso virzienu makslinieki nebait nebaudija sapratni un
entuziasmu no politvaras pilariem. Nekur nav norades, ka Lenins un citi vadoni
emocionali atsauktos uz ielu makslas performancém, atrakcijam, avangarda teatri,
Melno kvadratu vai troksnu simfonijam. Ka Lenins izteicas, “mums vissvarigaka
maksla ir kinomaksla”. Tam ir daudz izskaidrojumu, bet visticamakais —, ka kino
bija vislabakais analfabétu ietekmésanas lidzeklis.

No padomju laika filmam un literataras vai vieniga atsauce par Lenina citu
makslas jomu uztveri ir bezgaligi apzeléta Ludviga van Béthovena “Apasionatas”
klausisanas. Ir zinams fakts, ka Lenins nikni apsaucis Lunacarski, ka tas pielavis
nepamatoti lielu tirazu Majakovska poémai “150 000 000”. Un tas ir Lenins, kuru
Majakovskis céla uz pjedestala! Solomons Volkovs atzimé, ka jaunas bolseviku
valsts kultiiras un makslas apustulis Lunacarskis vél pirms revolucijas izteicies par
Vasilija Kandinska makslu, ka “makslinieks acimredzot atrodas galéja psihiska sa-
brukuma stavokli” [Borkos 2008:73—83].

Revolucija izspéléja divainu un patiesiba likumsakarigu virazu; nabadzibas,
socialu kataklizmu un varas anémijas parnemtaja valsti krievu avangarda maksli-
nieki, lidzigi ka bolSeviki, néma varu. Tie, kas bija principiali nesamierinami ar
vardarbibu, cina ar varu noasinoja, izdzivojusos izmeta emigracija, padomju cie-
tumos un légeros [Bonkos 2008:85-93]. Jau no 1918. gada padomju vara veidoja
represivu sistému, kura represéjamais izejmaterials bija citadi domajosie. Kas nav ar
mums, tas ir pret mums! Un taisnibas labad japiezimé, ka ari $aja represivas varas
tehnologijas izveidosana piedalijas latvie$u sarkano strélnieku aktivisti, latviesi
palidzéja radit ari sodu sistému un légerus: Eduards Bérzins (1894-1938), padomju
militarais un saimnieciskais darbinieks, légeru pirmais prieksnieks; Jekabs Peterss
(1886-1938), viens no Viskrievijas Arkirtas komisijas (VAK) izveidotijiem un
vaditajiem; Péteris Stucka (1865-1932), jurists un politikis, PSRS Augstakas tiesas

priekssédétajs, u. c.
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Lak, $ada mikroklimata, $ada makslas nojausmu kondicija ieplada latviesu
makslinieki, kuri galvenokart ka sabrukusas impérijas un dzimstosas revolacijas
valsts karaviri — legionari bija apstajusies liktenkara dragreisa.

Latviesu strélnieka stasts Nr. 1

Jazeps Grosvalds — Konradam Ubanam Petrograda, 1917. gada 8. marta:

Milais draugs, nu jiss bisiet lasijusi avizés par misu lielo revoliciju. Uz Ziemas pils
plivinds sarkans karogs, parit glabas visus revoliicija kritusos uz Ziemas pils laukuma,
pie Anickova pilis stiepj ara tronus, érglus utt. Un dedzina jeb met Fontanka, un pilséta
tikai palénam atkal pienem parasto izskatu. Bij uztraucosas stundas, kad mums pretim
pari (Gorohovaja—Zagorodn.) dedzindja “ulastoku” nost, uz kancelejas papira sirta
svilindja pristava liki, un ap 12.00 nakti piebrauca divi gruzoviki, kuros zaldatu Stiku
kamold viri ar lieliem sarkaniem karogiem pasludindja brivibu... Seviski jauki bij
revoliicijas zaldati ar lielam sarkanam lentém ap pagonim un piedurknem, patronu
Jostu vietd vienkarsi aptina baltds logmetéju lentes ar simtiem patronu...

...kd tas viss beigsies, nezinam. Varbit Joti labi, varbit Joti slikti... Sodien jau iet
tramuvaji... [Nodieva 2004:154].

Jazeps Grosvalds Parizé 1917. gada 3. novembri:

Ja péc revolicijas bolSevistiska propaganda guva zindamu atbalstu latviesu pulkos,
tad tiesi Seit mekléjams ari atbalsta istais iemesls — to veicindja neizmérojama vilsands
lielo cipu gaita [Nodieva 2004:164].

Latviesu strélnieka stasts Nr. 2

Jukums Vacietis raksturo latviesu strélnieku pasorganizésanos (Iskosol Valkas
grupéjums): “Vara bija koncentréta Armijas Izpildu komitejas rokds. Visa opericija
bija dibindta pa lielikai dalai uz psihologiskiem pamatiem, kuriem revolicija atklij
nepdrredzamu apvarsni. Svirstigais garastivoklis masa, nespéjiba orientéties tai lield
notikumu un sarezgitu apstiklu dauwdzuma, kuru revolicija ik stundu papildindgja, —
viss tas deva aspritibai un droSsirdibai neparspéjamu iespéju valdit par tradiciondlds
dzives kustibu. Revoluciondru masu péc patikas var piedabir atzit melnu par baltu,
katrd konkréta gadijuma viss atkardjas no masas garstavokla un stavokla iespaidi uz
masu. Tiem vadoniem, kuri prot Sos divus faktorus, tiem masa paklausa un padodas.
Starptautiska kard pa pricksu dzird tehniku un ierocus: gaisi aeroplana diksanu, péc
tam lielgabalu kaukianu, — un tad tikai, pédéja momenta, redz pretinieks pretiniekn.
Revoluciondros karos pavisam otridi: pa prieksu iet agiticija, sarunas, vardu sakot, tas,
ko krievi saprot zem nosaukuma galdjei: rezultitd nik domu svarstisands un orientdcijas
parmainas: ar ieroliem apgazt atliek to, kas vél paliek uzticams tradicijai vai ari aizsarga
savas redlds intereses” [Vacietis 1989].
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Gribétos Sajos autentiskajos tekstos izcelt Jukuma Vaciesa lietoto krievu zar-
gonvardu galdjez. Milenbaha latviesu valodas skaidrojosas vardnicas atbilstosakais
tulkojums butu blauriba. Un ar $o prasto vardu mana referata ienak tas tresais,
kurs, saskana ar Blaumana noveles nosaukumu “Dancis pa trim”, iztraucé makslas
un varas Skietami saskanigo kurtuazo romanu. Personazs, kas mana skatijuma,
daudz ko saliek pa vietam.

Tarakans nekurn!

Mana pievér§anas teatrim ari notika lazuma laika, Latvijas tre$as Atmodas
perioda, kolorita Latvijas austrumu pilséta Daugavpili. Intuicijas vaditi, 1993. gada
t. s. Daugavpils teatra aktieru kursa diplomdarbam izvéléjamies Fjodora Dosto-
jevska romanu “Velni”. Més apzinajamies, ka iestudéjam tikko sabrukusa padomju
socialistiska rezima absurda un antihumanisma peregojumu, ko 19. gadsimta
krievu literataras klasikis ierakstija sava nezéligi pravietiskaja romana.

Viena no smiekligakajam ainam izradé bija atvalinata kapteina Lebjadkina
(Vigo Roga) atziSanas milestiba Lizai, lasot dzejoli “Tarakans™: “XKun na cBere
Tapakas, / TapakaH oT 1eTcTBa, / VI motoM nomasn B crakas, / [TonHslit Myxoenctsa”’?
[MocToesckmit 1873:34].

Lebjadkins bija ambiciozs un mazizglitots alkoholikis, kur$ savas vienkarsas,
seklas emocijas centas ietvert diletantiskas, bet spontanas dzejas varsmas. Klausoties
seksualas dzinas parpemta Tarakana gaitas, bija jasmejas gan par absurdo poétiku,
neiespéjamo formas disharmoniju, gan par ambicioza dzejnieka nerékinasanos ne
ar kadiem poétikas likumiem. Un bija bail, — ja, no ka bail?

Dostojevska “Velni”, to ciesais sakars ar socialistisko ideju atmaskosanu ilgi
pirms socialistiskas revolucijas manifestacijas 20. gadsimta sakuma radija jauta-
jumu par étisko idealu destrukcijas iespéjamam sekam. “Ja Dieva nav, tatad viss ir
atlauts?”

Tapéc neparsteidz Osipa MandelStama dzejola rindas, kuras dzejnieka laika-
biedri saskatija Stalina portretu un kuras, protams, paatrinaja Mandel$tama izni-
cinasanu VDK moku katlos: “Ero toncroie manbupl, kak gepsu sxupHsL.(..) / Tapa-

74 [Maupenbiutam 1933].

KaHbJ CMEIOTCS I71a3MINa

Kadu dienu, darba pie filmas par Kluci, es uzdaros Benedikta Sarnova gramatai
“Zo$¢enko” ar apaksvirsrakstu “Kapteina Lebjadkina paradisanas”. Ar drosmigu
vérienu Sarnovs péta $§3, ka Zos¢enko pats sevi nosauca, proletariata rakstnieka

prozas struktiru un leksiku. Stilizéjot valodu, feletoniski lakoniski télojot

73 Bij reiz tarakanins mazs, Auga lieliks, auga... Nokluva reiz glazé tas, Musbaribas trauka...
Autora parindenis.
74 Ka trekni tarpi ir vina tuklie pirksti, / nirdzigds tarakanacis. Autora parindenis.
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personazu un vidi, rakstnieks pamazam izveido proletariskas makslas genotipu.
Saja genotipa ari Lebjadkins ienem isteno vietu. Sarnovs raksturo Zog¢enko ka
vienu no krievu rakstniekiem, kuri attéloja cilvékus, kas realitati uztver nevis ar
pratu, bet ar nopérto pakalu [Capros 2005].

Tatad Makslas un Varas saskana iejaucas ari tresais spéks — mazizglitotas,
banalas un absoluti nerado$as kukainapzinas jéla, banala pasaules uztvere, ko var
dévet ari par febjadkina poéziju.

Ta ir tikai skietami divaina metamorfoze no 20. gadu avangarda, konstruki-
visma, biomehanikas, “kinopravdas” un citiem revolucionariem makslas manifes-
tiem lidz socialistiska realisma definégjumam 1934. gada. Socialistiskais realisms
péc butibas ir kapteina Lebjadkina apoteoze.

Aleksandra Bloka pravietiskaja poémas “Divpadsmit” finala zem asinaina karoga
pa Péterburgas ielam klist “B 6enom Benunke us pos / Viucyc Xpucroc™” [Brok 1918].
Tas Kristus vainadzins ir simbolisks kreisas makslas nakotnes bezceriguma Zests.

Péc miera liguma ar Latvijas Republiku jauna padomju valdiba mainija attiek-
smi pret sarkanajiem latviesu strélniekiem, kuri bija vairakkart glabusi bolsevikus
praktiski neglabjamas politiskas kataklizmas. 1920. gada latvie$u strélnieki ienéma
Krimu, kaujas krita astoni no katriem desmit strélniekiem... Péc §is izmisigas
Dienvidu frontes likvidésanas, Trockis latviesu strélnieku pulkus izforméja.

Latvie$iem palika sabiedriskas organizacijas, avizes, amati padomju varas adminis-
tracija, teatris “Skatuve”, darbnicas un raZotnes. Latviesu strélniekus padomju vara at-

kal sapulcindja 1937. un 1938. gada, lai apsautu Butovas poligona pie Maskavas.
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LATVIAN LEFTIST ARTISTS, MANIFESTATIONS OF BOLSHEVISM
AND LEBYADKIN’S POETICS

Abstract

The author of the article draws from his research conclusions made while directing
the documentary “Gustavs Klucis. The Deconstruction of an Artist” about the world-
famous avant-garde artist Gustavs Klucis (1895-1938).

The contribution examines the chivalric relationship of the artists with the
Bolshevik rule over the period from the October Revolution until World War II, from
the first revolutionary art education establishments, production units, and exhibitions
to detention camps and execution firing ranges. The main research question, “Is the
Bolshevik revolution related to the art of avant-garde and constructivism?” The contribu-
tion offers a new version about whether and how the conception of new art supported
the conception of a radically anti-human political system. The Russian 1917 Bolshevik
revolution formed a strange but also natural alliance with art, resulting in the Russian
avant-garde artists taking power. If we talk about the way how Latvian artists moved into
the area of leftist ideas, it is more likely to be fate than their art or a philosophical trend.
However, a third party intruded into this chivalric romance of art and power. The third
party was an undereducated and non-creative perception of the world, called cockroach
consciousness, which is best represented by Lebyadkin in Fyodor Dostoyevsky’s (®@éoop
Hocmoesckuii) brilliant novel “Demons” (“Becwr”), which predicts the revolution.

The author of this contribution takes a closer look at the role of Latvian artists in
creating the attractive features of the Bolshevik revolution and shaping a framework
for the repressive system.

Keywords: artist and power, Latvian leftist artists, manifestations of Bolshevism,
Lebyadkin’s politics.
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2014. gada izdevnieciba “Neputns” laida klaja amerikanu bibliofila DZeimsa
Hovarda Freizera pétijumu [Fraser 2014], kura pirmoreiz apkopots un analizéts
Latvija izdoto gramatu un zurnalu vaku dizaina materials, atklajot parsteidzosi
avangardiskus risinajumus tie$i kreisas izdevéjdarbibas lauka [Pel$e 2014]. Tas
mudinaja detalizétak ieskatities dazos izdevumos ari no makslas interpretaciju
viedokla. Lai ari padomju periodam, kop$ kura beigam jau izaugusi vesela pa-
audze, tiek pievérsta arvien lielaka pétnieku uzmaniba, savulaik socialisma ideo-
logu izceltie starpkaru posma fenomeni ilgstosi neskita ipasas intereses vérti.
Tomér to parlakojums var atklat savulaik nepamanitas nianses. BieZi vien Islaicigie
periodiskie izdevumi, kuru veidotaju ideologiskais patoss nav noslépjams (“Kreisa
Fronte”, “Trauksme”, “Signals”, “Domas” un citi), centas slavinat un izplatit pa-
saulé progresivako iekartu, lielakoties pievérSoties literatarai, bet zinama dala
publikaciju analizéja ari vizualo makslu. Iznémums varétu but télnieku Karla Zales
un Arnolda Dzirkala Berliné izdota zurnila “Laikmets” (1923) &etri numuri
(1. att.), kuru tap$ana jau aplukota [Braslina 2012]; tajos galvena vériba veltita

1. attéls.
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vizualajai makslai, parpublicéjot ari apceres par literatiru un kino. Tomeér tas
noteikti nav uzskatams par izteikti kreisu izdevumu; lai gan autori iestajas par
jaunu, aktivu, modernu makslu, opongjot iesikstéjusam burzuaziskam (galvenokart
akadémiski realistiskam) krievu un vacu tradicijam, vini tomér neméginaja to
pasludinat vienigi vai galvenokart par stradnieku $kiras izpausmi vai ipa$umu.
Katra zina “Laikmets” ieraksta Latviju starptautisko avangarda zurnalu karté; dazi
latviesi publicéjas ari citos izdevumos, pieméram, lietuviesu dzejnieka Joza Tislavas
(Juozas Tysliava) veidotaja un salidzino$i nesen jaunatklataja zurnala “MUBA”
[Ladnowska 2001], par ko savukart vietéja periodika bija lasama mérena kritika:
“Sis zurnals neturas tiesi dzives pamatos, tapéc vins tos ari neparkartos”, tomér tas
ir interesants “ka internacionals makslinieku sadarbibas veids” [P K. 1928:30].
Savukart pie “Laikmeta” daléji kreisajiem manifestiem varétu pieskaitit rakstnieka
Andreja Kurcija (1884-1959) jau izvértéto aktivisma koncepciju [PelSe 2003],
kuru ving izveidoja, 20. gadu sakuma studéjot avangarda kawuséjamaja katli Ber-
liné. Aktivisms pirmoreiz ieguva tribini tie$i Zurnala “Laikmets”, bet vélak tika ari
popularizéts atseviska gramatina [Kurcijs 1923a] un citos Zurnalos. Kurcijs ap-
galvoja: “Aktivisms bég no arheologijas un pakaldarinajuma. Tapéc lai nemégina
aktivismu atdarinat. Tas neizdosies: aktivisms ir socialas gribas nests, nav mak-
sliskas darbibas maniere (juksme), nav pat skola, bet jauna pasaules ickséjas ne-
piecieSamibas izpratne, jauns makslas kultaras laikmets. Péc impresionistu analizes
tagad klast iespéjama aktiva sintéze” [Kurcijs 1923b]. Kurcija piesaukta sociala
griba un pievérsanas tagadnei, lai ari ar kreisu pieskanu, tomér nelauj runat par
specifiski proletarisku makslu; turpat vin$ cité ari francu parista Amedé Ozanfana
domas par jaunu formu sasniegumiem ka cilvéka gara ierosmes kapinajumu.
Savukart naturalisma objektivisma un ekspresionisma subjektivisma sintéze akti-
visma liecina gan par autora filozofiskajam interesém, gan pieslégsanos lokalaja
makslas pasaulé svarigai témai jau kop$ mikslinieka Teodora Udera reali simbolisma
pasludinasanas vél 20. gadsimta sakuma; sintéze ka jaunas latvie$u makslas tapsanas
orientieris tiek ipasi akcentéta klasiska modernisma iedibinataju Jazepa Grosvalda
un Jékaba Kazaka teorétiskajas atzinas.

Dazado zurnalu pozicijas kreisuma ietvaros varéja but visai atskirigas un daz-
kart ari savstarpéji naidigas, jo mérenaki, socialdemokratiski orientéti izdevumi
radikalakiem komunistiem neskita pietickami revolucionari. Zurnils “Domas”
(2. att.) iznaca jau pirms Pirma pasaules kara (1912-1915), tika atjaunots (1924—
1934), un kopuma pieskaitams ilgmuzigakajiem izdevumiem. Tas bija social-
demokratiski orientéts un tiecas péc izsmalcinataka kultaras Zurnala statusa. Lidz
ar to ari publicétie raksti bija krietni izvérstaki, un to autori iedzilinajas témas ar
lielaku nopietnibu. Ta Kurcijs 1924. gada zurnala “Domas” piedavaja iestrades jau
vélak publicétajai apcerei “Par makslu” [Kurcijs 1932]. Atskiriba no “Aktivas mak-
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2. attéls.

slas”, Seit uzmaniba vairak pievérsta visparigiem estétiskiem jautajumiem un litera-
tarzinatniskiem aspektiem. Kritizéjot prieksstatu par makslu ka baudu un izpriecu,
Kurcijs min ari Latvija popularo vacu teorétiki, abstrakcijas un iejatas noskiréju
Vilhelmu Voringeru, no kura idejam izriet, ka “tagadnes neklasiska maksla prasa
citu estétiku” [Kurcijs 1924:236], savukirt Egiptes divdimensionila gleznieciba
esot pamatota spéciga dzina péc atzinas skaidribas un maksliskas parskatamibas,
kas “nebaidas iespaidot, runajot Bodléra vardiem, dabu, lai izveidotu makslas
darbu un sasniegtu savus nolukus, ka vélak to nebaidijas darit, piem., gotika”
[Kurcijs 1924:237]. Cita starpa apceréjis tikai relativo atskiribu starp makslas un
zinatnes lauciniem un makslu ka ipatnéju atzinas veidu, autors uzsver, ka nav un
nevar bit maZigu un nemainigu estétikas kategoriju un izteiksmes lidzeklu, jo tie
vienmér jaizkopj un javeido uz jaunu pilnibu un tagadnibu. Katra zina Kurcija
tekstos neatrast pamatojumu tradicionalam realismam ka optimalakajam aktiva
satura paudéjam.

Turpat vairakos turpinajumos bija lasams ari folklorista un literatarzinatnieka,
20. gados marksisma adepta Pétera Birkerta (1881-1956) plasais opuss “Dailradi-
$anas zociologija’. Kopuma Birkerts parstav visai tradicionalu viedokli par makslu
ka ekspresijas un komunikacijas veidu, proti, makslinieka pardzivojumi, ietérpti
noteiktas estétiskas formas, ierosina analogiskus pardzivojumus citos cilvékos, at-
gadinot 20. gs. sakuma Latvija popularo krievu rakstnieka Leva Tolstoja koncep-
ciju no saceréjuma “Kas ir maksla” [Toncroit 1985:168]. Tomér “Domas” publi-
cétaja apceré neparprotami akcentéts tiesi marksisms: “So rindinu autora domas ir,
ka zociologija un zocialas zinatnés vispar ir javalda marksisma viedoklim” [Birkerts
1924a:241]. Turpat gan atzits, ka Markss nemaz neesot paspéjis izstradat savu
pasaules uzskata sistému, tapéc pétniekiem Sie marksisma pamatprincipi jaizloba
no Marksa un Engelsa darbiem. Tas ari méginats darit, izvirzot virkni tézu —
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marksisms noliedz visa pardabiska esamibu, ka vieniga esamiba atzistama tikai
dabas paradibas, un daba esot ari cilvéka gars jeb psihe; citéjot Fridrihu Engelsu,
domasana un apzina ir “cilvéka smadzenu produkti tapat ka pats cilveks ir dabas
produkts, kas attistijies zinama apkartné un kopa ar to” [Birkerts 1924a:242—
243]. Birkerts ari noraida parmetumus, ka marksisms batu novecojis, jo ka tad ar
Platonu, Kantu u. c. vél senakiem autoriem, kas tacu tagadnes filozofus nodarbinot
vél joprojam? Tomér dazas marksisma tézes tiesam atzitas par novecojusam, pie-
méram, doma, ka makslinieks esot tikai sava laika produkts un spogulis. Esot
jaiet talak un “...japierada un japarada, ka sabiedribas zociala psihe tiek vispirms
makslinieka psihes un péc tam pasa makslas darba sastavdala” [Birkerts 1924b:332].
Turpmak, bagatigi citéjot dazadas sava laika aktualas autoritates, Birkerts nonak
pie iedzimtibas un audzinasanas strida risinajuma galvenokart par labu audzina-
$anai — neeksistéjot abstrakes, dabisks cilvéks, tikai sabiedrisks un vésturisks cilvéks,
un tatad ari makslinieks. Tas ari Sodien nav uzskatams par atrisinatu jautajumu, jo
bez zinamam universalam konstantém neklast skaidrs, kas lauj saprast un apbrinot
citos sabiedriskos un vésturiskos apstaklos raditus makslas darbus, vedinot ari pie-
nemt, ka dabiskais un sabiedriskais elements ir vienas monétas neizbégamas divas
puses.

Savukart Zurnala “Trauksme” (1928-1929) (3. att.) izcelas dzejnieka un lite-
rataras kritika Pétera Kikuta (1907-1943) izteikumi par konstruktivismu, pie-
méram, “konstruktivistiem tuvaks ekspresionistu dzilums neka impresionistu pa-
virSiba un slidésana pa dzives virspusi. Tvert dzivi un makslu dzilak, batiskak (ir)
jaunas (konstruktivas) makslas uzdevums. Radit konstruktivi nozimé ari radit
vienkarsi. Jau no stilizacijas izriet vienkarsiba, jo, saaurinot izteiksmes lidzeklus,
més panakam vienkar$aku izteiksmi un makslas darbu. (..) Tikai skaidri pirm-
elementi var dot istu konstrukciju. Télojosas makslas $adi pirmelementi ir geo-

3. attéls.
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metriskas figaras, turpretim varda maksla jeb literatira — atzinas, domas, kas
audzéjusas pasu vardu ka artikulativo skanu konstrukciju” [Kikuts 1928:26].
Sada nostidne visuma atbilst aptuvenajai konstruktivisma nozimei, kas cirku-
1&ja lielakaja dala starpkaru posma lokalo tekstu par makslu, izprotot konstruésanu
nevis ka derigu lietu radi$anu pretstata télotajai makslai, bet ka plasi interpretéjamu
opoziciju realistiskai dabas atdarinasanai. Uz mudinajumiem attélot dzivi atbil-
déts, ka makslu nevajagot apgritinat ar vinai necienigo dabas kopésanas uzde-
vumu. Talakas Kikuta pardomas par individa vietu, kas mekléjama tikai saskana
ar kolektivu, aicinot atmest mizantropisko individualismu, visnotal sasaucas ar
Kurcija aktivisma kolektivo noti; vienlaikus Kikuta nostaja atbilst kreiso ideju
visai modernistiskai interpretacijai. Lidzigas pardomas Kikuts pauda ari citos
izdevumos, pieméram, zurnala “Domas”. “Trauksmes” radikalo poziciju makslas
jautadjumos apliecina ari kaismigs, gandriz futiristisks uzsaukums “Nost akadé-
miju!”, apgalvojot, ka “neviens patiesi progresivs makslinieks un cilvéks akadémiju
neatzist” [Nost akadémiju! 1929:29].

Viens no salidzino$i mérenakiem kreisajiem izdevumiem, kur paradijas mak-
slas teorijas virziena orientéti raksti, bija zurnals “Signals” (1928-1930) (4. att.),
kura veidotaji to poziciongja ka socialdemokratisku studentu Zurnalu un daléji
oficialu Rigas Tautas augstskolas izdevumu. Tam raksturigs ari ipasi daudzveidigs
un atraktivs vaku dizains, kura veidosanai bija piesaistiti vairaki makslinieki
(Alfréds Rentovics, Elza Zandersone, Janis Aizens, Andrejs Grigelis), ieklaujot
$o izdevumu, ki raksta Freizers, zinima Eiropas avangarda meinstrimad [Fraser
2014:135]. Marksistiski tendétaja izdevéju komanda ietilpa Karlis Dékens, Arvids
Grigulis, Fricis Rokpelnis un citi, bet makslas joma batiskakais autors un ari
redaktors bija Voldemars Branks (1897-1973). Vins$ bija socialdemokratiskas
partijas biedrs, péc profesijas zeltkalis, darglietu vértétajs un pulkstenmeistars,

4. attéls.
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tacu ar rakstnieka ambicijam, publicéjot dzejolu krajumus un stastus bérniem
par piedzivoto strélnieku cinis un sarkanaji armija (1915-1919). Ipasi izvérsta
Branka apcere publicéta “Signala® 1929. gada 4. numura [Branks 1929]. Atbildot
uz jautdqjumu, kas ir maksla, Branks atsaucas uz téliem, krasim un skanam, kas
atstajot uz psihi estétiskus pardzivojumus, kartéjo reizi atgadinot popularas Leva
Tolstoja nostadnes. Tikpat ierasta kop$ iepriekséja gadsimera ir ari téze, ka “makslas
darbs stav sakara ar apkartni, ar sabiedribu, ar darbu, ar $kiru un laikmetu” [Branks
1929:111]. Vel skaidrak Branka izmantotie avoti izpauzas nakamaja atbildé —
uz jautajumu, kads ir makslas mérkis. “Vinas meérkis — izcelt priekémeta pamata
raksturu vai galveno ipasibu, valdoso ideju, attélot to visu spilgtak, ka varétu
paradities tas dabas prieksstatos, apkartéja sabiedriba vai dzivé. (..) Lai to panaktu,
maksla véro atseviski dalu kopsakaru un atsevisko dalu kopvértibu” [Branks
1929:112]. Tas ir tiess franéu autora, ta dévétas kultirvésturiskas metodes par-
stavja Ipolita Téna domu par makslu parstasts [Téns 1897:17-19], kuras tika
tulkotas latviski 19. gadsimta beigas, ka ari péc tam atzinigi novértétas un citétas
daudzu autoru apcerés visa 20. gadsimta pirmaja pusé. Branks kritizé #iris makslas
ideju, mistiku un religiju maksla, ka ari aicina noteikt $kiriskas mérauklas starp
pienemamo un nepienemamo, uzskaitot dialektiska materialisma tézes par dabu
ka vienigo realitati, tas neatkaribu no subjekta, kas pats esot dabas sastavdala,
ar¢jas pasaules pieredzi ka apzinas noteicéju un apzinu ka augsti attistitu matériju.
Nosléguma autors gan piebilst, ka no $iem rdmjiem neesot jabuvé romani un jataisa
dzejas, jo zinatniskais pasaules uzskats esot tikai baze, no kuras jaiziet makslas
darbam. Lasitajam gan tiek atstata liela briviba un vienlaikus neskaidriba, cik talu
no $is bazes drikstétu izier. Jau konkrétaki prieksstati neparprotama realisma gultné
paradas Branka recenzija par Rigas Tautas augstskolas zimé$anas studijas izstadi:
“Protams, ir nepieciesami studijas audzéknos izveidot un nostiprinat formas un
kompozicijas veiklibu. Bet ir no svara ne tikai tas, ka apstrada makslas darbu, bet
arT ko apstrada. Seviski tas jaievéro stradnieku makslas studijai. Més neatskiramies
no pilsoniskas makslas ar formu, bet gan ar saturu” [Branks 1930:235]. Nosodijis
Vasilija Kandinska bezsizeta gleznas, kuras esot tikai liniju, kubu, trisstaru un ovalu
raibums, bet nekada logiskas sakaribas nevarot izlobit, vins apgalvo: “Stradniecibai,
toposai skirai ir pretéjas intereses un stavoklis. Vina prasa saprotamibu, istenibu;
vina prasa ierosmi uz jauno dzivi; cinas spéku veca, netaisna noardianai. Sis
prasibas tiek vérstas ari pret makslu” [Branks 1930:235].

Savukart rakstnieka Linarda Laicena rediggtais zurnals “Kreisa Fronte” (1928—
1930) pieskaitams radikalakajam, Latvijas komunistiskas partijas ietekmétajam
sparnam, un savas lappusés tas ipasi nikni vérsas pret makslas dzives institacijam
un lideriem, kas saistiti ar socialdemokratiem, ka arl recenzijas ironizéja par
nozélojami viduvéjo vietéjas makslas ainu, kas tikai iztopot burzujiskajai gaumei.
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Vaku dizainu veidoja grafikis Ernests Kalis (1904-1939), un Dzeimss Freizers sava
pétijuma visai ticami apgalvo, ka ta iedvesmas avots vargjis bat krievu dzejnieka
Vladimira Majakovska redigétais konstruktivistu zurnals “Hossuit Jlep” (1927—
1928), kura dizains $kiet, iespaidoja ari radnieciga lietuviesu Zurnala “Trecias
Frontas” veidotajus [Fraser 2014:125]. Bet kas tad batu darams un kadas pozitivas
vadlinijas maksla tiek piedavatas? Viens aspekts ir noteiktu makslas veidu izcélums,
kas kreisas ideologijas gaisma iegtst ipasu nozimibu. Pie $adam nozarém pieder
plakats, kam literats un kreisais aktivists Emils Sudmalis (1897-1964) veltijis veselu
apceri. “Sabiedriba prasa tadas makslas formas, kas batu praktiski izmantojamas.
(..) Plakata formalais veidojums ir viens no makslas razosanas produktiem, kura
noluks atstat uz skatitaju noteikta virziena iespaidu. Ja bildes lidz $im radija, lai
vispar tikai iejutinatu, tad plakata apzinats nolaks ir ieraut skatitaju noteikta par-
lieciba, kurai jaizpauzas aktiva gribas darbiba” [Sudmals 1928:24-25]. Ari vien-
karsa teksta plakata jeb afisa esot no svara teksta kompozicija, burtu forma un
krasa, bet parasti tas esot sadrukatas bez jégas vai kancelejiska kartojuma. Ka
pozitivi pieméri atziméti Rigas Arodbiedribu Centralbiroja plakati, kuros teksti
kombinéti ar attiecigam geometriskam figtram — cilindri, kubu, trisstari, liniju,
rinki, kas lieck domat par moderno geometrizéjoso formu derigumu. Ka otrs
pazistamakais plakata veids minéts zimé&ums, kuru teksts tikai papildina. Cits
aspekes: “Plakata konstrukcijai jaatkarajas no tas apkartnes, kurai vin$ domats.
Plakats laukos vai slégtas telpas var bat ari mierigi stastoss, paskaidrojoss. Ielas tam
jaizcelas skrejosu troksnu, spilgtu krasu atru kustibu drazma. Ar to visu jasacensas
un javérs uzmaniba uz sevi. (..) Lai to panaktu, plakata jakoncentré izteiksmes
asums, vina buvei jabut skaidrai ka pasam lozungam vai domai, ko plakats izteic”
[Sudmals 1928:26].

Cita “Kreisas Frontes” materiala, ierasti fokuséjot uzmanibu uz literataru plasa
apceré “Lietiska literatara”, dzejnieks un kritikis Emils Fross (1904-1943) sak ar
noskirumu starp tiro (to vislabak parstavot pilsoniska koncertmazika un molbert-
gleznieciba) un lietisko makslu (pie pédéjas piederot “krésli, tabakas dozes, rekla-
mas, naktspodi, saulessargi, pornografiskas kartinas” [Fross 1928:18]. Tomér reizé
Siem priek$metiem javar ari izraisit estétiskas jutas. Bet ko ar tiras un lietiskas
makslas jédzieniem iesakt proletariatam, kam javeido sava kultara un maksla?
“Tira maksla, kas bezmérkiga — mums nepienemama” [Fross 1928:18], tas vieta
esot jaliek idejiska un sabiedribai vajadziga maksla, bet lietiskaja maksla jaiznideé
princips “reali vajadzigai lietai estétisko nozimibu piedot appuskosanas kartiba”
[Fross 1928:18].

Savukart materiala ar nosaukumu “Fotografija kreisas kultras darba” ap-
galvots: “Gleznieciba, lai ka vina necinitos un necenstos iziet jaunos celos un
virzienos, tagad vairs tada veida ka lidz $im — ka zalonu bilZzu meistariba — nevar
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tikt vairs uz cela un, ka redzams, ari netiks. (..) Uzvara aug$upejosam proletariatam
arl vairs zalonu gleznieciba gan nekad nebus vajadziga. Tam ir citas prasibas.
Vin$ aug tehnikas laika, un vins$ pats ir $as tehnikas pamatizvedéjs. (..) Kultara
veidojas uz citiem celiem, citas metodes tiek pielietotas dzives daudzveidibas iz-
teik$anai” [L. L. 1928:37]. Pavisam tie$as analogijas vérojamas, pieméram, ar
krievu avangarda rakstnieka un kritika Osipa Brika izteikumiem: “Stajglezna
ne tikai nav vajadziga musdienu makslinieciskajai kultarai, bet ir viena no tas
attistibas lielakajam bremzém” [Bpuk 1924:27]. Aprakstot fotoaparata uzvaras
gajienu, konstatéts, ka fotografija lidz $im esot valdijusi burzujiska ideologija un
mietpilsoniska salkaniba, bet kreisfrontiniekiem jaaizmirst profesionalie fotograf
ar saviem ateljé — vinu darbavieta ir darba dzive un darba momenti. Vienlaikus
“kreisfrontinieka fotodarbinieka uznémumos ietilpst visi kultiras sasniegumi,
vin$ neatsacisies ari no dabas, no visa, kas virs zemes un kas ar zemes dzivi
sakara. Bet — pieeja, bet uztvere tam bus un ir pavisam cita. Ja tagad viss tiek
uznemts, ta sakot, no viena punkta — no prieksas ar pozu, tad tas nozimé, ka
viss galvenais un vajadzigais paliek neuznemts” [L.L.1928:38]. Rakstu papildina
citats no krievu konstruktivisma korifeja Aleksandra Rodéenko izteikumiem: “Lai
cilveku iemacitu redzét no dazadiem punktiem, vajaga fotografét ikdieniskos, tam
labi pazistamos priek§metus no pavisam neparastiem punktiem un negaiditos
stavoklos, bet nepazistamus priek§metus vajaga uznemt no dazadam pusém, lai
iegutu pilnigu prieksstatu.” [L.L.1928:39]. lespéjams secinat, ka tiesi “Kreisaja
Fronté” paustas idejas visvairak tuvinas krievu konstruktivistu aicindgjumiem at-
teikties no novecojusas télotajas makslas un veltit visus spékus tikai derigu lietu
razo$anai; radniecigs ir ari akcents uz plakata un fotografijas nozimibu.

Nelielais ieskats, kas neaptver ne visus periodiskos izdevumus, ne ari autorus,
apliecina Latvijas starpkaru proletariskas makslas modernistisku, realistisku un utili-
taru versiju koeksistenci, atbalsojot Eiropas un Krievijas makslas dzives procesus,
kuros atgriesands pie kirtibas noziméja, no vienas puses, mimétisko tradiciju reabi-
litaciju, no otras — ideologiski motivétu avangarda diskreditéSanu stajmakslas sa-
protamibas varda.

Ar autoritarisma iedibinasanu 1934. gada un sekojosu kultaras dzives centra-
lizaciju un latviskosanu noslédzas ari kreiso Zurnalu éra Latvija, atstajot bagatigu
publikaciju klastu, kas atspogulo sava laika pretrunigos centienus iezimét progre-
sivakas makslas aprises.
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REFLECTION OF THE PROLETARIAN ART IN THE LEFT-WING PERIODICALS
OF THE INTERWAR PERIOD IN LATVIA

Abstract

In the left-wing magazines of the 1920s and 1930s, the visual art has been
analysed from variously emphasised left-wing positions; even though, on the whole,
literature seemed to be a more important weapon in the ideological battle. “Laikmets”
(“Epoch”) (1923) was the least politicised periodical, advocating active, modern art
opposed to stagnant bourgeois traditions, and promoting, for instance, the activism of
author Andrejs Kurcijs, which was related to the ideas of the French purism. “Domas”
(“Thoughts”) (1912-1915; 1924-1934) was a more long-lived periodical, aspiring to
be a sophisticated culture magazine with more elaborate essays, such as Kurcijs's draft
for his publication “On Art” and the article “The Sociology of Creativity” by literary
scholar Péteris Birkerts. The highlights of the magazine “Trauksme” (“Alert”) (1928—
1929) included the statement by poet Péteris Kikuts about constructivism being more
akin to the expressionists’ depth than to the impressionists’ superficial sliding over the
surface of life. In “Signals” (“Signal”) (1928-1930), a publication which was social-
democratic in orientation, Voldemars Branks wrote about art, inspired by the ideas of
Leo Tolstoy and Hippolyte Taine, as well as emphasising the importance of the content
and the accessibility of art. On the other hand, magazine “Kreisa Fronte” (“Left Front”)
(1928-1930), edited by Linards Laicens, was related to the Russian constructivism by
calling for the abandonment of the visual art in the name of producing useful things.
The coexistence of modernistic, realistic and wutilitarian versions echoed the Russian
and European art processes of the time with the rehabilitation of mimetic traditions
and ideologically motivated discrediting of the avant-garde. With the establishment
of the Latvian authoritarian regime in 1934, the era of the leftist magazines in Latvia,
which revealed the controversial attempts to display a more progressive outline of art,
came to an end.

Keywords: proletarian art, left-wing periodicals, Marxism, Activism, Constructivism.
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LATVIJAS MODERNISMS UN KREISUMA IDEJAS.
MAKSLINIEKU ROMANA SUTAS UN ALEKSANDRAS BELCOVAS
PIEMERS

Aleksandras Belcovas un Romana Sutas draugu un pazinu loka bija parsteidzosi
liels skaits kreisi domajosu cilvéku: Belcovas tuvas draudzenes — publiciste, literate
Austra Ozolina-Krauze un dzejniece Lucija Zamaica, Romana Sutas masicas virs,
dzejnieks Andrejs Kurcijs, dzejnieki Janis Sudrabkalns, Linards Laicens, reZisore
Anna Lacis. Abi pazina Raini, kas bija arT vedéjs Belcovas un Sutas kazas. Tomér
batu aplami teikt, ka draugu loks ietekméja Belcovas un Sutas politiskos uzskatus,
drizak otradi — tie noteica vinu saskarsmes loku.

Belcova ar socialistu idejam iepazinas dzimtené — Krievija. Autobiografija
maksliniece piemin, ka piedalijusies dazas 1905. gada demonstracijas sava dzimtaja
Cernigovas guberna [Belcova 70.]. Dzivojot Petrograda, vina bija lieciniece 1917.
gada oktobra apvérsumam. Romans Suta Pirma pasaules kara laika ari atradas
Krievija béglu gaitas, kur makslinieks varéja iepazities ar socialisma kustibu, un
1917. gada rudeni vins$ ari bija Petrograda. Krievijas makslas dzives intensitate,
entuziasms, kas tolaik aizrava visus jaunos maksliniekus, nevaréja atstat vienaldzigu
ne Romanu Sutu, ne Aleksandru Belcovu.

Jadoma, ka Petrograda giito iespaidu atskanas mekléjamas Romana Sutas
veiktaja Rigas pilsétas svétku noforméjuma par godu 1. Maija svinibam padomju
varas perioda 1919. gada. (1. att. un 2. att.) Ta laika fotografijas fikséts vina glezno-
tais panno Esplanadé, kam simboliski vajadzéja attélot sarkano cinu pret baltajiem
par gaiSo nakotni, bet atsevisku kompoziciju personaza aréja lidziba ar zinamam
personam makslinieku aprindas lika domat, ka Suta ar So sizetu gribéja paradit
Jjaunds makslas cinu pret veco. Gadu vélak Sutam un citiem Rigas grupas biedriem,
kuri piedalijas $aja padomju varas projekta, publiski tika parmesta sadarbiba ar
komunistiem un kreiso uzskatu propaganda. Suta uz aizvainojumiem atbildéja
presé. Raksta “Spekulantiem” [Suta 1920], laikraksta “Latvijas Kareivis”, vin$ at-
spékoja apvainojumus, noradot, ka darbus 1. Maija svétkiem veidoja ne tikai
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1. att. Romana Sutas dekorativais noforméjums 1. Maija svétkiem Riga 1919. gada.
Parfotograféts attéls. Autors nezinams. SBM, kol. Nr. SB/D-1635.

2. att. Romans Suta (?). Agitacijas kugis. 1919. Parfotograféts attéls. Autors nezinams.
SBM, kol. Nr. SB/D-1164.
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Rigas grupas biedri, bet ari citi makslinieki, un piebilst, ka komisija, kas pienéma
eksponétos darbus, bija ari Vilhelms Purvitis, Burkards Dzenis un Janis Kuga. Suta
turpat ari rakstija, ka vinam un citiem ekspresionistiem “ka burzudziskds makslas
prieksstavjiem attiecibas ar komunistiem bija tiesam vairak neka gratas” [ibid].

Modernas makslas sasaiste ar kreiso politisko kustibu, ipasi tad, ja runa par
krievu avangardu, tagad ir kluvusi gandriz par passaprotamu fakeu. Tomér ir jaat-
ceras, ka daudzi lielakie krievu avangarda atklijumi — Kazimira Malevic¢a pirmie
suprematiskie gleznojumi vai Mihaila Larionova luc¢isma darbi — tapa pirms
1917. gada, un ar lielinieku un komunistu kustibu tie nebija saistiti. Ne tad, ne ari
20. gados makslinieki sevi par avangardistiem nesauca un terminu avangards ne-
lietoja, to nedarija ari padomju makslas vésturnieki. Rietumeiropas pétnieki bija
pirmie, kas ieviesa $o terminu. 20. gs. 50—60. gadu mija Eiropa pieauga socialisma
ideju popularitate, un specialistu un intelektualu vida radas vélme satuvinat Krie-
vijas ta laika makslas un revolacijas politisko radikalismu. No rietumiem parpemta
krievu avangarda koncepcija palidzéja padomju makslas vésturniekiem reabilitét
ilgus gadus aizliegtas makslas statusa eso$o suprematismu, kubismu, konstrukti-
vismu un citus modernisma virzienus. Bet 70. gados rietumos sakas diametrali
pretéja tendence, mainijas visparéja noskana, un Eiropa kluva konservativaka.
Krievu avangardu saka traktét zinama méra negativi, ka makslu, kas vélak sagata-
voja ne tikai revoliciju, bet ari totalitaro makslu un atbalstija totalitaro rezimu.

Neiedzilinoties makslas véstures niansés, jaakcenté fakts, ka kulttras vidé ar
laiku notika krievu avangarda un socialistisko ideju saaug$ana. Kaut gan Latvijas
modernismu eksperimentu radikalisms nesasniedza krievu kolégu vérienu (tapéc
uz masu modernismu avangarda termins ari netika attiecinats), notika méginajumi
modernistiem piedévét kreiso ideologiju. Zinams pamats tam ir. No Rigas grupas
maksliniekiem nosaucami vairaki, kuriem simpatizéja socialistu idejas — Gederts
Eliass, Janis Liepins, Niklavs Strunke. 20. gadu sakuma daudzi ari ziméja karikataras
kreisi noskanotam satiriskajam Zurnalam “Ho-ho”, kura izdo$anu sponsoréja
Austra Ozolina-Krauze. Romans Suta darbojas minéta zurnala redakcija. Acskiriba
no sievas Aleksandras Belcovas, kas ari ziméja karikataras zurnalam “Ho-Ho”,
bet par politiku neintereséjas, Suta kopa ar redaktoriem nereti piedalijas feletonu,
Sarzu un karikat@ru tému apspriesana. Tomér ir gruti izsecinat, vai Suta stingri
turéjas pie kadiem politiskiem uzskatiem. Rodas iespaids, ka vinam bija nevis
noteikti uzskati, bet konkréta pozicija atseviskos jautajumos, pieméram, Latvijas
Makslas akadémijas sakara. Parlasot Sutas publikacijas par So tému, skiet, akadé-
mijai ka institacijai nebija cita tik kaisliga pretinieka ka Suta. Jadoma, ka no vina
puses tas bija ickséjs protests pret stagnaciju, konservativismu.

Suta bija temperamentiga rakstura cilvéks. Vins biezi un ar prieku piedalijas
dazadas publiskajas diskusijas, tomér runaja un stridéjas nevis par politiku, bet par
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makslu. Ari, stradajot Rigas Tautas augstskola, vin$ neiesaistijas kreisi noskanotu
studentu noorganizétaja pagrides darbiba. Par to, ka maksla vinam bija svarigaka
par politiku, liecina ari vina izpilditie pasatijumi. Viens no tadiem ir skices vazém.
(3. att. un 4. att.) Viena vaze ir veltita Ulmana apvérsuma gadadienai, bet otra —
padomju varas atnaksanai Latvija. Zimigi, ka abu skicu tap$anas bridi skir neliela
laika distance. Var minét citus piemérus — Sutas noforméto vaku 1933. gada
Latvija iznakusajai gramatai “Marksisms”, 1928. gada péc vina meta uzcelto PSRS
paviljonu Starptautiskaja rapniecibas izstadé Riga, bet 1937. gada Suta bija autors
Latvijas Valsts ekspozicijas dalai Pasaules izstadé Parizé.

1940. gada, dazus ménesus péc pirmas padomju okupacijas sakuma, Aleksandra
Belcova sava dienasgramata ierakstija, ka Romans ir iek]uvis “notramdito skaita”
[Belcova 1940]. Ka tas varéja notikt, nemot véra Sutas simpatijas pret padomju
varu? Belcova skaidro: “...saka darboties karjeristi. Cilvéki spéj nomelnot pat visla-
bakas idejas” [ibid]. (Ar idejam vina Seit saprata komunisma ideju. — V. J.)

Jadoma, ka tiesi intrigas, sakoties vacu okupacijai, nevis politiskie uzskati,
kluva par iemeslu Romana Sutas emigracijai uz PSRS 1941. gada jalija sakuma.
Vins mekléja iespéjas turpinat stradat, darit to, kas vinam vienmér bija svarigi —
nodarboties ar makslu. Atsaucoties uz konkrétu darba piedavajumu, vin$ no Rigas
devas uz Alma-Atu un péc tam uz Thilisi, kur vietéjas kinostudijas aptuveni divu
gadu laika paspéja izveidot noforméumu divam kinofilmam. Veiksmiga kino-
makslinieka karjera apravas 1943. gada, kad Sutu arestéja. Vins cietuma pavadija
aptuveni 9 ménesus, tad sekoja notiesasana péc Kriminalkodeksa bédigi slavena
58. panta un vina ka zautas ienaidnieka nosausana. Otrs pants, péc kura vins tika
apsudzéts, bija maizes karti$u viltosana, kas kara laika skaitijas liels, nopietns
noziegums. So pantu Sutam neatcéla ari tad, kad 1953. gada, péc Stalina naves,
sakas reabilitaciju vilnis [PSRS Galvena kara prokuratira 1959].

Ir zinams, ka paréjiem apsadzétajiem $aja lieta bija piespriesta mantas kon-
fiskacija un 10 gadi nometnés. Kadé] Suta bija vienigais, kuru nosava? lespéjams,
tapéc, ka vins$ bija atbraucis uz PSRS no burgudiziskas valsts, kada bija Latvija
pirms 1940. gada, praktiski tas noziméja, ka cilvéks ir potencials spiegs. Sajé sakara
interesanta ir kada versija par notikuso. Apmekléjot Sutas un Belcovas muzeju, to
izstastija gruzinu rezisors Giorgijs Khaindrava (Giorgi Khaindrava). Vins to uz-
zinajis no Sutas kameras biedra, ar kuru bija personigi ticies. Péc kameras biedra
vardiem, 1943. gada Sutam vajadzéjis parakstit kolektivu anonimu véstuli, kura
noziedznieku saraksta vins ieraudzijis kada jaunaka koléga vardu, ko vins talit bija
izsvitrojis un ierakstijis sevi. Romans bijis parliecinats, ka, at$kiriba no nepiere-
dzéjusa jauniesa, ar $o “kezu” tiksot gala [autores saruna 2011].

Lidz $im likas, ka ta ir tikai viena no iespéjamam versijam, bet Volfganga
Darzina, slavena komponista Emila Darzina déla, atminu fragments par Sutu liek
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3. att. Romans Suta. Skice vazei 4. att. Romans Suta. Skice vazei
“15. maijs” (veltjjums Ulmana ar veltijumu Latvijas ieklausanai
apvérsuma gadadienai). PSRS sastava. 1940.
20. gs. 30. gadu otra puse. Papirs, zimulis, akvarelis, guasa.
Papirs, guasa, zimulis. 69,5 x 50,7 cm. SBM kolekcija, kol. Nr. SB/S-735.

SBM kolekcija, kol. Nr. SB/S-774.

domat, ka §is kameras biedra stasts ir loti tuvu patiesibai. Aprakstot savas darba
gaitas parvaldnieka amata kafejnica “Kongress”, Volfgangs Darzins$ rakstija: “(Suta)
augu dienu kvernéja pie Saha galdina, stréba kafiju un stundam dungoja vienu
un to pasu meldinu — Iomaernox moxce xouem sump.”® Sutu varéja izkustinat no
visa ka, tikai no §i meldina ne; un tapat nebija spéku, kas to varétu nokustinat
no kada, gluzi aklu iedomu sparnota optimisma. (..) Man brizam likas, ja vinam
gluzi nopietni uzkartu cilpu kakla, vins, aplaidis palavigu skatu par bendes kalpu
slepkavigajiem purniem, drosi vien teiktu: “Nav pamata bazam, kungi. Tie visi
man ir veci ¢omi” [Darzin$ 1948]. Sis sava zina pravietiskas rindinas Volfgangs
Darzins publicéja 1948. gada, nezinot, ka Suta jau pirms Cetriem gadiem nosauts.

Par vira navi Aleksandra Belcova un gimene uzzinaja tikai desmit gadus
vélak, 1954. gada. Belcovai noteikti tas bija liels trieciens, jo pirms tam uz Thbilisi
kinostudijai adresétajiem oficialajiem pieprasijumiem naca atbildes, ka Romans

76 Tulkojuma no krievu val.: calis ari grib dzivot. “Ulpmnénox xapensui” — krievu folkloras
dziesmina. Tas aptuvenais tapSanas laiks ir 1918.-1921.g. Iespéjamie dziesmas autori ir krievu
anarhisti. Autores piezime.
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Suta ir dzivs, turpina stradat kinostudija un dzive péc konkrétis noriditis adreses
[Augstaka Padome 1946].

Cik var spriest péc laikabiedru atminam, Aleksandras Belcovas sarakstes un
dienasgramatam, vina savus politiskos uzskatus publiski neizteica. 1919. gada, at-
braucot uz Rigu, maksliniece atri ieguva draugus un pazinas, kuriem bija izteikti
kreisi uzskati. Iespéjams, tas notika tapéc, ka vina ieradas tiesi no pécrevolucijas
Petrogradas. Skiet, tiesi pateicoties savai izcelsmei, vina ieguva savu pirmo darba-
vietu Riga. Buvinzenieris Alfréds Razums, kas neslépa savu kreiso nostaju, piedavaja
Belcovai rasétajas vietu sava bavkantori. 20.—30. gados Aleksandras tuvakas drau-
dzenes bija Austra Ozolina-Krauze un Licija Zamaica. Abas — rakstnieces, femi-
nistes, izglitotas, emancipétas sievietes. Austra Ozolina-Krauze bija arl Zurnalu
izdevéja. Lidzas zurnalam “Ho-Ho”, vina piedalijas arl kreisa izdevuma “Nord-
Ost” tapsana 1931.-1932. gada. Ir zinams, ka Aleksandra Belcova speciali $im Zur-
nalam méginaja tulkot atseviSkus materialus no francu kreisas preses, bet Sie
teksti palika nepublicéti. Cik zinams, ta bija vieniga makslinieces apzinata lidz-
darbosanas kreisaja kustiba Latvija. Vina arl neiesaistijas Lucijas Zamaicas pa-
grides darbiba 30. gados. Spriezot péc dienasgramatas, Belcovu méginaja izmantot
padomju izlakdienesti, vinu pasu par to neinforméjot. Belcova, daudzus gadus
dzivojot Latvija, celojot pa Eiropu, ilgojas péc dzimtenes, gribéja satikt savu masu
un citus radiniekus, un draugus, un noteikti ar juta lidzi jaunajai padomju valstij.
20.-30. gados PSRS vairakkart vinai atteica vizu, un tas vél vairak saasinaja no-
stalgiju. Taja bridi vina vél nezinaja par Stalina totalitara reZima upuriem un
represiju vérienu Krievija. Bet, tickoties ar jaunajiem padomju cilvekiem Riga, vinai
radas nojauta, ka tie vairs nebija tie pasi krievi, kurus maksliniece atceréjas no
savas jaunibas. Velak Belcova uzzinaja, ka Krievija Stalina tiriSanas skarusas vienu
no vinas braliem. Daudzus draugus un pazinas Belcova zaudéja ari 1941. gada
Latvija — padomju varas organizétajas deportacijas. Rezultata 1945. gada padomju
varas atnaksanu vina jau sagaidija bez ilazijam un oficialas ideologijas propagandu
uztvéra skeptiski, ar zinamu ironiju. Belcova necinijas par valsts pasttijumiem,
kaut gan 40.-50. gados kopa ar meitu un viramati dzivoja loti pieticigi.

Belcovas kreiso uzskatu evolacija kopuma izgaja celu, kas tolaik bija raksturigs
vairakiem vinas laikabiedriem: no idealizéjo$as jusmosanas lidz vilsanas un trage-
dijas sajutam. Bet, atskiriba no citiem, liktenis vinu izglaba no naves un cie-
tuma. 20. gados socialistu un komunistu idejas inteligences uztveré biezi bija
sinonims reformam un progresam. Izglitota sieviete — feministe ar kreisiem uzska-
tiem, Skiet, taja laika bija ideals daudziem. Tomér Belcovai ta nebija modes lieta.
Vinai kreisums noziméja ne tik daudz politisko nostaju, cik mietpilsoniskuma
noliegumu, mantrausibas nosodiSanu. Pie Siem principiem vina turéjas visu mazu.

Zimigi, ka, gan Belcovas, gan Sutas dailradé, iznemot dazus lietiskas makslas
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paraugus un atseviskas kompozicijas ar nosaukumu “Streiks” (20. gadi, SBM) vai
“Bezdarbnieki” (1935, atrasanis vieta nav zinima), nav darbu, kuros tematiski
atspogulotos kada sociala kritika, sociala netaisniba vai tamlidzigi, kas lautu vinu
miakslu nosaukt par proletarisku, skirisku vai piedévét tai kreisuma ideologiju.

Kaut gan, 20.-30. gadu Latvija kreisi noskanota inteligence nemaz isti vél
nevaréja noformulét, ko tad isti nozimé progresiva maksla (iznémums varbac ir
Andrejs Kurcijs un vina aktivis makslas ideja). Tapéc biezi tika rikotas publiskas
diskusijas, bet vienota viedokla nebija. Viena no diskusijam Suta teica, ka kreisas
makslas $obrid neesot, un labi, ja to piedzivos “misu bérnu bérni” [Aizkulises
1929]. Tam var piekrist un reizé ari nepiekrist.

Garas padomju okupacijas laika socialistiska realisma makslu piedzivoja vinas
meita Tatjana Suta. Un bérnu bérni $odien redz laikmetigo makslu, kuras viens
no véstijumiem ir masdienu patérétajsabiedribas kritika, pasaules iekartojuma,
moralu un garigu vértibu devalvacijas kritika. Saja aspekta laikmetigo makslu var
nosauke ari par kreiso maikslu. Tomér no musdienu maksliniekiem reti kurs var
teikt, ka vinam ir kreisi uzskati, atskiriba no 20. gs. 20.-30. gadu modernistiem,
kas neslépa savus kreisos uzskatus, bet kopuma neradija kreiso makslu.
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LATVIAN MODERNISM AND IDEAS OF LEFTISM: A CASE STUDY
OF THE ARTISTS - ROMANS SUTA AND ALEKSANDRA BELCOVA

Abstract

The artists Aleksandra Belcova (Anexcanopa Benvuyosa) and Romans Suta got
acquainted with socialist ideas in Russia: Belcova in her native gubernia (province) of
Chernihiv (Ukrainian: Yepnicis, Russian: Yeprueos) already at the time of the 1905
unrest, while Suta at the beginning of World War I when he sought refuge in Russia.
They both witnessed the 1917 October coup d’état in Petrograd.

At the beginning of the 1920s Suta, Be]cova and other artists of the Riga group
created cartoons for the leftist satirical magazine “Ho-Ho”. However, it is difficult
to judge whether Suta had any specific political persuasion. Suta left an impression
that he did not have a definite viewpoint but a particular position in certain issues.
The evolution of Belcova’s leftist views underwent a development which was on the
whole characteristic of a number of her contemporaries: from an idealised enthusiasm
to disappointment and a sense of tragedy. In the 1920s the ideas of socialists and
communists were often synonymous with reforms and progress in the perception of
the intellectuals. An educated woman-feminist with leftist views, it seems, was an ideal
of the time for many people, however, for Belcova it was not a matter of fashion. For
her, leftism meant not so much her political position, as her denial of philistinism and
her condemnation of greed. She kept to these principles all her life.

It is important that in the art of both Belcova and Suta, for the exception of
several examples of applied art and separate designs, there are no works on themes
reflecting any social criticism or something similar which would allow us to call their
art proletarian or class oriented, or to ascribe any leftist ideology to it. It is criticism
of the modern consumer society, order of the world and devaluation of moral and
spiritual values. In this respect contemporary art can also be called /leftist art.

Keywords: Latvian modernism, leftism ideas, Romans Suta, Aleksandra Belcova.
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KREISIE UZSKATI UN NENORMATIVA SEKSUALITATE
LATVIJA 20. GADSIMTA SAKUMA

Kreiso uzskatu parstavju attiecibas ar nenormativo seksualitati un dzimtes
lomu izpratni ir visai komplicéts temats. Jau 20. gadsimta sakuma Eiropa diskusijas
raisa homoseksualitates jautajums, pret kuru marksisma ietekmeétie teorétiki un
akdivisti ienem dazadu nostaju — no izvirtusds aristokratijas izpriecu nosodijuma
lidz jaunas, no baznicas un burzuazijas morales noskirtas sabiedribas veido$anas
nepiecieSamibai. Jau pirms Pirma pasaules kara ari Latvijas publiskaja telpa izskan
kreiso ideju aizstavju polemiskie viedokli — Fridriha Engelsa un Augusta Bébela
tulkojumos atrodams seksualitates vésturisks skaidrojums, Andrejs Upits un citi
vietéjie marksisti nikni apkaro t. s. dekadentu darbos it ka sastopamo izvirtibu.

Marksistu uzskati par nenormativo seksualitati

19. gadsimta otraja pusé, kad Karla Marksa, Fridriha Engelsa un vinu sekotaju
idejas Eiropa gast arvien lielaku atsaucibu, vérojama ari dzimumu jautajuma
aktualitate un seksologijas attistiba, taja skaita homoseksualitates pétnieciba, kuras
rezultata Vacija arvien aktivak izskan viedoklis, ka divu pieaugusu cilvéku labpra-
tigu dzimumsatiksmi nav pamata kriminalizét, tapéc 175. pants, kas paredzéja
sodu par virieSu pederastiju, jasvitro. Tomér $adas izmainas vacu likumdo$ana no-
tika tikai vairakus gadus péc Otra pasaules kara.

Marksa un Engelsa s¢jumos homoseksualitate pieminéta tikai vienreiz: Frid-
riha Engelsa darba “Gimenes, privatipaSuma un valsts izcelSanas” (“Der Ursprung
der Familie, des Privateigenthums und des Staats”, 1884), kura iztirzata sabiedribas
ekonomisko parmainu nozime dazadu gimenes formu, darba daliSanas un sabied-
ribas $kiru attistiba. Engelss $aja darba savai dialektiski materialistiskajai analizei
paklauj ar gimenes institiciju, un homoseksualitate vinam kalpo, lai paraditu
problémas senaja Griekija, kas rodas, kad parosands laulibu nomainijusi vienlauliba:
“Tomer, nelikojot uz visu sargasanu un noslégsanu, griekietes bieZi vien izmanijas
savus virus piekrapt. Tie uzskatija it ka par kauna lietu izradit kadas milestibas
jutas pret savam sievam un kavéja sev laiku pie “hetéram”; bet sievie$u pazemosana
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nesa lidz ari atmaksu virie$iem un pazemoja tos lidzi: beigu beigas tie nogrima
tik talu, ka saka pretdabiska cela apmierinat savas kaislibas pie zéniem” [Engelss
1907:64—65]. Pretdabiskas dzimumtieksmes pastavéjusas ari pie germanu ciltim:
“Ja jau runa par germanu tikumibu, tad jaliecina, ka savos klejojumos, it seviski uz
dienvidaustrumiem pie Melnas juras stepju nomadiem, tie bij tikumiska zina stipri
pagrimusi; no tiem vini iemacijas ne tik vien zirgus jat, bet pienéma ari riebigus
pretdabiskus netikumus” [Engelss 1907:70].

Personiskaja saraksté abi galvenie marksisma teorétiki gan atlavas apspriest
homoseksualu emancipaciju daudz évergéligakos tonos. 1869. gada Markss par-
sata Engelsam vienu no agrina vacu homoseksualu tiesibu aizstavja Karla Heinriha
Ulriha (Karl Heinrich Ulrichs, 1825-1895) pamfletiem, un 22. janija véstulé
Engelss vinam atbild: “Pederasti sakusi sevi uzskaitit un atklajusi, ka viniem $ai
valstl ir spéks. Trika tikai organizacijas, bet saskana ar $o avotu, ta jau slepeniba
pastav. Un, ta ka viniem ir tik daudz svarigu viru gan vecajas partijas, gan ari jau-
najas (..), vinu triumfs ir nenovérsams. Guerre aux cons, paix aux trous-de-cul”” bus
jaunais lozungs. Més ar tevi varam bt patiesam laimigi, ka esam mazliet par vecu,
lai baiditos, ka péc §is partijas uzvaras mums naksies uzvarétajiem maksat fiziskas
nodevas. Bet ka bus ar jaunako paaudzi?” [cit. péc: Hekma et al 1995:71].

Viens no darbiem, kas atrodas Raina ¢emodanos, ar kuriem vins 1893. gada
atgriezas Latvija no Internacionales kongresa un kuri, ka tiek uzskatits, kalpo par
teorétisko pamatu latvie$u socialdemokratijai, ir Augusta Bébela (1840-1913)
darbs “Sieviete un socialisms” (“Die Frau und der Sozialismus”, 1879, latv. 1903,
1912), kas izseko sievietes stavoklim vésturé, jau atkal attélojot seno Griekiju
un tas iedzivotaju seksualas étikas paradumus ka degradacijas augli: “Bailes no
iedzivotaju skaita parliecigas pavairo$anas pamudinaja pat izvairities no intimakas
dzimuma satiksmes. Sika dzimuma dzinu apmierinat nedabiska karta. (..) Sis
bazas no cilvéku parliecigas pievairo$anas pamudinaja Aristoteli ieteikt viriesiem
atturéties no satiksmes ar sievam un piegriezties zénu milestibai. Jau agrak Sokrats
bij cildinajis zénu milestibu ka augstakas izglitibas zimi. Beidzot $ai pretdabiskai
kaislibai nodevas Griekijas visievérojamakie viri. Cieniba pret sievieti noslika uz
visdzilako. Pilsétas bij prostituétu virieSu nami, tapat ka sieviesu. (..) Ja grieku
virie$i piekéras zénu milestibai, tad sievietes iesliga otra ekstréma. Tas nodevas
sava dzimuma piederigo milestibai. Tas seviski sakams par lesbietém, tapéc ari $o
nedabisko netikumu sauc par lesbiesu milestibu, jo vina nav izbeigusies un pastav
vél tagad. Par $is milestibas galveno prieksstavi tika uzskatita slavena dzejniece

7 Guerre aux cons, paix aux trous-de-cul (francu val. — Karu pezam, mieru pakalam!), va-
ridcija par vacu rakstnieka un revolucionara Georga Bihnera (Georg Biichner) lozungu “ Guerre
aux chateaux, paix aux chaumiéres!” (francu val. — Karu pilim, mieru badinam!).
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Sapfo, ta saukta “Lesbus lakstigala”, kura dzivoja apm. 600 g. p.m.&. Si izpauda
savu kaislibu kvélosas odas Afroditei un, it seviski, skaistajai Ateai” [Bébelis
1912:34].

Bébelis pievérsas ari sava laika homoseksualitatei, $a darba vélaka izdevuma
pievienodams zemsvitras piezimi, kura atsaucas uz ta saukto Hardena — Eilenberga
skandalu vacu augstakajas militarajas aprindas 1907.-1909. gada, kas sava laika
padarija homoseksualitati par plasi apspriestu tému Eiropa, tomér cinu par eman-
cipaciju ietekméja visai negativi: “Nemaz nerunajot par tadiem, kam homosek-
sualitate jeb milestiba pret sava dzimuma piederigiem iedzimta, Joti daudzi izvirtuli,
ta sakot, aiz izpaisuma nododas pretdabiskajai grieku milestibai. Zénu milestiba ir
izplatita daudz plasak, neka dazs labs no mums doma. Daza laba policijas biroja
slepenas aktis par to varétu zinot Sausmigus faktus. (Jaunaka laika Moltkes, Linara,
Eilenberga un biedru pravas atklajusas vél $ausmigakas lietas, neka més varéjam
iedomaties. Sis pravas pieradijusas, cik plasi izplatijusies pretdabiska izvirtiba pasas
augstakas aprindas, it ipasi kara virsnieku un galminieku starpa. Bet ari sieviesu
starpa sak liela méra atdzivoties senas Griekijas pretdabiskie netikumi.) Lesbiesu
milestiba jeb sapfisms esot Parizé stipri izplatits netikums precétu sievu starpa, it
ipasi augstakas, aristokratiskas aprindas. Berliné ceturta dala no visam prostitatam
nodarbojoties ar tribadiju. Bet arl masu smalkas sabiedribas damu starpa netrakst
lesbiesu milestibas piekopéju” [Bébelis 1912:160-161].

Sadi izteikumi interpreté homoseksualitati ki augstako aprindu vai margi-
nalizétu personu izvirtibu — $adam uzskatam vélak sekojusi ari daudzi citi mark-
sistiskie domataji un aktivisti.

Tomér kreisi noskanotajas aprindas par seksualitates jautajumiem nebija vien-
pratibas. Lidzas konservativu uzskatu paudéjiem socialistu un anarhistu rindas bija
arl aktivisti, kas noraidija burzuazisko gimenes morali un nenormativo seksualitati
uzskatija par tradicionala laulibas institata apspiestu fenomenu [Fihnders 1995].
Lai ari socialistu un anarhistu atbalsts homoseksualu tiesibam vésturiski ir bijis
negribigs un nekonsekvents, tiesi kreisas ideologijas piekritéju iniciativas vairakkart
padarija $o tému publiski apspriezamu: “Socialisma mérkis bija un ir piepildit
Apgaismibas emancipacijas mérki: visparéju cilvéces atbrivosanu no ideologijam,
kas to apspiez, un sabiedriskajam struktaram, kas to ekspluate” [Hekma et al
1995:7]. Tomér dzimti un seksualititi marksisti uztvéra ki esencialus, nevéstu-
riskus biologiskus dotumus un tadé] neattiecinaja uz tiem savu vésturiskuma
koncepciju.

Turklat virieSu homoseksualitate, kas 19. gadsimta beigas Vacija, Krievijas
impérija un daudzas citas Eiropas valstis bija kriminali sodama, pavéra labas iespé-
jas politisko pretiniecku nomelnosanai — ta tika saistita ar aristokratijas vai liel-
burzuazijas izvirtuso dzivesveidu, kurs tika pretstatits stradnieku $kiras viriskigajai
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vitalitatei un $kistumam. Turklat, ka norada Gerts Hekma un vina kolégi, ari
socialisti daudzkart lava valu oportinismam: pat tas socialistu partijas, kas veica
homoseksualiem labvéligas juridiskas reformas, izdevigos brizos parkapa savus
principus, lai politiskos oponentus apvainotu izvirtiba, izmantojot sabiedribas
stereotipus par homoseksualiem [Hekma et al 1995:8].

Kad 1905. gada revolucijas iespaida Krievijas impérija tieck mikstinata preses
izdevumu iepriekséja cenziira, ari latvieSu presé sak paradities materiali par sek-
sualitates problematiku. 1906. gada janvarl jaundibinataja politiskaja dienas avizé
“Darbs” turpinajumos publicéts apjomigs raksts “Zinatne un dzive: gimenes dzives
attistiba”, kura, atsaucoties gan uz Engelsa, gan vacu seksologu Riharda fon Krafta-
Ebinga un Alberta Molla pétijumiem, ieziméta gimenes dzives un seksualitates
attistiba gadsimtu gaita, homoseksualitates fenomenu izskaidrojot ar pirmatnéjo
kultiru parazam: “..ka (..) atavistiskas paradibas uzlikojamas dazadas homo-
seksualas simpatijas (vienada dzimuma individu starpa), kuras sastopamas visos
laikos un visados kultiras cilvéces laikmetos. “Puiku milestiba”, pederastija un citi
urningisma (dzimuma sakara divu viriesu starpa) veidi, ka ari tamlidzigas paradibas
sievie$u starpa (lesbiska milestiba) ir, péc jaunakajiem Kraft-Ebinga un Molla
pétjumiem, uzskatamas par iedzimtibu, ka atskanas no agrako laiku attistibas
laikmetiem. Dzimumiem pamazam noskiroties, diferencéjoties, vajadzéja vispirms
aizliegt dzimuma sakaru vienada dzimuma piederigu starpa. Religiska mitologija,
kura uzlikojama par viskonservativako vecu laiku uzskatu uzglabataju, zina stastit
par Ceisa sakaru ar skaisto ganu Ganimédu” [Zinatne un dzive].

Lai ari $aja perioda Latvija publicéti atseviski raksti vai seksualas izglitibas iz-
devumi, kas homoseksualitati skaidro ka medicinas, nevis jurisprudences parzina
eso$u paradibu, nav neviena, kur§ publiski iestatos par $is sabiedribas dalas
emancipaciju.

LatvieSu marksistu konfrontacija ar dekadentiem péc 1905. gada

revollcijas

20. gadsimta sakuma jauna latviesu rakstnieku un makslinieku paaudze,
ietekméjoties no Rietumeiropas un Krievijas simbolisma un dekadences literataras,
izaicinaja veco, tradicionalo pilsonisko morali un pasludinaja makslinieka ipaso
statusu, kura nepastav robeza starp labu un Jaunu ierasta izpratné. Lai gan,
atskiriba no vairakiem arzemju autoriem, homoseksualitate nav atradusies latviesu
dekadentu uzmanibas centra, ta tick minéta ka viena no jaunas morales zimém.
Spilgtaka nenormativas seksualitates apologija dekadentu darbos izlasama Haralda
Eldgasta romana “Zvaigznotas naktis” priek$varda “Pa muzibas celiem”, kas sa-
rakstits 1905. gada junija: “Cilvéka batiba slépjas lietas, kuras zinatne atzist par
kaitigam aréjai eksistencei, miesigai labklajibai, dévé tas par slimibu, izvirtibu utt.
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Sabiedriba sauc tas par gréku, par noziegumu un apkaro ka ko kaitigu, nevélamu.
Makslinieka izturé$anas pret $im lietam var bt citada. Vins var ne tik vien atdoties
tam sava dzivé, bet tas pat cildinat, apdziedat. (..) Visu, kas dzivi padara dzilaku un
pladaku, tas atrod par labu — nostajas arpus sabiedriba “laba” un “launa”. Sads ir
palaikam ta saukto dekadentu liktenis. Par izvirtusiem, nenormaliem, arpratigiem
un slimiem tos sauc vesela, normala, pratiga sabiedriba. Par tadiem ir izkliegti
“dekadentisma filozofijas” nodibinatajs Nice, Po, Bodlérs, Verléns, Vailds u. c. Ar
lielako gandarijumu nosoda vinu “netikumus”, vinu kaislibu uz vinu, hasisu, opiju
un citiem maksligiem nervu kairinasanas lidzekliem, vinu “nedabisko” dzimuma
instinktu apmierinasanu un citus “grékus”, kuru tiem vairak ka smil$u jarmala.
Sabiedriba te runa par to, ko zinatne liek tai muté, méro makslinieku ar zinatnes
mérauklu.” [Eldgasts 1999:11-12].

Saja interpretacija homoseksualitate ietilpst plasi dazadu noviriu un neti-
kumu spektra, kas izaicina pilsoniskas sabiedribas morali, tadé] maksliniekiem
dekadentiem kalpo par iedvesmojosu pédjumu lauku. Ari Atis Kenin$ apceré
“Bodlérs un Verléns” 1908. gada, rakstot par Verléna dzives pavérsieniem, uzsver
nenormativas seksualitates rado$o, iedvesmojoso spéku, kas nonak asa pretruna ar
pilsonisko dzivi: “Verléns iepazistas ar jauno klaidoni — dzejnieku Arturu Rembo.
Ar ignumu nelaimiga laulata draudzene nomana to visnedabiskako sakaru starp
abiem virie$iem, visizvirtusakas kaislibas. Vinas centieni $o sakaru partraukt paliek
bez panakuma, ja par tadu neuzskata to, ka virs vinu atstaj, aiziedams kopa ar savu
draugu. Un briniskigi! Verléna dzejas darza $is laikmets plaucé smarzainakos un
dailakos ziedus” [Kenins 1908:153].

Lai ari ne Eldgasta un Kenina, ne citu latviesu talaika rakstnieku darbos nav
nacies sastapties ar izvérstu homoseksualitates atainojumu (atseviski tas paraugi gan
sastopami vacbaltie$u literattira), talaika marksistiskie kritiki reizé ar parmetumiem
par kaitigu, burzuju moralei atbilstosu seksualitates un jatu dzives attélojumu
regulari apsudzéja dekadentus ari nenormativas seksualitates propaganda. Piemé-
ram, 1907. gada Ziemassvétkos iznak rakstu krajuma “Ziemas naktis” otra gramata,
kuru veidojis Karlis Skalbe [Skalbe 2002:119] — taja publicéto materialu saturs no
misdienu viedokla ir visai konvencionals.

Pieméram, Antona Austrina stasta “Sogis” dzejnieks Déklens trimda parvérté
savu dzivi un spriez sev bargu tiesu: “Sie nieki, kas mani kabineta ki greznums
stav, visi jasadedzina. Si izjaucama gulta, kura es kastu ilgas péc laimes, ir ki Onana
gulta.” Déklens izjauca to un pa gabalam vien sadedzinaja” [Skalbe 1907:30-31].
Talak seko vizija, kura paradas “Déklena studiju biedrs Kristaps Kricums (..) —
velniskibas simbols, kura visas pasaules neskistiba pusnoslépti bij koncentréta un
lauzas uz aru ka mutulojosa versme no melna pavarda” [Skalbe 1907:31-32]. Kii-
cums ladz, lai piedod vina grékus, bet Déklens vinu atgriz.
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Savukart Viktora Eglisa stasta “Magdala” aprakstita jaunas, idealistiskas sievie-
tes nepiepildita jatu dzive — vina sapno, ka ir princese, kuru izglabj princis, tacu
ikdienu pavada, stradadama laukos par skolotaju: “Skolnieces apvainoja ar savu
milestibu vinu. Cela vairs negrieza, ka iepatikusies. Pukes vai ik dienas davinaja. Ka
tas vinu apvainoja!” [Skalbe 1907:67]. Stasta beigas vinai murgos radas, ka atnacis
milotais un iekapis vinas gulta. Marksistiskais kritikis Karlis Landers (1883-1937)
recenzija par “Ziemas naktim”, piesaucot A. Austrinu, Falliju un A. Baltpurvinu,
pazino: “Tas Parnass un Olimps, péc kura ta traucas masu jaunako rakstnieku
izsalkusas dvéseles, nav nekas cits, ka misu burzuazijas izkurtéjusé un sasmalcinata
jutu dzive (..). Tas f o r m a's, kuras $i seksuala izvirtiba tiek apdziedata, palaikam
médz bat it gleznainas, bet $o milestibas dziesmu saturs jo riebigs un atgradoss.
Tur ir runa par lesbie$u milestibu, par sodomiju, par pederastiju, par onanismu
un citam tamlidzigdm modernam izvirtbam. (..) K. S[kalbe] sava raksta pieved
interesantu pieméru par diviem dzejnickiem, no kuriem viens dziedajis par
patiesibam, ko rokam var taustit, par to vistuvako, un otrs par dzivibas sakumu
un citam augstam lietam. Pirmajam dzejnieckam nu pielidzinati tie dzejnieki, kuri
dzied par lielo proletariata cinu, par cilvéces nakotni, par brivibu; otram — musu
dekadenti, kuri dzied par pederastiju, sodomiju un citam slimigam paradibam
muasu dzivé. Savads “dzivibas sakums”, kas drizak atgadina nicibas sakumu”
[Landers 1908].

Sl,(iet, marksisti ir parliecinati, ka neviens dekadentu izdevums nav iedoma-
jams bez visu paveidu izvirtibas, tapéc meklé to starp rindam un saskata ari tad,
ja tas tur nemaz nav, paturot prata arl témas, par kuram rakstija krievu dekadenti
un simbolisti. Lidzigi spriez Janis Jansons-Brauns apceréjuma “Fauni vai klauni?”
(1908), kur ari kritizéts almanaha “Ziemas naktis” II laidiens, pieméram, par
V. Eglisa “Magdalu” vins saka: “Te vairs nav it nekadas “psihologiskas” makslas,
bet ta ir vienkarsi — onanija! [Jansons-Brauns 1908:206]. Vins asi uzbruk lat-
vie$u dekadentiem par témam, kuras savos darbos apskatijusi krievu dekadenti,
iebildumus izpelnas gan brivdomiba dzimumattiecibas, ko Jansons-Brauns inter-
preté ka prostitacijas un lopisku dzinu apologiju, gan ari lietas, kas tiek nosauktas
par nedabiskam: “Dabiskas saejas akts vairs nevar apmierinat Sos “parcilvékus” un
“bankrotéjusos bakhantus”, un tamdé] ar lielu aizgrabtibu dekadentiska literatara
sak kultivét visadas seksualas anomalijas. Ta krievu jaunaka rakstnieciba Arcibasevs
grib saparot brali ar masu (“Canun”), Sologubs sankcioné fizisku sakaru starp tévu
un meitu (“/Ti6osv”), Kuzmins apdzied pederastijas jaukumus (“Kpouios”) un
Zinovjeva-Annibal sajasminas par “lesbisko milestibu” (“Tpudyamv mpu ypooa”).
Bet $ie pederastu lauri nedod mieru muasu Fallijam un EgliSam un tapéc muasu
dekadentu “dievi” un “karali” tagad nopulé savu fantaziju, ka isti vél varétu baudit
“gréka un bailés”, ka izgudrot kaut ko tik cacigu, ka, kada krievu rakstniecka
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vardiem runajot, pat mérkakiem bitu janosarkst! Protams, par Vikt. Eglisa ieslavéto
“sodomiju” vairs talak tie$am nekur ari nevar iet...” [Jansons-Brauns 1908:207].

Nenormativas seksualitates un dazadu “netikumu” piedévésanu dekadentiem
latviesu marksisti uztvérusi ka labu iespéju izrékinaties ar saviem politiskajiem
pretiniekiem, isti neripédamies, vai $iem apvainojumiem patiesam rodams kads
pamats — $kiet, jau pats dekadenta vards viniem noziméja spécigu saikni ar visu
paveidu izvirtibu un netikumiem. Refleksija par seksualitates jautajumiem, péc
vinu uzskata, vispar ir raksturiga tikai izvirtu$ajai burzuazijai, un stradnieku
interesés Sos jautajumus butu vispar izsvitrot no apspriezamo tému saraksta.

Savukart Andrejs Upits apskata par krievu jaunako rakstniecibu Mihaila Kuz-
mina, Lidijas Zinovjevas-Anibalas un citus seksualitates témai veltitos literaros dar-
bus pasludina arpus likuma un gaumes, vienkarsi ierindojot tos pornografijas kate-
gorija. Lai ari vinam tik padiZoties ar savam plasajam zinasanam dazadu valstu
pornografiskaja literatara, gala slédziens ir negativs: “Neapsaubami pornografiskais
ArcibaSeva romans [“Sanins” — K'V.] tomér ir savadas dabas. Te gaisi redzams, ka
krievu pornografija atskiras no franciskas vai vaciskas. Krievu pornografija ir bezgala
daudz pratojumu, gudrosanas, “logisku” slédzienu; garu gariem aplinkiem vinai jaiet,
kamér noklast pie atzinas, ka prats ir melis, bet miesa un instinkti runa patiesibu,
ka cilvékam pienakas tikai miesai klausit un kalpot, tikai baudu alkt un meklét.
Krievu pornografijai nav ne drosmes, ne naivas atklatibas, ar savu ciniski spekulativo
pratniecibu un apgriezto logiku ta tiek galigi atbaidosa un riebiga. (..) Talak varam
minét tadus “maksliniekus” ka Kuzminu, kas mégina “mistiski” saprecinat divus viriesus,
un Zinovjevu-Anibal, kas lidzigu eksperimentu izdara ar divam sievietem” [Upits 1909].

Japiemin ari Rainis, kurs$ sava poéma “Ave sol” pilnigi noteikti distancéjas no
dekadentu pielaidigas attiecksmes pret nenormativo seksualitati un 3. nodalas VII
dala piemin pretdabiskas iekdires visai negativa konteksta — ka launo tumsas spéku
inspirétas zemiskas dzinas, kas vélas nomaitat tautas garu:

... Tumsa veérsas citd cipd,

Versmi pasu vers pret sauls,

Raisa lidzi zemes spékus —

Pasus zemakos pret sauli:

Laiz no purviem odzu pérklus,
Laiz no dikiem miidzu miglu, (..)
Suta badu, sérgas, ligas,

Meri, sumpurpus un glinas, (..)
Netiras un pretdabiskas

Kaisles, iekares iz tumsas:

Tautas garu lidz ar miesim
Nomaitit un novilkt dublos... [Rainis 1977:49]
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Treso nodalu “Véla rieta” Rainis pabeidz 1908. gada maija un janija [Rainis
1977:412], tas ir laiks, kad Eiropa seko lidzi Hardena — Eilenberga skandalam
Vacija un vardu salikums pretdabiska ickare lietots, runajot par augstakas militaras
virspavélniecibas parstavju homoseksualajiem sakariem, kuros iesaistiti ari tiem
padotie karaviri. Acimredzot, saskana ar marksistu parliecibu par augstakajam
aprindam raksturigo izvirtibu, Rainis norada, ka ar pretdabisko iekari tumsas
spéki censas samaitat ari vienkarSo tautu. Ironiski, ka tikai dazus gadus vélak
Rainis pabeidz lugu “Jazeps un vina brali”, kuras galvenais personazs izraisijis
dazadu laikmetu dzimtes pétnieku interesi, pateicoties savai identifikacijai ar
sievisko.

Nobeigums

20. gados diskusijas turpinas — socialdemokratu presé publicéta informacija
par homoseksualitates juridiskajiem un mediciniskajiem aspektiem, vélak homo-
seksuala orientacija ir kauna zime, ko pieskir ideologiskajiem pretiniekiem — gan
Karlim Ulmanim, gan ari Vacijas nacionalsocialistiem. Lai arT Latvijas kreiso at-
tiecksme pret homoseksualitati ne vienmér bija pozitiva, tiesi kreisas ievirzes izde-
vumi par So paradibu diskutéja, tadéjadi pievérsot tiem sabiedribas uzmanibu. Péc
1934. gada $is diskusijas uz gadu desmitiem apklusa Ulmana rezima, Otra pasaules
kara un vélak ari padomju okupacijas laika.

Masdienas, kad péc Padomju Savienibas sabrukuma kreisa ideologija Latvija
pirmam kartam saistas ar nepienemamo padomju ideologiju un marksisma-
leninisma dogmam, kreisa politika tiek saistita galvenokart ar partijam, kuru
galvena mérkaudirorija ir krieviski rundjo$a Latvijas sabiedribas dala. Sis partijas
neuzskata LGBT organizacijas par saviem sadarbibas partneriem (tiesa, dazkart
ir bijusi arl iznémumi — kad 1999. gada 30. novembri Saeimas Cilvéktiesibu un
sabiedrisko lietu komisija tiek izskatits likumprojekts “Par viena dzimuma personu
partnerattiecibu registraciju”, komisijas locekli balso pret, iznemot divus deputatus
no krievvalodigas partijas PCTVL (Par cilvéka tiesibam vienota Latvija) [Verdins
& Ozoling 2013:121].

Citas Eiropas valstis, kuru parlamentos parstavétas ari masdienigas kreisas
partijas, jautajums par to atbalstu LGBT organizacijam joprojam ir atvérts. Polu
pétnieki Tomass Sikora and Rafals Majka uzskata, ka ari masdienas Eiropas zilo
aktivistiem un kreiso uzskatu aizstavjiem butu vérts apvienoties pret neoliberdlo
hegemoniju, tatu $ada vélme nav manama: “Diemzél Sobrid kreisajas aprindas
ir Joti maz sapratnes par kreisi noskanotiem “zilo” aktivistiem, tapat ka ir maza
vélésanas dot pretsitienu kapitalisma postosajai ietekmei uz LGBT aktivistiem.
New Left un “zilo” kustibai ir daudz ko macities un aizgat vienai no otras, tacu,
lai tas varétu notikt, vienkarsi runajot, jaunajiem kreisajiem ir japardoma politika
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no seksualitates viedokla, savukart “zilo” kustibai (atseviski no LGBT kustibas vai
arl tikai daléji saistoties ar to) japardoma seksualitate no ekonomikas viedokla”

[Sikora & Majka 2010:89].
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LEFTISM AND NON-NORMATIVE SEXUALITY IN LATVIA
AT THE BEGINNING OF THE 20™ CENTURY

Abstract

In the context of the history of the leftist ideas, the relations of their repre-
sentatives with the non-normative sexuality have been peculiar and controversial. In
the European countries, the attitude of the leftist circles towards the non-normative
sexuality was controversial — it was interpreted both as a manifestation of the depravity
of the degenerate aristocracy and as a phenomenon to be accepted by the new society,
separated from the church and the dogmas of the bourgeois morals.

Even before World War I, the polemic opinions of the advocates of the leftist ideas
were voiced in the public space of Latvia — a historical explanation of sexuality can
be found in the translations of Friedrich Engels and August Bebel; Andrejs Upits and
other local Marxists waged a war against the depraviry, including the glorification of
sodomy, allegedly found in the so-called decadents works, even though nowadays it is
difficult to find grounds for such reproaches. On the other hand, among the decadents,
there are authors (Haralds Eldgasts, Atis Kening), who, at least episodically, have
propagated the triumph of the new morals and a new literature, when the artist has
the right to obtain impressions from the most diverse phenomena, including passions
and vices, among them wunnatural desire; yet, overall, the use of the non-normative
sexuality for mocking and humiliating one’s political and aesthetic adversaries prevails,
as during this period, Latvia, unlike Germany or Russia, lacks culture personalities
who would become advocates for this kind of sexuality in the public space.

Keywords: Marxism, Friedrich Engels, August Bebel, homosexuality, decadence.
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1905. gada rakstniece Zemgaliesu Biruta (1878-1906) Rigas ielas esot stai-
gajusi aizplivurojusies, bistoties no liekas uzmanibas. Lai gan rakstniece bijusi dzili
emocionala, aizrautiga un izsmalcinata, vina saistita ar revolucionaru darbibu un
tadé] pat nonakusi apcietinajuma un piedzivojusi tragiskus brizus.

Rakstnieks Janis Akuraters divdesmitajos gados savas atminas raksta: “Mums,
latviesiem, (..) revolacija bija daudz sieviesu lidzdalibnieku. Bet dzili idejiski par-
liecinatu revolucionaru sieviesu tik maz. Mitinu runatajas bija, literattras izplati-
t3jas un glabatajas bija, bet kaujas revolucionaru bija tik maz. Zemgalie$u Biruta,
mirdzoss iznémums. Liktenis vinai bija sagatavojis citu navi — nevis ar revolveri vai

bumbu roka...” [Akuraters 1968:265].
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Lai gan Zemgaliesu Birutas, istaja varda — Konstances Augustines Grenciones,
patiesa loma revolucionaraja darbiba laika ap 1905. un 1906. gadu nav pilniba
izpétama un tieSu dokumentalu avotu par vinas devumu revolucionarajas aktivita-
tés tritkst, Akuratera atminas lauj noprast, ka vina bijusi viena no nedaudzajam ta
laika latvie$u sievietém revolucionarém, kurai piemitusi dzilaka parlieciba. Zem-
galieu Biruta ir dévéjama par rakstnieci — legendu latvie$u kultira. So legendu
liela méra izveidojusi vinas laikabiedri atminas un veltijumos. Raksta tiks ieskicéta
Zemgalie$u Birutas saikne ar revolucionaro darbibu un atsauksmes par to dazados
avotos.

Literatairas vésturé Zemgalie$u Birutas izpétei ir relativi mazaka vieta gan at-
stato tekstu kvantitates zina, gan vinas paragras naves dél, turklat vina it ka ir pali-
kusi savas spilgtas prieksgajéjas Aspazijas €éna, un lidz pat 21. gadsimtam Zemgaliesu
Birutas darbi nebija izdoti atseviska gramata. Rakstnieces literaro mantojumu
veido dzeja un aptuveni 20 isprozas teksti, ka ari viena dramaturgiska skice.

Viens no iemesliem, kas Zemgaliesu Birutai pieskir “dzejnieces — legendas”
auru, ir apstaklis, ka vinas dailrade ir vienigais istenais latviesu sievietes rakstnieces
méginajums izpausties dekadentiska manieré. Ka atziméjis Karlis Vérdins, Zemga-
liesu Birutas pieminas saglabasanos literataras vésturé nodros$inajis jau tas fakts, ka
vinairvienigasieviete rakstniece, kasari parakstijusi jauniem literarajiem principiem
veltito manifestu “Masu makslas motivi” 1906. gada [Verdins 2005:12]. Protams,
tikpat saistoss ir biografiskais aspekts: rakstnieces enigmatiskais dzivesgajums un
miklaina nave.

Kadu laiku Zemgalie$u Biruta bijusi it ka apzimogota ar Kaina zimi — klida
runas, ka vina, atrodoties apcietinajuma 1906. gada, nodevusi savus biedrus revo-
lucionarus. Aizdomas raisijusi vinas relativi atra atbrivosana, turklat apcietinajuma
laika vina biezi esot turéta slepenpolicijas prieksnieka telpas, nevis kamera. Runaja,
ka Zemgalie$u Biruta, slepenpolicijas spiesta, atpazinusi un nodevusi apcietinatos
revolucionarus [Akuraters 1968:261]. Tomér tuvakie domubiedri neticéja, ka vina
batu spéjiga uz nodevibu. Akuraters gan pielava domu, ka mocisanas un spidzi-
nasanas iespaida dzejniece, iespéjams, kaut ko ir izpaudusi. Ties$i pienémums par
eventuali notikuso biedru nodo$anu nopratinasanas laika, ka ari iespéjama vainas
apzina un ieslodzijuma piedzivotais tradicionali tiek traktéts ka galvenais Zemga-
lie$u Birutas pasnavibas iemesls isi péc atbrivo$anas no aresta.

Tacu, pétot Latvijas Valsts véstures arhiva (LVVA) Zemgaliesu Birutas jeb
Konstances Grenciones nopratinasanas dokumentus, Elina Stengrevica secinajusi,
ka dzejniece nav sniegusi tadu informaciju, ko varétu uzskatit par nodevibu. Vina
nav sniegusi nekadas precizas zinas arl tad, kad raditas revolucionaru Eduarda
Biripa un Davida Trauberga fotografijas, vien noradijusi, ka, iespéjams, kadreiz
minétos virieus ir redz&jusi dzivokli, kura mitinajusies [Stengrevica 2004:242].
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Domijot par literates Zemgaliesu Birutas nozimi 1905. un 1906. gada notiku-
mos, ka ari, nemot véra interesi par vinas personibu musdienas, jaatzimé, ka 2009.
gada rezisors Gatis Smits uzveda Ingas Rozentales lugu “1906. Trakak vél ka piekta
gada”, kura tiecas ieltkoties revolacijas laika notikumos un konkréta laikmeta cilvéku
izjutas. Viens no centralajiem téliem uzveduma ir jauna dzejniece Vilma Doroteja
Plame, kuras prototips ir Zemgaliesu Biruta. Vilma traktéta ka emocionala, pretru-
niga, naiva butne, kura drizak stihiski nonakusi apkartéjo notikumu virpuli un apcieti-
nata par lidzdalibu atentara tikai apstaklu sakritibas dé]. Vina télota ka jasmiga entu-
ziaste, kurai dzilakas sapratnes par notiekoso, iesp&jams, nav bijis. Tapéc interesanti
vértét, kada saistiba ar revolucionaram darbibam Zemgalie$u Birutai bijusi realitaté.

Par Konstances dalibu revolucionaras aktivitatés pieminéjumi galvenokart
rodami laikabiedru sarakstitaja autobiografiskas ievirzes proza, atminas par revo-
lacijas laiku. Ir secinams, ka laika, kad aizsakusies vinas literara darbiba, jauna
rakstniece sakusi intereséties ari par revolucionaram idejam.

1905. gada 29. junija Konstance véstulé rakstnickam Augustam Saulietim
atklaj, ka Vasarsvétkos vinai esot bijis konflikts ar tévu péc demonstracijam, kas
notikusas baznica: “Vins pats (tévs) tad nemaz nebija majas, bet vélak vinam kas
sastastits, ka es esot devusi naudu prieks ierociem utt.” [Zanders 1978:48]. Tévs
citu cilvéku priek$a jauno sievieti esot smagi aizvainojis ar parmetumiem. Si
epizode liecina, ka 1905. gada vasara Zemgaliesu Biruta jau bijusi pietuvinata
revolucionaru aprindam, savukart saraksté vinas pasas lietotais apziméjums, ka
tévam sastdstits, liecina, ka naudas dosana iero¢iem tomér drizak ir nepatiess fakts.

Literats Juris Kosa, atminoties 1905. gada rudeni, rakstijis: “Mitinu laika es
sastapu Konstanci kaut kur bulvari; vina pardeva publikai skrejlapinas un citu
politisku literataru. Paliku tadas domas, ka vina kalpo revolacijai sazina ar Dr. Pried-
kalnu un vina vadiba” [Kosa 1958:8]. Andrejs Priedkalns kadu laiku bija Zemga-
liesu Birutas eventualais ligavainis, lai gan cita versija vésta, ka abu it ka romantiska
savieniba bijusi tikai aizsegs — vini esot bijusi tikai biedri; tiesi Priedkalna ietekmé
rakstniece sakotnéji esot pievérsusies revolucionarai darbibai.

Viens no plasakajiem Zemgalie$u Birutas pieminéjumiem saistiba ar revola-
cijas laiku ir rodams Jana Akuratera gramata “Dienu atspidumi”, kur vin$ fiksgjis
notikumus, kas saistas ari ar 1906. gada reakcijas laiku, Zemgaliesu Birutas ap-
cietina$anu un vélako bojaeju. Ari Antons Austrins sava romana, 1905. gada noti-
kumu hronika “Gara judze” vairakkart piemin Zemgaliesu Birutas saistibu ar revo-
lacijas notikumiem.

Sakotngji jauna rakstniece vienkarsi bija to romantisko revolacijas entuziastu
vidi, kurus gadsimta pirmajos gados vajaja baisas, eksistencialas izjatas. Var pie-
laut, ka emocionala, inteligenta Konstance sakuma aizravusies ar revolucionaro
domu, saskatot taja garigu atmodu un dvéseles sacelSanos pret veco dzivi. Tomér
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rakstnieces interese nav netipiska — revolucionaraja darbiba gadsimta sakuma iesais-
tijas daudzi latviesu rakstnieki, tostarp Karlis Skalbe, Antons Austrins, Janis Akuraters
un citi. lesaistoties revolucionaras aktivitatés, idealistiski noskanotie rakstnieki nereti
domaja par abstraktu brivibas jautajumu. J. Akuraters sava revolacijas laiku atminu
gramata “Dienu atspidumi” So posmu dévéjis par skaistu un tragisku laiku — laikmeta
noskana dzejnieki nereti saskatija zimigas sabiedribu parkartojosas idejas.

lespéjams, pamazam Konstance iedzilinajusies ari dazadas teorétiskas no-
stadnés, garigi nobriestot un veidojot savu personisko attieksmi pret laikmeta
notikumiem un idejam. Jauna rakstniece ir klateso$a konspirativas sanaksmés —
pieméram, Riga, Rajenes (Rajienas) iela un citur. Sos brizus atceras un min Janis
Akuraters, stastot par pulcésanos konspirativaja dzivokli: “Te bez manis, dedziga
dzejnicka A. Kalnina un K. Jékabsona, biezi paradijas vél dzejnieki: Skalbe,
Austrins, Apsesdéls, Arnis, Zemgalie$u Biruta, Janis Jaunsudrabins, K. Kraza,
A.Traubergs (..) un (..) revolucionari no Savienibas.”® (..) Notika karstas apspriedes,
stridi, satik§anas ar stradnieku delegatiem (..)” [Akuraters 1968: 216].

Turklat Zemgaliesu Biruta tulkojusi no vacu valodas austriesu socialisma teo-
rétika un jurisprudences eksperta Antona Mengera (1841-19006) rakstu “Anar-
hisms”, kas ir neliela dala no plasakas, 1903. gada tapusas apceres “Nakotnes
valsts” (“Neue Staatslehre”) — 1906. gada janvarl ZemgalieSu Birutas tulkojums
publicéts “Galvas Pilsétas Avizé”. Saja teksta Mengers paudis dazadas ekstrémas
ievirzes atzinas, pieméram — “Vispirms, kas attiecas uz anarhistiskas sabiedribas
kartibas ievesanu, tad lielaka dala rakstnieku (teorétiku) ir vienispratis, ka péc
socialas uzvaras visas esosas bagatibas ipasniekiem bez kadas atlidzibas vienkarsi
atnemamas” [Mengers 1906:1], lai gan nosléguma tomér rezuméjis, ka “aiz e pie-
vestiem iemesliem, kuri loti viegli vél pavairojami, mums jaatmet anarhisms ka
nakamas sabiedribas veidols.”

Mengera apcere tobrid bijusi ipasi aktuala — neilgi péc tam to pilna apjoma
latviesu valoda tulkojis ari dzejnieks Apsesdéls (Augusts Apsitis), kurs arl tolaik
pastiprinati intereséjies par sabiedribu parveidojosam idejam [Kikuts 1930:195] —
taja pasa gada gramata izdota Eduarda Sirgela apgadiba Riga — ar nosaukumu
“Nakotnes valsts: anarhisms, Ipatnéja un komunala valsts”. 1908. gada apceri lat-
viesu valoda vélreiz tulkojis ari Aleksandrs Bimanis, un ar nosaukumu “Antona
Mengera Jauna valsts: Jauna maciba par valsti” ta izdota Péterburga, Eduarda
Meksa apgadiba. Padzilinata interese par Mengera tekstu liecina par izteikti revolu-
cionaru noskanojumu — pieméram, Apsesdéls, kurs ari tulkoja $o apceri, 1905. gada

7® Domata 1903. gada dibinata Latviesu socialdemokratu savieniba — radikali kreisa de-
mokratiska partija, kas galvenokart bija “revolucionara organizacija un ietvéra sava programma
..) prasibu par Latvijas autonomo valsti” [Akuraters 1923:374]. Autores piezime.
prasibu par Latvij t Ist p
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paaudzi zimigi dévéja par smeldzoso sapju un nemiera bérniem, un pats tika soda
ekspedicijas un 1906. gada reakcijas vajats [Kikuts 1930:195].

Akuraters vésta ari par Zemgalie$u Birutas turpmakajam gaitam: “Kad uznaca
reakcija, jau janvari, 1906., vina devas kopa ar citiem revolucionariem uz arzemém.
Neilgu laiku vina pavadija Parizé, bet Latvijas liktenis vilka vinu atpakal, un
julija jau ta ieradas Riga. Dzivibas un brivibas milestiba vilka vinu revolucionaru
pulka, un neskirami ar viniem ta darija savu pienakumu, neatteikdamas pat no
bistamakiem uzdevumiem. Bumba prieks$ generalgubernatora, kuru vina glabaja
savas telpas, un dedzigakie revolucionari, A. Traubergs un A. Kalnins, ar kuriem
kopa vinu apcietinaja, ir tikai pieradijums par vinas revolucionaro garu” [Akuraters
1968:263].

1906. gada sakuma Zemgaliesu Biruta kopa ar citiem revolucionariem caur
Péterburgu izceloja uz Somiju, talak nokluva Parizé, kur vinu savilnoja Francijas
gars — Akuraters atceras, ka vina esot paudusi: “Tur ir brivibas dzimtene (..) Kad
més basim tik karsti brivibas cinitaji ki francu revolucionari!” [ibid 264]. Jalija
rakstniece atgriezas Latvija. Impulsiva un kaismiga dzejniece arvien vairak aizravas
ar brivibas un cinu ideju.

Lidztekus Zemgaliesu Biruta sacer laikmeta noskanu inspirétus dzejojumus,
kuros pausts cinas spars un télots aktivs, brivibu alkstoss, drosmigs un spécigs gars.
Sie dzejoli rakstnieces dailradé veido saturiski nodalimu kopu jeb autonomu tému
loku lidzas citiem vinas dekadentiski erotizéto (Fin de siécle noskanas) motivu
cauraustajiem, briziem simbolismam tuvajiem dzejas tekstiem. Revolucionara
patosa ietonétie dzejoli markéti ar zimigiem nosaukumiem — pieméram, “Brivibas
apustulim”, “Tautai”, “Brivibas karotaja”, “Brivibai”. Tajos dominé aktivi verbi
un specifiskas, briziem pat par klisejiskam uzskatamas frazes un téli, pieméram,
vétra un tumsa, aicinajums uz cinu, dvéseles atbrivosanas, dzelzs vazu sarausana,
despotu varas sagrausana, cilvéces briviba, karoga vicinasana, tomér tekstos jutama
personiska atticksme un individuala parlieciba. Vairakos dzejolos konstatéjama
liriska es ipasi cie$a radnieciba ar pasu dzejnieci; Skiet, tajos pausta autores tiesa
pozicija. Te ipasi var izcelt dzejoli “Brivibas karotaja”: “Es rauju rozes iz vilnosiem
matiem / Un cinas prieksa zibo$iem skatiem / Tveru péc sképa — ap gurniem to
jozul... / let cina, iet cina par uzvaru spozu! / Vél navéto bralu asinis kap. (..) /
Nu laiks — ka despotu vara drap!” [Zemgaliesu Biruta 2005:28]; ka ari dzejoli
“Brivibai”: “Tev ugunssarkanas rozes nesu: / Bralu asinis uzplauka tas! / Tava ka-
reive turpmakas cinas / Lepni karogu vicinas!” [Zemgalie$u Biruta 2005:60].

Ari vairaki citi dzejoli, kas rakstiti misteriozi simbolistiska manieré, ietver
domu par atbrivos$anos, gaisas nakamibas iestasanos péc mokam utt.

lespéjams, dzejnieci vienojosas ciesakas attiecibas ar Albertu Traubergu (1880 —
1908), dedzigu revolucionaru, kur$ ticis dévéts par latviesu “terora lielmeistaru”
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[Pumpurins 2005:134]. Veélak vini esot tikusi apcietinati kopa. Zemgaliesu Biruta
ir sarakstijusi divus dzejolus, kas veltiti kadam ar inicialiem A. T. — “Malduguns”
un “Svesam viram”. Sis attiecibas dzejniecé varétu bt eventuili rosinajusas vél spé-
cigaku vélmi iesaistities revolucionaraja kustiba un iedzilinaties aktualajas idejas.

Spriedze 1906. gada rudeni piecauga, joprojam notika vajasanas, kratiSanas
un aresti. Precizu zinu, ka risinajusies notikumi ap dzivokli Lielaja Nevas (tagad —
Blaumana) iela 9, kur kambari lidzas Zemgaliesu Birutas istabai atrasta general-
gubernatora nogalinasanai paredzéta bumba, nav. Jamin, ka dzivokli rakstniece
bija pierakstijusies ar Vilmas Plames vardu. Citas versijas pat izskan, ka Zemgaliesu
Biruta apcietinata uz ielas, nesot $o bumbu soma. Ir ari versija, ka péc informacijas
noplades cara slepenpolicija $o dzivokli izmantoja ka lamatas, lai notvertu un
apcietinatu teroristus. Spridzekla atrasana un kontakti ar revolucionariem kalpoja
par iemeslu arl Zemgaliesu Birutas arestam. Brizus apcietindjuma ir iemazinajis
Akuraters: “Otra diena péc manas apcietinasanas es tiku izsaukts pie Gregusa
kabineta. (..) domaju, ka eju uz nopratinasanu (..), aiz aizkariem (..) uz zvilna
sédéja dzejniece Zemgalie$u Biruta, kuras istaba atrasta bumba. Vinu bija grati
ievérot (..). Vina sédéja klusi, domigi un noskumusi. Vina mani labi redzéja, bet
izlikas, ka neredz. Es ari negriezu vinas véribu uz sevis, jo biju dzirdgjis, ka vina
nododot un uzziméjot revolucionarus, kas apcietinati” [Akuraters 1968:261].

Ka jau minéts, Zemgalie$u Biruta tika atbrivota relativi atri, bet nav zinams,
ko vina izcietusi isaja ieslodzijuma posma gan fiziski, gan garigi. Vientuliba un
skumjas paiet laiks péc tragiska satricinajuma, biedri no Konstances izoléjas.
Vinai esot noteikta ari policijas uzraudziba — laikraksta lasama zina “Rakstniecei
Zemgalie$u Birutai aizliegts atstat Rigu” [Rigas Zinas 21.10.1906:6].

Zemgalie$u Biruta jutas ka stigmatizéta un izskiras par pasnavibu. Par dzej-
nieces pédéjiem briziem skaidru zinu nav. Nav arl ne dienasgramatas, ne atvadu
véstules, kura varétu meklét skaidrojumu notikusajam. Lakoniska zina avizé vésta,
ka “Elizabetes iela Nr. 77 dzivojosa skolotaja Konstance Grencion (..) aiz par-
skatiSanas Gdens vieta izdzéra atskaiditu skabi (..)” [Balss 25.11.1906:8]. Vel bridi
Zemgalie$u Biruta agonija pavada pilsétas slimnica, lidz 15. decembri mirst. Bérés
uz dzejnieces kapa liek lauru vainagu, uz kura lentes rakstita rinda no vinas pasas
dzejola — “Miza smaidot iet pret sképiem...”

Pétniece Liga Lapa raksta “Bez vainas vainigi. Sievietes un Piektais gads” savu-
kart vésta, ka ZemgalieSu Birutai simpatizéjusi revolucionara kustiba, tomér ar
organizaciju saistibas vinai neesot bijis [Lapa 2014:77] — ari driza atbrivosana
notikusi tiesi tapéc, ka rakstniece neesot bijis sakara ar inkriminétajam darbibam.
Tomér ari L. Lapa piemin Zemgaliesu Birutas ierindosanu spiegu saraksta, lie-
gumu izbraukt no Rigas un nopietnos draudus, kas baumu dé] esot sanemti no
kaujiniekiem. L. Lapa akcenté ari tolaik cirkuléjusas runas, ka péc atbrivosanas
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rakstniecei bijusas attiecibas ar IzmekléSanas dalas priek$nieku pristavu Ivanu
Gregusu. Interesanti, ka 1928. gada izklaidéjosas ievirzes avizraksta “Latvju mak-
slinieku pasnavibu noslépumi” §is baumas aktualizéjis ari Olgerts Liepins, pauzot
versiju, ka tolaik kads slepenagents esot ieguvis letticigo dzejnieces sirdi [Liepins
1928:4] un padarijis revolucionaru aprindam tuvo rakstnieci viegli iespaidojamu.
Zemgalie$u Biruta savus biedrus esot nodevusi, it ka padodamas agenta varai, un,
iluzoraja milestiba nerodot attaisnojumu upuriem, veikusi pasnavibu. Tomér $i
noslepumaind, romantiska milas drama starp slepeno agentu un dzejnieci ir tikai
O. Liepina spekulacija.

Pretrunigums konstatéjams apstaklos, kas saistas ar jaunas dzejnieces navi un
posmu isi pirms tas. Laikraksta “Balss” — Cetras dienas péc ZemgalieSu Birutas
naves — véstits: “Dzirdéjam jau, ka $1 nave bijusi saistita ar kadam Jaunam baumam,
lauzu valodam, par nodevibas aizdomam un diezin ko vél...” [Balss 19.12.1906.:3].
Citétas arl rindas no rakstnieces pieminai veltita raksta “Rigas Pilsétas Policijas
Avizes” (Bedomocmu Puxcckoii 2opodckoti nonuvuu/Zeitung der Rigaschen Stadtpolizei)
18. decembra numura, akcentgjot izteikumu, ka “Zemgaliesu Biruta uzskatama
par launas apmelosanas upuri”, jo “dala vinas pazistamo, kas to tomér tuvaki ne-
pazina, vinu sastapdami, tai nesniedza vairs pat roku...” [ibid]. Tomér tuvakie
lidzgaitnieki literati jau tolaik atzina, ka nekad nav ticéjusi Zemgaliesu Birutas
vainai, dzili séroja par aizgajéju, kupla skaita pavadija vinu pédéja gaita un veltija
tai cienas pilnus nekrologus periodika.

Lai gan teju neviena avota nav fikséti konkréti Zemgaliesu Birutas ka revo-
lucionares slepenie uzdevumi un to istenosana, ir pamats secinat, ka vinai bijusi
cie$a saistiba ar 1905. un 1906. gada notikumiem. Rezuméjot: zinams, ka vinu
un revolucionarus vienojusi ciesi kontakti, vina ir palidzéjusi izplatit skrejlapas
un revolucionaro literatiru, piedalijusies konspirativas sanaksmés un debatés
un reakcijas laika izcelojusi kopa ar revolucionariem. Rakstnieks un teorétikis
Teodors Zeiferts par dzejnieci rakstijis: “Ka kritosa zvaigzne Zemgaliesu Biruta
jaunas dzejas uzpludu un cinu laika iemirdzéjas un pazuda’ [Zeiferts 1934:401].
Savukart rakstnieks Janis Akuraters piemetina, ka “savada tragédija vijas ap $is
savadas sievietes likteni” [Akuraters 1968: 262].
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REVOLUTIONARY POETRY OF ZEMGALIESU BIRUTA
Abstract

The article offers an insight into the connection of the writer Zemgalie$u Biruta
with revolutionary activity and references to this activity in different sources. Around
the year 1905 Zemgaliesu Biruta was among the enthusiasts of the revolution. Her
contribution was a translation of the essay of the Austrian social theorist and juridical
expert Anton Menger “Anarchism” from German to Latvian.

There are three main motifs in her creative work. One of them is her poetry texts
inspired by the spirit of the time and marked by revolutionary enthusiasm. Her poetry
embodies the spirit of protest, dissatisfaction with the ruling order, and an inclination
to break free. The woman is frequently in the centre of the poetry: she is the one who
expresses the spirit of protest; she is a passionate and brave fighter.

Although there is no particular record of Zemgalie$u Biruta as a revolutionary
who had been assigned to carry out secret tasks, there is a reason to believe that she
had a close connection with the events of 1905-1906. It is known that the writer
and the revolutionaries had strong ties: she helped to spread flyers and revolutionary
literature, took part in secret gatherings and debates, she also left the territory of Latvia
together with the revolutionaries when the government reaction against revolution
took place. Zemgalie$u Biruta’s enigmatic course of life and her tragic demise is closely
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connected with the revolutionary atmosphere and events of the age: her contact with
the revolutionaries served as a reason for her arrest. In a flat in Liela Nevas Street where
Zemgaliesu Biruta also used to live, an explosive was found which was intended for
the assassination of the governor general. Even though the real role of Zemgaliesu
Biruta in revolutionary activity during the time of 1905-1906 cannot be fully
established, and no direct written records have been preserved about her contribution
to the revolutionary activities, the recollections book of the writer Janis Akuraters
“Dienu atspidumi” (“Reflections of the Days”) allows me to draw a conclusion that
she was one of the rare Latvian women revolutionaries of the time who had a deeper
conviction about different ideas to transform the society, etc.

Keywords: poetry, decadence, revolution, revolutionists, fin de siécle, 1905.
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INDIVIDA UN MASAS ATTIECIBU TRAKTEJUMS
RAINA LUGU RADAMAJAS DOMAS

Raina pasaules uzskatu un, it ipasi, vina nakotnes redzéjumu spécigi ietekméjusi
marksisma filozofija, tomér vina attiecksme pret o doktrinu ir visai komplicéta.
No vienas puses, dzejnieku saista marksisma pausta pasaules parveides ideja un
loti interesé Karla Marksa personiba, kura vin$ saskata drosmigu un talantigu
sabiedribas reformétaju, bet, no otras puses, vairakas marksisma propagandétas
idejas Rainis asi kritizé. Raina kritiskajai attieksmei ir divi céloni.

Pirmais no tiem — marksisma doktrinas un ar to saistito sabiedriski politisko
stravojumu izteikti materialistiska orientacija nav saskanojama ar Raina mak-
slinieciskajiem centieniem un parliecibu, ka izskirosa loma sabiedribas attistiba
pieder nevis ekonomiskajiem nosacijumiem (respektivi, razoanas attiecibam) un
to mainai, bet gan cilvéka gara pasaules aug$upejai.

So Raina un marksisma uzskatu disonansi visparliecinosik atspogulo dzej-
nieka korespondence. Pieméram, zZurnalistam Hermanim Asaram (1882-1942)
1913. gada 7. marta adresétaja véstulé Rainis norada uz ‘socialdemokratiska pa-
saules uzskata paplasinasanas” nepiecie$amibu un turpat arl precizé tas butibu:
“Jaatkratas no uzskata, ka musu cipa tikai materiala (..), vina vairak ir gariga, un
mausu lielakais ierocis ir gars, ne dare” [Rainis 1985a: 270].

Vél skaidrak dzejnieka nostaju pauz véstule Paulam Daugem (1869-1946)
1915. gada 31. oktobri: “Es no sakta gala domaju, ka p. (partija, t. i., Latvijas Social-
demokratija), turédamas pie v. (vésturiska) materialisma vien, atstaj neizmantotu
lielu spéku: garigo un étisko. Partijai, péc mana uzskata, vajadzéja but ne vien saim-
nieciskai un politiskai, bet ari étiskai un garigai, un filozofiskai. Te masu nesaskanu
sakums jau kops 95. gada”” [Rainis 1986a:72].

leprieks raksturoto Raina pasaules uzskata un marksisma pamatnostadnu
antagonismu akcenté arl Félikss Cieléns (1888—1964). Sava atminu gramata

791895. gada decembrT Rainis aiziet no laikraksta “Dienas Lapa” redaktora postena.
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“Rainis un Aspazija” vin$ raksta: “Pagajusa gadsimta devindesmitajos gados Rainis
ir marksists. Bet palénam vina pasaules uzskata notiek zinama revizija un par-
maina: vin$ tuvojas Spinozas un Gétes universalismam un panteismam, un vina
uzskats par gara un individa nozimi sabiedriska attistiba klast pavisam citadaks
neka dogmatiskiem marksistiem. (..) Vin$ kategoriski noliedza ekonomisko ap-
staklu determinanci vésturé un ekonomisko interesu izskirigo nozimibu. Gars ir
galvenais cilvéces attistiba. Pargrozibas un lazumi gara iet pa priek$u visam par-
mainam dzivé. Idejas un morali stravojumi ir visu cilvéces lielo pargrozibu pamat-
faktors” [Cieléns 1955:40].

Ortrais Raina kritiskas attieksmes célonis — marksisms nespéj atrisinat pretrunu,
kada rodas starp nepiecie$amibu rikoties milzigi vairikuma intere$u varda un
vienlaikus garantét ikviena individa brivu attistibu®. Var pat teike, ka iespéjamo
individa brivibas un masas intere$u konfliktu marksisms censas apiet.®’ Savukart
Rainis, augsti vértédams cilvéka individualitati un vélédamies saskanot sabiedribas
kopéjas attistibas iesp€jas ar brivu personibas attistibu, starp individu un sabiedribu
pastavosas pretrunas izjuta seviski asi un centas tas risinat sava dailrade.

Véstulé Janim Jankavam (1886-1918), atskatoties uz savas personibas un
pasaules uzskata tapsanas gaitu, Rainis 1908. gada 8.—-10. marta raksta: “Pie
socialisma mani pievilka lielums, plaums, masas ideja; anarkisms ka individualisms
man izlikas interesantaks, bet sektantiskaks: mana personiska gara prieksvésture
mani bija jau novedusi uz to, ka individs viens, bez masas, ir bezspécigs, balss bez
skanas, gars bez patibas. Anarkisms man ka personai nedeva neka jauna, es jau
biju pats individualists; socialisms man deva trukstoso: patibu, masu, lielumu.
(..) Bet socialisms man driz vien saka radit ari savu trakumu: (..) es redzéju
socialisma tikai masu bez individualitates; individualitate tika pat pilnigi noliegta,
katra pastaviga iniciative apkarota, gribas moments pilnigi izdzésts iz véstures un
ikdienas darbibas” [Rainis 1985b: 88].

Eliass Kaneti (Elias Canetti, 1905—1994) traktata “Masa un vara” (“Masse und

8 Luk, viens no uzskatamakajiem piemériem: “Komunistiskas partijas manifesta” (“Das
Kommunistische Manifest”, 1848) 1. nodalijuma deklaréta téze “Visas lidz$ingjas kustibas bija
mazakuma kustibas vai notika mazakuma interesés. Proletariska kustiba ir milziga vairakuma
patstaviga kustiba milziga vairakuma interesés” [Markss, Engelss 1979:42] nav isti saskanoja-
ma ar 2. nodalijuma beigas propagandéto parliecibu par to, ka “vecas burzuaziskas sabiedribas
vieta ar tas $kiram un $kiru pretstatiem stajas asociacija, kura ikviena individa briva attistiba ir
visu individu brivas attistibas nosacijums” [Markss, Engelss 1979:52].

81 Si tendence vérojama ne tikai “Komunistiskas partijas manifestd’, bet ari citos Karla
Marksa un Fridriha Engelsa darbos, pieméram, “Vacu ideologija® (“Die Deutsche Ideologie”,
1845) un “Svéta gimene jeb Kritiskas kritikas kritika. Pret Bruno Baueru un kompaniju” (“Die
heilige Familie oder Kritik der kritischen Kritik — gegen Bruno Bauer und Konsorten”, 1845).
[Markss, Engelss 1963:608; Markss, Engelss, 1976:254].
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Macht”)® norada, ka masa cilvéku atbrivo no vina individualitates, — masa
cilveks “parkapj savas personas robezas. Vins jut atvieglojumu, jo ir atceltas visas
distances, kas vinu atmeta atpakal pie sevis un noslédza sevi. Lidz ar distan¢u
sloga nonemsanu vin$ jatas brivs, un vina briviba ir $o robezu parkapsana. Tam,
kas noticis ar vinu, ir janotiek ari ar pargjiem, vins gaida no tiem to pasu” [Kaneti
1999:14]. Tadéjadi masai raksturiga ticksme palielinaties, t. i., uznemt sevi péc
iespéjas vairak individu, taja pasa laika savdabigi aprijor vinu individualitates,
turpretim atskirigos — tos, kuri no savas individualitates atteikties nevélas, — masa
naidigi atgraz vai pat vélas iznicinat.

Gan ieprieks citéta véstule ]. Jankavam un citi personigie dokumenti, gan
it ipasi daildarbi liecina, ka, neraugoties uz masas attistibu liktajam ceribam,
E. Kaneti raksturoto personibas un masas antagonismu apzinajas un skaudri
pardzivoja ari Rainis. Spilgts $3 pardzivojuma piemérs ir lugas “Iling” tapsanas
materiali jeb ta dévétas radimas domas. Raina radamas domas ir loti specifisks
literarais materials. Pieméram, radimas domas lugai “Ilind” veido gan vairak vai
mazak izstradati iecerétas lugas teksta fragmenti, gan ari visdazadako, nereti pat
savstarpéji pretrunigu ideju ieskicéjumi, kas sniedz nenovértéjamas liecibas par
Raina ideju attistibu un maksliniecisko télu genézi. “Ilina” radimas domas tapusas
apméram no 1900. lidz 1926. gadam un, lai gan luga ta ari nav tikusi uzrakstita, Sis
materials uzskatams par savdabigu ieceru rezervi vairakam citiem dramatiskajiem
darbiem, taja skaita lugai “Uguns un nakts” (1905).

Nepabeigtaja luga “Iling”** daudzveidigi izvérsts viens no Raina dramaturgijai
visraksturigakajiem motiviem, kas savu kulminaciju sasniedz vélak — tragedija
“Jazeps un vina brali” (1919). Proti — galvenais varonis kaisligi alkst péc saules,
turklat sapno dot sauli ari citiem. Nepabeigtas lugas 1. célienam paredzétaja gal-
vena varona un vina ligavas Ziedites dialoga varonis raksturots ka pavasara véjs,
kura uzdevums — atbrivot zemi no ziemas sastinguma. Galvenais varonis te tiek
saukts par Kurbadu, tacu gan salidzinajuma veida, gan ka savdabiga varona varda
paralélforma tiek lietots ari apziméjums #lins/ llins®:

8 Lai gan traktats pirmo reizi publicéts 1960. gada, $a darba ideja E. Kaneti radusies jau
divdesmitajos gados [Suvajevs, 1999:411].

8 Jecerétas lugas nosaukumu Rainis mainijis tris reizes: visvecakajos uzmetumos vins to
sauca par “Sonnenkind” (“Saules bérns”), péc tam Rainis radamo darbu ilgus gadus dévéja par
“Ilu” jeb “Ilinu” (radimajas domas lietotas abas paralélformas), tadu 1917. gada oktobri vaira-
kos pierakstos paradijas Kurbada vards [Hausmanis, Grinuma 1981:586-600]. Ta ka Ilins ir
Raina visbiezak izmantotais radama spékavira apziméjums, turpmak $aja raksta Raina ieceréta
luga tiks dévéta par “Ilinu”, nevis par “Kurbadu”, lai gan tiesi $o — hronologiski pédéjo — lugas
virsrakstu par pamatu izvéléjusies Raina Kopoto rakstu akadémiska izdevuma sastaditaji.

8 Vards “Iling” aizgits no viduslejasvicu valodas; ta nozime — stiprs, brazmains véjs
[Hausmanis, Grinuma, 1981:586].
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KURBADS
Zeme sauc. ..

ZIEDITE
Pec sava brivotdja, sauc pec tevis,
Kas smago ziemas nastu rautu nost,
No ritiem brazdamies ka ziedonvéys,
Ka ilins pavasari.

KURBADS Es tas ]_/l'gﬁ‘v. ..
Kas zelta sauli zemei atvestu
Un nakti atgainitu atpakal,
Aiz telpas bezgalos to nogrizdams.
1ad brivi atelpotu baru bérni,
Kas garos mitgos slapusi péc saules,
Ar izrauditam acim, tulznam rokds
Un liesiem, izmérdetiem locekliem
No visu zemes nastu nesanas. [Rainis 1981:168]

Savus varondarbus Ilins sik ar to, ka apgriez zemi ap asi, lai to labik apspidétu
saule un jau ziemas vida saktos pavasaris. Izbiedétie Jaudis doma, ka tas bijis
pardabiski spécigs viesulis, bet, sanémusi sajiisminita Ilina paskaidrojumus par
notikuso, kurn par paragra pavasara dé| nepadaritajiem ziemas darbiem. Tomer
galvena varona darbibas programma neaprobezojas tikai ar ierastas dzives vides
uzlabosanu. Ilin$ aicina laudis tuvinities saulei, dodoties apgit jaunu, plasiku
dzives telpu siltaja zemé — dienvidos.® Iecerétais cel§ un ta mérkis visai detalizéti
tiek raksturots Ilina ligavas Ziedites teksta:

Iz tumsiem dzilumiem jiss kalna niksat,

Un skaistd, bezgaliga pasaule

Jums acu prieksa mirdzot atvérsies.

Neviena nebiis vairs tik nelaimiga,

Kas raudot paliks tumsa kaktina:

Zal$ darzs visapkart, zelta saulite,

Un baru bérni dies un sildisies. [Rainis 1981:175]

% Rainis vairakkart atzinis, ka ari pats personigi izjat dienvidzemju pievilcibu. Pieméram —
ieraksts dzejnieka dienasgramata 1912. gada 1. junija: “Man instinkdivi gribas dzivot dienvidos,
daudz saules. Vaji nervi, smalka ada cie§ no aukstuma un véja. Lai pretotos, vaj’ga nervu un
gribas térina. Létak iznak dabas siltuma un saulé, kur visu gribu var likt uz darbu stradasanu.
Atpusties varu ziemelos, bet stradat dienvidos. Tur varu vairak veike” [Rainis 1986b:441].
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Lugas radamas domas liecina, ka Rainis tiecies veidot opoziciju: ierasta, ierobe-
zota, rapju pilna, dzifumos jeb talu no saules esosa (tatad — tumsa un, iespéjams,
arT auksta) veca pasaule un pretstata tai — jaunu iespéju pilna, bezgaliga, laimes
pilna, kalna vai tuvu saulei esosi (titad — gaia un silt) jauna pasaule. Ilina ligavas
Ziedites teksta turpinajuma véstits, ka $aja jaunaja pasaulé nebis kungu, / Tur visi
brivi bisim! [Rainis 1981:176]. Tatad jauna pasaule tiek saistita ari ar atskirigu,
uz citiem principiem balstitu socialo telpu, turklat jaunaja pasaulé valdis vél ne-
piedzivota labklajiba.

Interesanti, ka “Ilina” teksta fragmentos un radimajas domas jauna, dienvidos
mekléjama pasaule saistita ar savdabigi risinatu apsolitas zemes motivu — uz to
Slobodskas laika tapusajas radimajas domas noradjijis pats Rainis: Ilins “grib kerties
pie launuma saknes: izskaust nabadzibu un ciesanas, noznaugt navi, vispirms aiz-
vest visus prom uz apsolito zemi un tad pasu navi iznicinat” [Rainis 1981:243].
Sa motiva risinajumu var dévét par savdabigu tadél, ka Raina traktéjuma apsolita
zeme, kas atrodas dienvidos un ir tik pievilciga gan savu dabas bagatibu, gan ari
ceréto socialo prieksrocibu dél, ir nevis pilnigi svesa teritorija, bet gan tautas pirm-
dzimtene. Par to liecina lugas 4. célienam izstradats teksta fragments, kura aprak-
stita tala pagatné norisinajusies tautas izcelosana no zemes, kas atrodas kalnos —
tatad tuvu saulei.

Lugas radamajas domas ieskicétais tautas veiktais celojums izraisa asociacijas ar
Izraéla bérnu klejojumiem Mozus vadiba, tacu visbutiskakais ir tas, ka mekléjama
saules zeme Raina traktéjuma iegist ipasu jégu — ta ir tautas dabiska dzives vide.
Dzejnieks it ka norada uz to, ka briviba un sociala vienlidziba, kas laudis gaida
gaisaja, jaunaja pasaulé, ir nevis arkartéjs sasniegums, bet gan pilnigi dabisks un
cilvékam nepieciesams stavoklis.

Tragédijai “Ilins” paredzétajos teksta fragmentos, ki ari radimajas domas viena
no centralajam témam ir zemes smagums, inertums. Planojot ieceréto lugu, Rainis
apsvéris vairakus $is témas risinajuma variantus, tacu $aja raksta nepiecie$ams ipasi
akcentét tikai vienu no tiem. Sis variants izvérsts 1922. gada pabeigtaja krievu
tragedija “llja Muromietis”, un taja zemes smagumu veido Jauzu raizes un ciesanas,
kas savaktas zemes déla Mikulas—Laucinieka soma un ir tik smagas, ka Ilja nespéj tas
pat pacelt, kur nu vél nest. Diezgan dro$i var teike, ka ieklaut $o motivu luga “Ilja
Muromietis” Raini visticamak mudinajis “Ilina” radimajas domas ietvertais ideju
kopums, tomér jauzsver tas, ka “Ilina” radimajas domis galveno varoni noma-
co$a zeme tiek traktéta butiski atSkirigi — vai nu ka vinu ietekméjosais pagatnes
mantojums, vai ari laudis jeb, Raina iecienito apziméjumu lietojot, masa.

Masas un Ilina attiecibas sava grimata “Jaunais Rainis: leskats mazpazistamos
manuskriptos” visai plasi raksturojusi Saulcerite Viese [Viese 1982:256-263].
Pétnieces galvenais secinajums ir $ads: “Daudzos uzmetumos Rainis pasvitro
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domu, ka masa ir visas attistibas un dzives pamatu pamats. Lai ari [lam jacinas
ar tas inertumu un aprobezotibu, ar pieker$anos “tuvakajam meérkim”. Taja ir ne
tikai bremzétajs vien. Masa, tapat ki zemé, gul visi nakotnes digli, visas talakas
gaitas iespéjas” [Viese 1982:261]. Lai pamatotu izteikto viedokli, S. Viese cité
“Ilina” radimo domu fragmentu: “Ils pats izbistas — lielas, nepazistam(is), no-
slép(umainas), bet tik tuvas varas, kura atrodas zemé, t. i., laudis, ta nekad nevar
pietikt, bet vinai jatiek valdosai. Var vinai laut gulét vai atkal iemidzinat, bet, ja
atlauj tai acis izrivét, vina celsies un valdis. Vin$ var apgriezt visu zemi apkart,
kamér ta gul, bet, kad celas, tad valda vinu un vél aug” [Viese 1982:246; Rainis
1981:246].

Jaatzist, ka Rainis tie$am masu daudzviet trakeé loti idealistiski — ka savas
attistibas iespéjas teju neierobezotu spéku, kam nakotnes veidosana pieder izskirosa
loma. Tomeér, lidztekus lielajam uz masas attistibas iespéjam liktajam ceribam,
Raina dailrades materialos loti biezi paradas ari daudz pesimistiskakas pardomas.
Nupat citéraja “Ilina” radimo domu fragmenta pieminéts kids masas attistibas
veicinasanai pilnigi nepieciesams elements, proti, tas garigais audzinatajs un lideris,
turklat Raina idejas pieraksta pédéjais teikums norada uz to, ka reiz pienak bridis,
kad uzmodinata masa sak valdit par savu agrako garigo vaditaju. Tomér minéta
situdcija nav interpretéjama viennozimigi optimistiski. Par spiti “Ilina” radamajas
domas, ka ari véstulés un dienasgramatas visai biezi paustajai parliecibai par lielajam
masas garigas attistibas iespéjam, Rainim sava dramaturgija neizdodas parvarét to
dzilo plaisu, kas skir gara varoni — géniju vai vienkarsi saviem idealiem lidz galam
uzticigu personibu — no masas. Spilgti pieméri atrodami gan luga “Indulis un Arija”
(1911) atveidotajas Indula un karu komplicétajas attiecibas, gan luga “Jazeps un
vina brali”. Ari “Spéléju, dancoju” (1915) 5. céliena Jaudim svarigaks par Tota
ziedosanos Leldes — meitenes, Leldes — Latves un saules apspidétas nakotnes labad
ir kaut kur sétmalé apraktais naudas pods, bet nepabeigtaja luga “Iling” laudis
savas aizspriedumainibas un gariga katruma dé] atsakas sekot varonim uz saules
zemi. Rainis nenoliedzami apzinas to, ka situacija, kura masa sak valdit par savu
vaditaju, diemzél ne vienmér liecina par masas garigo briedumu, tacu ta jebkura
gadijuma ir saistita ar masas skaitlisko parsvaru.

Ilina un masas konfliktu célonus Rainis iecerétas lugas radimajas domas iz-
tirza visai plasi. Pirmkart, Ilins, apzinadamies sava neparasta spéka dotas iespéjas,
vélas ieceréto pasaules parveidi — zemes labiekartosanu, masas dzives apstaklu
uzlabosanu, launuma izskausanu u. tml. — veikt viens pats: “Il. mérkis: masas lab-
klajiba, masas celsana. I vin$ redz lielas ciesanas, ka Buda, bet ir aktivs un iet cini-
ties pret Jaunumu, jebkuru launumu lidz pat navei, konsekventi, t. i., vienpusigi,
parspiléti. Vina tieksme biit pilnibai un izdarit visu darbu iznicina Il. Labais vina
klast tam par postu” [Rainis 1981:251]. Tiesi $aja Ilina konsekvencé Rainis saskata
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sava varona ieksgjo tragédiju: “Tragika: vienenieks, ari vislielakais, nevar neko pa-
veikt lidz galam, to spgj tikai masa, turpindjums” [Rainis 1981:262].

Otra un izgkirosa Ilina klida ir ¢, ka vind parak lielu uzmanibu pievérsis
materialas pasaules labiekartosanai un atstajis novarta cilvéka garu. Pats galvenais
varonis iecerétas lugas darbibas gaita nemitigi pilnveidojas, ari vina garigas vajadzibas
aug, tomér Ilins tikpat ki nemaz nav ripéjies par to, lai ari masas vélmes nebatu
saistitas vienigi ar materiilas pasaules labumiem: “Vin§ (Ilins — Z. S.) grib talo,
idealo un aizmirst to materialo, laudis grib materialo, aizmirst idealo: tauta nau
vél modinata uz idealo, vins$ pats to aizmirsis darit, (..) nu zad vina darba sapratéji
un veicinataji. Prieks vina tuvakais materialais bija tautas apgadasana, modinasana,
barosana” [Rainis 1981:246]. Tacu, ka atzist pats dzejnieks, “ar to vien nepietiek,
ka més cinamies pret saimnieciskas un politiskas iekartas pargrozibu un ielickam
tur visus savus spékus. Més atstajam tad novarta dvéseles pargrozibas, un negrozita
dvésele nepargrozis aréjo iekartu” [Biezais 1991:34].

Sis atzinas Rainim izdevies iestradac ari “Ilina” dzejas teksta. Lugas 4. céliena
dzejnieks bija paredzéjis ieklaut ainu, ko pierakstos pats dévéjis par skudru skatu
[Rainis 1981:181]. Kamér aukstuma maktie laudis gada zarus ugunskuram, nepa-
beigtas lugas galvenais varonis, kuru satriecis vinu glévums, garigais katrums un
bailes doties uz saules zemi pretim labakai dzivei, véro pa zemi tekalgjosas sikas
skudras. Ilina teksta Rainis akcenté batiskikos masas tritkumus — piezemétibu,
savtigumu, sikas ripes un nevélésanos tiekties uz augstaku mérki:

KURBADS
Litk, ka tie steidzigi, bez miera teka,
Driz Surpu skrien, driz metas atpakal,
Bez mérka mekledami, mizam cum.

VIRSAITIS

Kungs, laudis zarus nes, ko guni kurt.

KURBADS
Lai, lai! es ne par vipiem rundju;
Lai nes, lai kur sev sikas guntinas,
Kur tagad sildities, — tie negribéja
Man lidzi iet uz muazam silto zemi,
Kur visus silda viena liela saule. —
Sie kustonisi, lik, tapat ka tie
Pa zemi rapj un negrib tilik verties;
Tiem acis pacelt laika neatlick
Aiz sikam, pelekam, bez jégas ripém.

(.)
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Nu, skudrit, augsti tevi pacelu
Skat’ nu, cik plasa, skaista pasaule.

VIRSAITIS
Kungs, skudrim acu nau, tik taustekli.

KURBADS
Ja, tekd vien, tai rip, ki zemé tikt.
A, iekoda; nu, ej sev atkal pizni.
1ipat ki laudis: iekoda un zeme;
Iz zemes dzimusi, pie zemes lip.

VIRSAITIS
Kungs, més jau ar...
KURBADS

Ko tu to: kungs un kungs,
Lidz apniksanai!

VIRSAITIS
Es tik piebildu,
Ka més jau ar iz zemes dzimusi.
KURBADS

Ja, ja — es velti ceréju: iz saules.

Noldadetie! Bet es, es gribu saules!” [Rainis 1981:181-182]

Ilina sapni nesakrit ar masas vélmém, un viena no Raina iecerétajiem lugas

finala variantiem varoni aprok plastosas smiltis, tadéjadi simboliski atveidojot

tragiski beigusos Ilina cinu ar glévo un garigi inerto lauzu masu.®
3 b > )

8 Sk. ari Slobodskas laika radimas domas: Iling “uzvar masas pretiniekus: rupjos spékus,
milzus, tad garigos spékus — Dievu, tad grib pacelt masu pasu, laiku, visu siko, — tatu masa
parspéj vinu, pret 10 000, pret smiltim II. ir bezspécigs” [Rainis 1981:251].

Raina iecere precizi sasaucas ar atzinumu, ko vélak paudis E. Kaneti. Traktata “Masa un
vara’ autors norada, ka smiltis ir viens no butiskakajiem masas simboliem: “(..) ipasi izcelamas
divas smil$u ipasibas. Pirmkart, — mazums un tas dalinu vienidums. Isteniba gan ti ir viena
ipasiba, jo smils$u graudinus izjat ka kaut ko vienadu tikai tapéc, ka tie ir tik mazi. Otrkart, —
smil$u bezgaligums. Tas nav parskatamas, to vienmér ir vairak, neka var aptvert acim. Tur, kur
tas ir mazas kaudzités, més tas nenemam véra. Patiesam uzkritosas tas ir tur, kur to ir bezgala

daudz — jaras mala un tuksnesi. (..) Nozimiga iezime ir smil$u draudi, nostajoties pred atsevis-
kam cilvékam ka kaut kas agresivs un naidigs. Tuksne$a vienveidiba, milzums un nedzivigums
konfronté cilvéku ar gandriz vai neparspéjamu varu, ko veido bezgala daudz vienadu dalinu. Ta

noslapé vinu tapat ka jara, tacu citadak — viltigak un lénak” [Kaneti 1999:75]. (Pasvitrojums
mans. — Z. S.)
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Raina raditais varona tips (Ilins, Tots, Indulis) ar masu ir saistits arkartigi ciesi.
So saikni nosaka ne tikai varona riipes par tautas fizisko un garigo nikotni, bet ari
tas, ka smagnéja, kaitra masa butiski ierobezo jebkura individa — arl Raina varona —
aktivitati un izvirzito mérku istenoanas iespéjas. Veidojot lugas “Ilins” koncepciju,
dzejniekam nakas atzit: “Tu tik raugs masa, pasaulé, tu vari augsti pacelties par
vinu, bet brivs tiksi tikai lidz ar vinu, Ta ir individa tragika” [Rainis 1981:270].
Tacu Rainis uzskata, ka, neraugoties uz masas inerto iedabu, ir arkartigi svarigi
censties mudinat uz garigu augupeju ne tikai tautas apdavinatakos pratus, bet
arl katrakos laudis, jo pretéja gadijuma tie parak kavés visparéjo masas attistibas
gaitu. “Masa ir galvenais, vina ir mérkis, vina ir jaaudzé, jamaca,” “Ilina” radamajas
domas atkarto Rainis un piebilst: “Zaratustra meklé augstos, bet jataisa maize iz
akmena, ne iz izmeklétiem miltiem” [Rainis 1981:216].

Gan Raina pabeigtie daildarbi, gan nepabeigto un aizsakto darbu radamas
domas, gan ari dienasgramatas liecina par to, ka dzejnieku vada iekséja nepie-
ciesamiba un lidz ar to ari milziga vélme ticét masas attistibas potencialam galveno-
kart tapéc, ka ta ir vieniga iespéja, ka vinam, paliekot uzticigam saviem idealiem,
glabties no garigas izolacijas, turklat $1 ticiba lauj cerét, ka izvirzitie mérki reiz tiks
sasniegti. Tomér, izvértéjot Raina daildarbus un, it ipasi, to tap$anas materialus,
nevar nepamanit zimigu tendenci — iecerétas jaunas pasaules un to veidojosas jau-
nas sabiedribas aprises dzejnieks ieskicé visai nekonkréti, turklat, nespédams atri-
sinat neparvaramas pretrunas, kadas veidojas starp ideju pasauli un dzives istenibu,
vins savu jauno pasauli atbida uzkritosi tala, pat neparskatama nakotné. Pardomajot
personibas un masas konflikta célonus, ka arl iespéjamos risinajuma variantus,
Rainis nonak pie secinajuma, ka masas attistibai bs nepieciesams loti ilgs laiks —
nevis gadi vai gadu desmiti, bet vismaz vairakas paaudzes, tadé|] nepabeigtas lugas
“Ilins” radimajas domas dzejnieks raksta: “...pasaule attistas nevis caur viene-
niekiem, lieliem génijiem, bet caur daudzumu, gan ne daudzniekiem, ne caur
pastavigu progresé$anu, bet caur atdzims$anu, daudzam paaudzém, caur mirsanu
un dzim$anu, caur mainu” [Rainis 1981:216].
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TREATMENT OF THE RELATIONSHIP
BETWEEN THE INDIVIDUAL AND THE COMMON PEOPLE
IN THE CREATIVE THOUGHTS OF RAINIS’S PLAYS

Abstract

Rainis’s world outlook has been strongly influenced by the Marxist philosophy,
yet his attitude towards this doctrine is rather complicated. On the one hand, the
poet was attracted by the idea of changing the world, voiced by Marxism, and he
was fascinated by the personality of Karl Marx, in whom he saw a brave and talented
reformer of the society; yet, on the other hand, Rainis has severely criticised a number
of ideas propagated by Marxism which have been proposed as the foundation of
socialism.

Firstly, the distinctly materialistic orientation of the Marxist doctrine and the
social and political movements associated with it is incompatible with Rainis’s artistic
endeavours and his conviction that the decisive role in the development of the society
is played by the enhancement of the man’s spiritual world rather than by the economic
conditions and their transformation.

Secondly, Marxism is unable to solve the contradiction that occurs between
the necessity to act in the name of the interests of the overwhelming majority and,
simultaneously, to guarantee a free development of every individual. One could even
assert that Marxism tries to bypass the potential conflict between the individual
freedom and mass interests. On the other hand, Rainis, who had a high regard for the
individuality and wanted to harmonise the collective potential for the development of
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the society with the free development of the personality, is particularly sensitive to the
contradictions existing between the individual and the society and strives to address
them in his literary works.

The issues outlined above in relation to the treatment of the individual and the
mass specific of Rainis’s literary works have been analysed in this article in the context
of the working notes of Rainis’s unfinished play “Ilin$ (Kurbads)”.

Keywords: Rainis, the individual, the masses, Marxism, future.
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levads

Laika posma no 1918. lidz 1921.gadam, par ko sai raksta vispirms bas runa,
nekida Caka vél nebija. Penza bija jauneklis Aleksandrs Cadarainis, Jana déls, kurs
dzimis 1901. gada oktobri, tatad ir loti Joti jauns.

Ka Caks nonica talaja Penzas gubernas aprinka pilsétina Saranska? Pirmkarr,
Rigas Aleksandra gimnaziju, kur macijas Caks, Pirma pasaules kara laika sakuma
evakué uz Igaunijas pilsétu Viru, péc tam uz Saransku, kas atrodas apméram
800 kilometru uz austrumiem no Maskavas. Otrkart, nakamais dzejnieks péc gim-
nazijas beig$anas 1918. gada iestajas Maskavas universitates medicinas fakultate.?”
Tadu studijas ilgst vien dazus ménesus, par ko skicé “Stasts” Caks atceras: “Meés
(tris studenti — A. B.) apmetusies bijam kada kadreiz grezna istaba ar atsevisku
izeju uz sétu, kur bija piesiets suns, tik bargs ka krievu tautas dzive, bet reizém
omuligs un priecigs ka muasu sirdis, kad ritos apésti bij 2 sipoli un pusmarcina
rupjas kliju maizes ar glazi silta akas adens. Més studéjam. Ko? Zin tik dievs. Un
stridéjamies cauram naktim ar tadu sajasmu, ka vecite, kas dzivoja mums blakus,
ar mieru ziedot bij mums pusmarcinu galas, lai tik més apklustu” # [Bumanis
1967:192-193].

Medicinas fakultates studentus, ari nepilngadigos no 1. kursa, pie kuriem
pieder Caks, mobilizé, jo rit Pilsonu kars. Caks tiek aizsittits uz Penzu, “kur
strada pilsétas slimnica par asistentu un ari kara hospitali, kas atrodas arpus pil-
sétas” [ibid 193]. Vins tiek ieskaitits Sarkanas armijas 25. rezervistu pulka, cik
noprotams — izteiktas tuvredzibas dé]. Buatisks ir jautajums — vai un cik liela méra
A. Caks tika iesaistits tiesa karadarbiba ar ieroci rokas?

8 Par to dokumentalu apliecinajumu trikst, lai gan par to rakstits visis A. Caka publicé-
tajas biografijas.

88 Sis A. Caka rakstits teksts vina Kopotos rakstos nav ieklauts; A. Bamanis sava publika-
cija norada, ka tekstu uzgajis Rakstniecibas, tolaik Literataras un makslas véstures muzeja fon-
dos, kur tas bijis iegramatots $adi: LMVM, inv. Nr. 40823.
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Pirmais stasts. Tambova, Antonova bandas un Mihails Tuhacevskis

1945. gada 5. februari, aizpildot krievu valoda PSRS Rakstnieku savienibas
biedra personisko kartiti (nuunas kapmouxa), A. Caks uz anketas 15. jautdjumu
“Vai bijis Sarkanaja armija, kur, par ko un vai piedalijies kaujas” atbild: “Dienéju
Sarkanaja armija 1919., 1920. un 1921. gados. lestajos brivpratigi. Biju ierind-
nieks un kuftruk (t. i., kultaras darba organizétajs — S. R.). Piedalijos kaujas pret
Antonovu.”¥

Arnolds Bamanis raksta: “Reizes tris ari vin$ (A .Caks — S. R.) pats piedalijies
cinas ar ieroci rokas, starp citu, pret Antonova bandam” [Bamanis 1967:193]. Ban-
ditu Antonovu pétnieks atzimé ari sava visai solidaja apceréjumi par Caku “Ar
sirdi Rigas tornos”: “Tikai reizes tris vinam nacies piedalities niknakas kaujas (pret
Antonova bandam)” [Bamanis 1976: 308-309]. Par Antonova bandam garamejot
ieminas ari biografiska romana “Caks” autori Valdis Ramnieks un Andrejs Migla,
liekot romana titulvaronim izsaukties: “Varbut viniem pastnieks nosauts? Ir ta¢u
kara stavoklis! Un Antonova bandas...” [Ramnieks, Migla 2010:143].

Kas bija Antonovs, un vai 21. gadsimta, kad driz bus aizritéjusi 100 gadi kops
Pilsonu kara Krievija, vina vaditos militaros forméjumus nedévé citadi, analogi,
ka tas notiek ar latviesu partizaniem laika posma péc Otra pasaules kara, kuri ari
padomju laika tika dévéti par banditiem?

Vispirms samekléju Krievijas geografisko karti, lai noskaidrotu, cik talu no
Saranskas un Penzas, kur Pilsonu kara laika uzturéjas Aleksandrs Caks, tolaik vél
Cadarainis, atrodas Tambova. Izradijas, $ie geografiskie punkti atrodas parsteidzosi
tuvu. Uz kartes veidojas tads ka trijstaris, kura hipotenaza, kas savieno Tambovu
un Saransku, nav garaka par 200 kilometriem. Célonis, kadél musu sizeta kon-
teksta mani ieintereséja Tambova, ir tads, ka pirms vairakiem gadiem biju lasijusi
Borisa Sokolova popularzinatnisku gramatu par legendaro Sarkanas armijas ko-
mandieri Mihailu Tuhacevski — “Tuhacevskis. “Sarkana marsala” dzive un nave”
[Coxomos 2003], kur viena nodala veltita Tuhacevska vaditas zemnieku sacel$a-
nas drakoniskai apspiesanai 1921. gada Tambovas apgabala. Nebiju kladijusies,
hipotétiski saistot Antonovu ar Tuhadevski.

Pilsonu kara, istenojot t. s. kara komunisma politiku, zemniekiem, sakot ar
1918. gadu, tika uzlikts partikas nodoklis, kas pieprasija zemnieku saimniecibam
nodot valstij noteiktu daudzumu no visiem partikas produktiem, aizliedzot privato

¥ Lidz 90. gadu sakumam $is dokuments atrodas Centralaja Valsts Oktobra revolacijas
arhivd; to ari es esmu citéjusi sava graimata “Bro$iira par manu naidu” (1990) — ta numurs:
CVORA, 473. fonds. 4. apraksts, 28. lieta. Kad 2009. gada mekléju arhiva $o dokumentu, ta
tur nesaprotamu célonu dé] vairs nebija. Ta¢u V. Rimnieks mana lieto$ana nodeva $a doku-
menta kopijas kopiju, kas ari tiek izmantota $aja pétijuma. A. Caka atpazistamais rokraksts lauj
secinat, ka dokuments, resp., ta kopija, ir autentisks.
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tirdzniecibu un visbiezak atstajot personiskai lietosanai nepietickamu partikas ap-
jomu. Ciematos ieradas t. s. prodotrjadi (saisinajums no krievu valodas vardiem
partika un pulks). Sos prodotrjadus veidoja pilsétu stradnieki un pat ar lozmetéjiem
brunoti zaldati. Ja zemnieki negribéja nodot visas smagas nodevas, partiku viniem
atnéma ar varu, pasus sodija, apcietinot vai pat nosaujot. Pusi no rekvizétas partikas
sanéma organizacija, kura bija deleggjusi prodotrjada dalibniekus, otru pusi — valsts
[Benosunckmit 2015:526-527].

Tambova gadsimta sakuma bija viena no bagatakajam Krievijas melnzemes
joslas gubernam, cariskas Krievijas laika ta turibas zina ienéma piekto vietu starp
citam 80 gubernam. 1920. gada Tambovu, tapat ka citus Krievijas apgabalus,
piemekléja nezéligs sausums, kas razu samazinaja pat uz pusi. Tacu padomju varas
parstavji to nenéma véra, un no 12 miljoniem pudu ievaktas labibas lika nodot
11,5 miljonus pudu, nolemjot zemniekus realai bada navei. Tas radija zemnieku
saSutumu, un 1920. gada 8. augusta Hitrovo ciema zemnieki uzsaka atklatu pre-
to$anos — atbrunoja prodotrjadu, vélak to iznicinaja, padzina vietéjos komunistus
un Cekistus, atbrunoja kara garnizonu. Atri vien nemieri, kas tika nodévéti par
Tambovas sacel$anos un/vai Antonova dumpi un ko krievu vésturnieki $odien
atzist vai par pasu lielako tautas sacel$anos pret padomju varu Pilsonu kara laika,
aptvéra ari citus ciemus. Bijusais Kirsanovas pilsétinas milicijas prieksnieks un
Stradnieku—zemnieku padomes deputats, 31 gadu vecais Aleksandrs Antonovs
klast par vienu no sacel$anas vadoniem. Bijusais eseris Antonovs lolo utopiskus
planus par bolSeviku diktataras gaganu, Satversmes sapulces sasauksanu, kas at-
jaunotu zemnieku politiskas un ekonomiskas tiesibas. Acimredzot Antonovam
piemitusas labas organizatoriskas dotibas un stratégiska domasana, jo tie$i vina
vadiba sakotngji haotiskais dumpis paraug labi organizéta zemnieku kara ar tris
armijam, kuru dalibnieku kopskaits 1921. gada ziema sasniedz 50 000 viru.

Lenina valdiba uz Tambovu vairakkart stita regularas armijas dalas, kas nespéj
zemniekus uzvarét, lidz 1921.gada maija Tambovas apgabala ierodas vélakais
Sarkanas armijas marsals Mihails Tuhacevskis ar grandioziem spékiem — vairak
neka 55 000 regularas armijas zaldatiem, ko atbalsta kavalérija, brunuvilcieni un
aviacija [Cokonos 2003:164—183]. Péc vina pavélém aizsikas nezéligas represijas —
tiek publiski izpilditi navessodi zemniekiem, kas atsakas izdot mezos mito$os
piederigos, tiek ierikotas koncentracijas nometnes, kur ievieto kilniekus — sievietes,
vecos laudis, bérnus, kas $kirti no gimeném, mantu konfiscé, bet majas, pat
veselus ciemus nodedzina. Pamazam sacel$anas sak norimt — zemnieki, kas slépjas
mezos, ir iznicinati vai padevusies. Pretoties turpina vien atseviskas vienibas. Un
tad M. Tuhadevskis, lai simtprocentigi izpilditu Lenina vinam personiski uzticéto
uzdevumu, izdod pavéli pielietot pret zemniekiem kimiskos ierocus. 1921. gada

13. julija uz zemniekiem tiek raiditi 47 kimiskie ladini, kas satur hlora (marka
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E56) savienojumus, bet ta pasa gada augusta sakuma uz salu Kipecas ezera tiek
iz§auti 59 kimiskie ladini. Neapspriezot jautajumu, cik simti vai taksto$i zem-
nieku $ada veida tika nogalinati, atziméjams fakts, ka ta bija pirma reize cilvéces
vésturé, kad kimiskie iero¢i tika lietoti pret mierigajiem iedzivotajiem, kuri vairs
necinijas pret pastavoso varu, jo bija sakauti un slépas mezos.” Bet no Tambovas
apgabala saindétajiem meziem un purviem visu vasaru célas nogalinato cilvéku
pustoso liku smaka.

M. Tuhacevska pielietotas efektivis metodes zemnieku sacel$anas apspiesana
padomju valdiba rapigi slépa bailés, ka to varétu uzzinat starptautiska sabiedriba.
Tapéc nakama marsala varopdarbi Tambovas zemé presé netika atspoguloti. Tacu,
iespéjams, ka vismaz dalai sabiedribas kaut kas kluva zinams. Par to lieck domat
Mihaila Bulgakova garstasts “Liktenigas olas”, kas 1924. gada uzrakstits antiuto-
pijas tehnika. M. Bulgakovs, véstot par milziga izméra ¢askam, kuras radijis
Sarkanais stars, raksta, ka cekisti tas nespéja uzvarét, vérsoties pret rapuliem ar
indigam gazém. Tikai 40 gradu sals, kas augusta (augusts — zemnieku noindésanas
ménesis!) uznaca Maskava, paglaba Padomju Krievijas galvaspilsétu no iznicibas.
Tacu autors piemetina, ka vél vismaz gadu gravji un mezi smirdéja no pustoso
c¢asku kermeniem.

Nav pamata neticét A. Cakam, ka, iespéjams, kada no sakotnéjam operacijam
pret Antonova vienibam, kad ar dumpi méginaja tikt gala vietéjie militarie speki,
tika iesaistits ari vins. Situacija drosi vien bija izmisiga, ja rekrutéja ari vinu, jo
Cadarainim jau tolaik bija slikta redze. Turklat politiskos procesus vins 20 gadu
vecuma izprata un vértéja saskana ar Komunistiskas partijas centralajam nostad-
ném, kas Antonova sacel$anos pamatoti traktéja ka uzstaSanos pret pastavoso
padomju valsts iekartu, kura jaapkaro visiem iespéjamiem lidzekliem. Protams,
interesanti batu uzzinat, vai nakamais dzejnieks bija informéts par Tuhadevska
metodém zemnieku iznicinasana. Un, ja bija, vai §I informacija nevaréja ieskelt
Saubu vina uzskatos par jaunas valsts iekartas humanismu.

Otrais stasts. Jaunais komunists Cadarainis - Saranskas avizes

“Komunistiskais Cel$” galvenais redaktors - un ziedotais zelta gredzens

Antra Medne raksta “Aleksandrs Caks Krievijas krustcelos” min unikalu un
satrauco$u faktu, gan diemzél nenoradot avotu: “(1920. gada) 15. septembri ari
Aleksandrs Caks (tapat ka vina veciki — S. R.) iesniedza kara komisariatam l-
gumu atbrivot vinu no dienesta Sarkanaja armija un atlaut izbraukt uz dzimteni.
Gasteknu un béglu lietu kolégijas atbilde ir noraido$a (pretstata vina vecaku

% Par to, ka un ka M. Tuhacevskis lietoja indigas gazes pret Tambovas zemniekiem, izsme-
losi raksta ari citi autori [sk. luo, Dnymko 2014:331-597].
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gadijumam, kuri atgriezas Latvija 1920. gada augusta — S. R.)” [Medne 2007:94].
Fakts ir satraucoss tadél, ka sekojoso Caka aktivitasu gaisma, par kuram saglabaju-
Sies dokumentari liecinajumi, iespéjams pielaut, ka jauneklis savu nakotni bija
nolémis saistit ar politiska darbinieka karjeru Padomju Krievija. Ta rezultata més,
protams, nepiedzivotu bridi, kad Krievijas Komunistiskas (bolseviku) partijas
biedrs Aleksandrs Janovi¢s Cadarainis savu uzvirdu apmainitu pret latviesu dzej-
nieka pseidonimu Caks.

Ka $ads A. Caka dzives scenarijs nebat nav neiespéjams, liecina fakts, ka vina
tuvs radinieks pa téva liniju, proti, téva braléns Janis Cadarainis (1894-1950),
1911. gada kluvis par KSDSP (vélak Komunistiskas) partijas biedru, visu savu
darba mazu pavada Padomju Krievija. Pilsonu kara gados vins ir Melnas un Azovas
juras flotes revolucionara kara tribunala priekssédétajs, bet péc Pilsonu kara strada
Maskava, Tieslietu tautas komisariata un citos augstos partijas un padomju iestazu
amatos.

Apbrinojami pareiza un mérktieciga ir jaunekla stratégija, lai $aja trauksmai-
naja sabiedribas laizuma perioda, kad péc oktobra apvérsuma no apaksas lidz auggai
tiek mainita valsts politiska struktara, giitu panakumus un izvirzitos. Vispirms vins
iestajas partija: 1920. gada 15. novembri tiek uznemts KK(b)P kandidatos, bet
1921. gada 4. novembri vinam izsniedz partijas biedra karti ar numuru 491398.
Péc demobilizacijas 1920. gada 29. decembri Caks nolemj macities, apgistot jau-
nas ideologijas politiskos pamatus, kas ne tikai var pavért celu uz cienijamu
amatu padomju struktaras, bet arl liecinat par vinu ka jaunas iekartas macibas
visnota] ieinteresétu un uzticamu jaunieti. 1920. gada beigas, ieguvis nosatijumu,
Caks uzsik 2 ménesu ilgas macibas Penzas gubernas padomju partijas skola vai
ta sauktaja stradnieku—zemnieku komunistiskaja universitaté. Ka liecina arhiva
izzina, ko 1990. gada 20. septembri sagatavojis PSKP Mordovijas apgabala komi-
tejas Partijas arhiva vaditajs A. Kirdins, péc skolas vai kursu beigsanas Caka “teo-
rétiska (marksistiska) sagatavotiba tiek vértéta ka laba, jo vin$ ir iepazinies ar
marksistiskas literataras galvenajiem darbiem” [Medne 2007:96]. Kursu laika
kursants aktivi darbojas Penzas Karla Libknehta kluba ka lektors, uzstajoties ar
lekcijam par marksisma teoriju un tekoso politisko momentu. Uz kluba biedra
kartes vaka, ka raksta A.Bumanis, bija lasams: “Klubs ir tavas dzimtas majas,
apmeklé to un piedalies kluba darba” [Bamanis 1976:311].

leguvis partijas skolas absolventa apliecibu, jaunais komunists nododas arkar-
tigi, pat neticami aktivai ideologiskai darbibai, viens pats pildot tris atbildigus
amatus, ko vinam uztic partijas pirmorganizacija. Vins vienlaicigi klast par guber-
nas politiskas izglitibas dalas instruktoru Saranskas politiskas izglitibas parvalde,
ka ari Saranskas aprinka partijas komiteja — par agitacijas un propagandas nodalas
vaditaju. Ka partijas komitejas parstavis tiek noziméts par locekli aprinka avizes
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“Kommynucmuueckuii IIymp” (“Komunistiskais Cel§”) redkolégija, kur acimredzot
sevi parada no vislabakas puses, jo vispirms klast par atbildiga redaktora V. Hoh-
lova vietnieku, bet péc dazam nedélam — jau par avizes galveno redaktoru. Lidz
$im fakes par Caku ka avizes redakrora vietnieku minéts vienigi Miras Izvestnijas
sastaditaja Aleksandra Caka “Bibliogrifija”, bet to var konstatét ari katrs pats,
iepazistoties A. Caka muzeja ar ieskenétajiem “Kommynucmuueckuii ITymp ” eksem-
plariem. Badams redaktora vietnieks, Caks parakstijis avizes 7. numuru, kas
iznak 1921. gada 3. augusta. Kluvis par redaktoru vin$ parnem avizi, sakot ar
10. numuru, 31. augusta. Ar Caka stasanos avizes vadiba ta dubulto savu apjomu,
divu lappusu vieta drukajot Cetras. Avizes tiraza ir 1000 eksemplaru, ta iznak
divreiz nedéla — tresdienas un sestdienas — un maksa 15 rublu. Galvenais redak-
tors apmeklétajus pienem divreiz nedéla no pulksten 10 lidz 12.

Devinas desmitdalas no avizes publikacijam ir anonimas, vai arl parakstitas
ar tadiem pseidonimiem ka Stradnieks, Vecis un tamlidzigi. Vieniga lidz $im
neapsaubami identificéta A. Caka publikacija ar virsrakstu “Glabjot Pievolgu,
glabjam Padomju republiku” rodama “Kommynucmuuecxuii Iymp” 1921. gada
3. augusta numura. T parakstita ar 4 (bez punkta) C-. Pagaidam nav apstiprina-
jies A. Bamana 1967. gada izteiktais apgalvojums, ka “minétaja avizé Caks
publicéjis ari vairakus savus dzejolus” [Bamanis 1967:194]. Tacu, nemot véra,
ka A. Bamanis bija rapigs pétnieks un neviens, cik jausams, visus tipografiska
zina nekvalitativi iespiestos un laika zoba skartos eksemplarus nav izpétijis, ceribas
$aja zina jasaglaba. Tapat ki japielauj varbitiba atrast vél kidu Caka rakstu $aja
avizé, kas, nemot véra vina relativi augsto politiskas kompetences limeni sava
vidé, vienkarsi nevaréja nebat. Par to, cik augstu Saranskas partijas organizacija
vértéja Caku ka kadru, liecina tas 1922. gada janvari Cakam izdotais raksturojums:
“Badams vél jauns partijas loceklis, b. Cadarainis pratis sevi rekomendét ka nelo-
kamu, aktivu komunistu. Neatlaidigs, ¢akls. Strada agizpropa. Ir teorétiski sagata-
vots, visu laiku censas uzzinat vairak. Var nodarboties ar literaru un izdevéjdar-
bibu. Aprinka méroga darbinieks” [Radzobe 1990:125].

No A. Caka 1921. gada Saranskas perioda rakstu darbiem neap$aubami sa-
glabajusies divi. Pirmais no tiem ir jau minétais raksts avizé, par otru bus runa
nakamaja nodala. Abi Sie saceréjumi lauj izdarit dazus secinajumus par gados
jauno autoru Saranskas posma. Nenoliedzami, autoram ir labas profesionala agita-
tora un zurnalista iemanas: vin$ secindjumus izdara uz rapigi savaktu fakeu, datu,
vésturisku izzinu bazes. Protams, vina izmantotie avoti ir ierobezoti, un tadi pasi
ir ari secinajumi, Ipasi raugoties no musdienu redzespunkta. Tam ir objektivi un
subjektivi céloni. Pie objektivajiem pieder tas, ka 1921. gada par padomju varu
nebija zinams tas, kas ir zinams $obrid, jo jaunais proletariata diktataras rezims
vél nebija sevi diskreditéjis tada méra ka turpmakajas desmitgadés un ipasi jaunam
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cilvékam tas patiesi varéja skist ka daudzsolo$s nakotnes projekts, kads, péc visa
spriezot, tas likas ari jaunajam Cakam, jo vina izteiksmé nejit ne divkosibu vai
liekulibu, ne ari parmérigu centibu izradit savu lojalitati. Vin$ raksta izsvérti,
mierigi, ar parliecibu. Tas neraisa izbrinu. Teoreétiski komunistiska ideologija
tacu ir loti pievilciga, sava humanistiskaja frazeologija pilnigi pielidzinama kris-
tietismam. Un neaizmirsisim, ka A. Caks ir vél loti jauns, un praktiski tolaik
komunisti tacu savu teorétisko bazi tikai sak iznicinat, veicot procesus, kas ir tiesi
pretéji vinu vardiem.

Pie subjektivajiem ierobezoto secinajumu céloniem pieder fakts, ka autors,
skiet, sevi neizjat ka patstavigu personibu, kam varétu bat no oficiala viedokla
atskirigi uzskati. Vins sevi izjat ka ruporu, kam péc iespéjas precizi jasaprot un
japarraida jaunas éras, ka vin$ dévé savu laiku, ideologiskas nostadnes. Par to
liecina ari tads formals apstaklis, ka Caks es vieta viscaur lieto més, sevi pilniba
identificéjot ar valdoso kolektivo domu.

Un ta raksta “Glabjot Pievolgu, glabjam Padomju republiku” Caks raksta:
"Nelaime, kas miis** piemekléjusi, ir milziga. Visas Pievolgas gubernas: Samaru,
Saratovu, Simbirsku un Tataru republiku parnémusi briesmiga neraza. Republikas
maizes kléts ir tuvu bojaejai. Masu priek$a ir tada milzu izméru nelaime, kura
ar savu smagumu apdraud visas paréjas Krievijas likteni. Miisu ienaidnieki bez-
pratigi priecajas. Vini doma, ka bads noznaugs Padomju republiku, kuru neiz-
devas salauzt visas pasaules apvienotajai burZuazijai. Tiis gadus més bijam
uguns loka, tris gadus més izturéjam baltgvardu bandu trako spiedienu. Sajos
tris gados Pievolgas zemnieki stavéja viend no visatbildigikajiem posteniem. Saja
perioda vini uz saviem pleciem noturéja treso daJu Sarkanas armijas un izsalkuso
centra stradnieku apgades. (..) Pavisam padomju varas tris gados savakts 640 mil-
jonu pudu labibas, un no $a daudzuma viena pati Pievolga devusi ap 230 miljo-
niem. (..) Ar savu labibu Pievolgas zemnieki glaba Padomju republiku no balt-
gvardiem un galiga sabrukuma. (..) Bez Pievolgas zemnieku labibas nebatu
uzvaras. (..) Tas Krievijas, kura nebadojas, pienakums — nakt paliga izsalkusajai
Pievolgai. Un ka kara — lietiski, atri. (..) Ziemaju séana ir klat. Bet Pievolga ir
bez graudiem. (..) Draudzigak, lietiskak jakeras pie partikas nodokla savak-
$anas. (..) Neatlickams zemniecibas uzdevums — visisakaja laika pilniba savake
partikas nodokli. Jo dalu partikas nodokla mums vajag par katru cenu lidz
s¢jas kampanas saikumam nogadat Pievolgas zemniekiem graudiem. (..) Aprinka
zemnieki, atrak nododiet partikas nodokli, veiciet papildu nodos$anu bada
cietgjiem!”

o1 S. R. izcélumi: uzsvértas frazes un atseviski vardi, kas visprecizak saskan ar ta laika ko-
munistisko ideologiju.
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Simpatiska ir jauna autora personiska ieinteresétiba dzilaja krizes situacija,
cilvéciskais satraukums un lidzjatiba pret nelaimigajiem cilvékiem, aktiva véle-
$anas palidzét. Ta¢u vina uzraditie katastrofas céloni ir vienpusigi, ieteiktas
ricibas metodes — apSaubamas.

Pievolgas bads, kas ilgst divarpus gadus un kulminé no 1921. gada rudens
lidz 1922. gada pavasarim, ir viena no tragiskakajam Krievijas pécrevolucijas pe-
rioda lappusém, kuru $ausmu zina var salidzinat vai vienigi ar masveida badu
Ukraina 30. gadu sakuma. Dzila partikas krize no regiona 90 miljoniem iedzivo-
taju aptvéra 40 miljonus. Bada navé nomira vairak neka 5 miljoni cilvéku, izpla-
tijas kanibalisms un infekcijas slimibu epidémijas. Pa Krieviju klida desmitiem
tikstosu vecakus zaudéjusu bérnu — bezpajumtnieku, par kuru dramatiskajiem
likteniem savos romanos liecina Aleksejs Tolstojs (“Sapju celi”) un Antons Maka-
renko (“Pedagogiska poéma’un “Karogi tornos”). Oficiala padomju propagandas
nostaja, ka to raksturo pétniece Jekaterina Badmajeva [Bagmaesa 2010], ko re-
dzam atspogulotu ari A. Caka raksti, $o masu nelaimi primari saistija ar laika
apstakliem — lielo sausumu 1921. gada vasara, kad tika ievakti graudaugi tikai
43% apjoma salidzinajuma ar 1913. gada razu. Protams, vainoti tika ari balt-
gvardi un arzemju interventi, kas gribéja iznicinat jauno padomju valsti. Tacu
vésturniece, balstoties uz konkrétiem faktiem, minétas versijas trakté ka sekundaras,
galveno vainu atrodot Lenina valdibas neprasmigaja partikas un agrarpolitika.
Kara komunisma programma likvidéja naudu un tirgu, bet zemniekiem noteica
praktiski neizpildamu partikas nodokli pilsétu un armijas apgadei, zemniekiem
neatstajot ne graudaugus séjai, ne partikas produktus sevis uzturésanai [Bagmaesa
2010]. Lidz ar to A. Caka aicindjumi atrak savake partikas nodokli, partulkoti
reala darbiba, isteniba noziméja glabjot vienus, par potencialiem bada upuriem
padarit otrus.

Par to, ka Caka satraukums bija patiess, personiski pardzivots, liecina fakts,
ka vins$ reizé ar citiem Saranskas komunistiem ari pats ziedo bada cietéjiem. No
Saranskas komunistu 1921. gada 15. novembri nodota “vértigo lietu saraksta”,
kura ieskenétu kopiju 2008. gada no Saranskas atvedusi Aija Fedorova un kurs
ir pieejams Caka dzivokli — muzeja, var uzzinat, ka Cadarainis ir otrs dasnikais
ziedotajs péc biedra Lukasevica, kurs ziedojis divus zelta gredzenus. A. Cadarainis
ziedojis zelta gredzenu “ar vienkar$u akmeni” [Medne 2007:97]. Citu ziedotaju
ieguldijums ir mazak vértigs naudas, bet ne pasaizliedzibas izteiksmé. Ta biedrene
Gor¢ikova nodevusi sudraba kéditi, b. Nazarovs — laulibas gredzenu, bet b. Villa-
hovs — laulibas gredzenu no sudraba monétas. Ir pamats domat, ka ziedotas
mantas bija dargakais $o komunistu personiskais ipasums.

Tipologiski A. Caka publikaciju var salidzinar ar valdibas sankcionétu Mak-
sima Gorkija rakstu 1921. gada 13. jalija, kura tas vérsas pie Rietumu sabiedribas
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ar lagumu péc palidzibas, lai nepielautu Krievijas pilsonu masveidigu bojaeju.
Amerikas Savienoto Valstu, Vacijas Sarkana krusta, Anglijas arodbiedribu, Naciju
ligas, starptautiskas alianses “Glabsim bérnus!” palidziba ar naudas lidzekliem,
partiku, brivpratigajiem, kas Krievija organizéja zupas virtuves, potencialo upuru
skaitu samazinaja vismaz uz pusi.

Tresais stasts. Biedrs Cadarainis agité par Vispasaules revoluciju

Pievolgas bada sakara minams ari kads jauno rezimu ka cinisku politisku
struktaru raksturojoss fakts. 1921. gada tika ekspropriéti pareizticigo baznicu ipa-
$umi, konfiscgjot zeltu, sudrabu, dargakmenus divarpus miljardu zelta rublu vér-
tiba, no kuriem badacietéju partikas iegadei tika atvéléts tikai viens miljons, pa-
réjo grandiozo summu novirzot starptautiskas stradnieku kustibas aktivizésanai
un vispasaules revolucijas tuvinasanai, ar ko nodarbojas Tresa Internacionale jeb
Kominterne [Bagmaesa 2010], kuras fenomenam Kominternes tresa kongresa
konteksta, kas notiek Maskava no 1921. gada 22. junija lidz 12. jalijam, pievérsas
Caks sava referata. Referata teksts rakstits uz 9 lappusém ar zimuli, referata rok-
raksts atrodas Rakstniecibas muzeja fondos un lidz $im nav ieraudzijis dienas
gaismu, pielauju, tadél, ka to ir gandriz neiespéjami izlasit, jo tas rakstits Cakam
raksturigaja supersikaja rokraksta krievu valoda, saplastot atseviskiem burtiem un
autoram daudzviet lietojot latviesu, nevis krievu valodai raksturigu vardu kartibu.

Piedavaju butiskakos fragmentus no $a referata, par kuru adekvatumu autora
rakstitajam tekstam varu galvot. Ta ir apméram ceturta dala no visa zinojuma:
“Biedri! Pirms es runasu par 3. Internacionales nozimi, atlausos apstaties pie Inter-
nacionales nozimes ka tadas un pateiksu dazus vardus par 1. un 2. I-es galvenajam
pamatiezimém. Tas mums dos iespéju daudz vieglak un saprotamak analizét
Komunistiskas I-es butibu un saprast tas nozimi priek$ pasaules proletariata.
Stradnieku internacionale bez Saubam ir skiriska stradnieku skiras apvieniba cinai
ar savu $kiras ienaidnieku — burzuaziju. (..) Par 1. Internacionales bibeli uzskatams
Karla Marksa un Engelsa “Komunistiskais manifests”. Tapéc ir taisnigi atzimeét
tos biedrus, kas norada, ka Karlis Markss bija ne tikai Internacionales idejiskais
vaditajs, bet arl tas garigais tévs.

Novembra apvérsums deva milzigu gradienu stradnieku kustibas talakai
attistibai. Un jau 1919. gada tika sasaukts 1. Vispasaules kominternes kongress.
Apméram péc gada — 2. kongress. (..) Pasaules kar§ iesaka jaunu éru, kas pro-
letariatam izvirzija jaunus un savdabigus uzdevumus. Jaunais periods neatlaidigi
prasija jaunas cinas metodes un asas, izskirigas darbibas. Sakuma uzdevumi bija
neskaidri, un tiem bija gadijuma raksturs, bet péc tam pasa cinas procesa tie izkris-
talizéjas kara forma starp proletariatu un burzuaziju, kura rezultata proletariatam
bija jasagrabj valstiska struktara. Proletariata diktattras valstiska struktara ir pado-
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me ka kapitalisma — demokratisms. Jauna éra tapat prasija nodibinat nesaraujamus
sakarus starp dazadu valstu proletariatu. Daudzi komunisti un socialisti, pat stavot
uz 3. Internacionales platformas, izteica domu, ka padome — §i proletariskas valsts
struktara — ir specifiski krieviska, ko no apaksas virspusé pacélis pats krievu pro-
letariats. Bet ta ir dzila klada. Si strukriira ir pasaules méroga proletariskas valsts
strukeiira, tapat ka kapitalisma demokratisms — konst(it)ucionalisms. Jaunais laik-
mets tagad prasa nesaraujamus sakarus un aktivu palidzibu starp dazadu valstu
proletariatu. Jaunais laikmets prasa ne vardus, bet — darbus, darbus un vélreiz dar-
bus. Jaunais laikmets prasa bez 7élastibas iznicinat visas Sovinisma un nacionalisma
aizspriedumu sekas. Luk, jums 3. Internacionales pamats, tas fundaments. Un tas
viss — politiski ekonomisko apstaklu produkts, tiesi tie noteica jauno laikmetu,
kurs sacies stradnieku $kirai. Un nevis 2. Internacionale, neskatoties uz tas speku
un autoritati, jo to atbalstija burzuazija.

Lidz $im Komunistiska Internacionale galvenokart bija propagandas un agita-
cijas organs. Kop$ 2. kongresa ta sak klat par organizatoru, kas sak tiesi vadit
kustibu dazadas valstis. Komunistiska Internacionale savas pastavésanas 1. gada
bija tikai karogneséjs, kas céla izskiro$ajai kaujai starptautisko proletariatu. Kops
otra kongresa Komunistiska Internacionale klast par praktisku organizatoru
vésturé nekad vél neredzétai pasaules méroga grandiozai cinai.

Meés tagad atrodamies jauna perioda sakuma, $o grandiozo periodu raksturo
iz8kirosa cina starp revolucionaro proletariatu un burzuaziju. 3. kongress konstatéja
talaku nenovérSamu burzuaziskas sabiedribas pamatu sabruksanu. Tas pazinoja,
ka skaidri redzamas stradnieku Skiras ekonomiskas prieksrocibas. Ka burzuazija
kluvusi par $kiru, kas zaudéjusi saknes un kluvusi parazitiska. Tuva nakotné $ai
civilizacijai draud lejupslide un degeneracija.

3. Internacionale ir starptautiska proletariata revolucionaras darbibas pasaules
(méroga) organizators. 3. Internacionale nav nacionalo stradnieku partiju kopums,
ka tas bija 2. internacionalé. 3. Internacionale ir starptautiska proletariata komunis-
tiska partija” [RTMM 40826].

Caka raksta konstatéjamas galvenas marksisma pamattézes, ko Lenins aktua-
lizéja Pilsonu kara laika gan attieciba uz rekoso momentu Krievija, gan tuvako
visas cilvéces véstures virzibu nakotné. Tie ir, pieméram, koncepti par proletariata
hegemoniju un skiru cinas saasinasanos ka sabiedribas attistibas garantu. Ari idejas,
kas saistitas ar Kominternes tieSo darba lauku — vispasaules revolacijas izraisisanu
un revoltcijas eksporta iespéju apsvérsanu. Un, protams, proletariska inter-
nacionalisma kultu, kas nacionalas idejas vienado ar iznicinamiem Sovinistiskiem
aizspriedumiem.
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Ceturtais stasts. Socialdemokrats Caks apjismo PSRS

Par to, ka A. Cakam grati klajas ar politisko notikumu patstavigu novérte-
jumu ari vélakajos — brieduma — gados, liecina vairaki vina raksti par literataru,
kas top 30. gadu sakuma un kas uzrakstiti jismiga intonacija par procesiem
Padomju Savieniba. Pirms pievérSos minétajiem rakstiem, svarigi Skiet atzimét
dazas lietas. Pirmkart. Ka zinams, Caks rakstija recenzijas par literatiiru, teatri
un kino. Lidz $im vina darbiba kritika aplukota, atseviski skatot devumu katra
no Siem makslas veidu caurlakojumiem. Tacu, lai gitu ieskatu dzejnieka pasaules
uzskata, metodologiski pareizak butu kompleksi analizét vina darbu makslas
kritika, jo, rakstot par teatri un kino, A. Caks pamata pievérfas formaliem
meistaribas jautajumiem, bet, apskatot literarus darbus, pauz ari savus personiskos
uzskatus par dzives paradibam, ko aplikojis attiecigais rakstnieks. Otrkart, esot
parsteigtiem par PSRS nekritisku apjasmosanu dzejnieka rakstos, janem, protams,
véra, ka tolaik daudz kas Latvija par procesiem Padomju Savieniba nebija zinams,
lai gan nevar apgalvot, ka zinams nebija gluzi nekas, jo t. s. pilsoniskas avizes, pie-
méram, “Jaunakas Zinas”, “Latvis” regulari publicéja uzsvérti neitrala stila ietu-
rétus informativus materialus (bija jasaglaba skietami labas kaiminattiecibas ar
Krieviju) gan par skarbo industrializacijas gaitu PSRS, gan kolektivizaciju un
30. gadu lielajiem politiskajiem procesiem. Un — treskart un galvenokart. 20. gad-
simta 30. gadu sakuma, kad Rietumu pasaulé plosijas nezéliga ekonomiska krize,
daudzu Rietumu valstu parstavji ar simpatijam lukojas uz Padomju Savienibu,
kur nekadas krizes skietami nebija, kur, tie$i otradi, tapa grandiozas gadsimta
celtnes un jauns — kolektivais — saimniekosanas veids laukos. Ipasi $is noskanas
bija aktualas, ja pievérsamies Latvijai, socialdemokratu videi, kurai simpatizéja
ari A. Caks, kurs, ki pats raksta jau minétaja uzskaites kartité, pat kluva par
$is partijas biedru laika no 1934. gada sikuma lidz 1934. gada 15. maijam. Ka
minétas ievirzes domasanas paraugs var noderét R. Bilmana raksts “Piecgades
noslégums SPRS-ba”: “Pédéjos gados kapitalistiskas valstis pardzivo nepieredzéti
dzilu un ieilgsto$u saimniecisko krizi, kas saistas ar miljoniem lielam bezdarbnieku
armijam, razo$anas strauju sabrukumu, lielu socialu postu un vél neparredzamam
perspektivam. (..) Taja pasa laika kapitalistiska pasaule ar lielu interesi véro SPRS
oikonomikas attistibu. Arkartigiem, drakoniskiem lidzekliem riipnieciska izbiive
tiesam uzrada ievérojamus sasniegumus un jo plasus pasakumus, kuru rezultatam
jaizpauzas tuvakos gados. Konsekventi izvesta nacionala saimnieciska politika ar
tik radikalam metodém ka aréjas tirdzniecibas monopols, drakoniski ieSaurinatais
iedzivotaju eksistences limenis, kolosalo lidzeklu uzstik$ana un to izlietosana plan-
veidigas razo$anas izbuvei ir nostadijusi SPRS kapitalistiskas iekartas prieksa
ka varbutgji liktenigu problému, kuru ignorét vairs nav iespéjams” [Bilmanis

1933:45].
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A. Caks savas publicistiski ievirzitas grimatu recenzijas galvenokart drukija
sociadldemokratu preses izdevumos — avizé “Socialdemokrats” un literaraja zurnala
“Domas”. “Daugava’ un “Domas” ir vienigie zurnali, kuru vairaki gadagajumi sa-
glabajusies Caka memorialaja dzivokli, iespéjams, apliecinot, ka dzejniekam sie
izdevumi $kitusi svarigi. A. Caka sadarbiba ar “Domam” sakas 1931. gada, kad
mainas redakcijas sastavs. lepriekséja posma galvenais redakeors ir Alfréds Bilmanis,
redakcijas kolégija — Karlis Dzilleja un Andrejs Upits. 1930. gada no redakcijas
aiziet A. Upits, par galveno redaktoru klast K. Dzilleja, bet 1931. gada — Roberts
Hermanis-Sélis. Jau Dzillejas, bet, jo ipasi, Séla laika principiali mainas “Domu”
literattiras nodala, kas ieprieks bija pati neinteresantaka, jo, pilniba ignoréjot dzeju,
turpindjumos drukaja A. Upisa satiriskas lugas un vina, ka ari citu autoru, izteikti
realistisku prozu. Ar 1931. gadu “Domas” regulari publicé latviesu ta laika labako
dzejnieku dzejolus un poémas — te paradas Jana Sudrabkalna, Jana Grota, Austras
Skujinas, Jina Ziemelnieka, Valda Grévina, Erika Adamsona, Arvida Grigula,
arl Meinharda Rudzisa, Valda Luksa un citu dzejoli. Lielakais vairums no $iem
dzejniekiem, tadi ka Grigulis, Grots, Grévins, vélak Caks, ari redaktors Dzilleja,
ir socialdemokratu partijas biedri vai ari §is partijas uzskatu atbalsticaji. Sis fakes
liek citadi paskatities uz problému par ta saukto kreiso noskanu aktualitati latviesu
intelektualu, tostarp masu labako dzejnieku vidé 20. gadsimta 20. gadu otraja pusé
un 30. gados, atzistot, ka, pirmkart, bija laikmetigi but kreisam, kas vienlaikus
noziméja analitiski kritisku attieksmi pret socialo realitati, otrkart, ka pastavéja
dzila plaisa starp t. s. Latvijas pilsonisko sabiedribu un radosas inteligences lie-
lako dalu.

A. Caku 7urnila darba piesaista vispirms Dzilleja, bet, jo ipasi, Hermanis-
Sélis. Caks “Domu” Hronikas nodala regulari raksta recenzijas un apskatus par
arzemju literatiiru, savus rakstus parakstidams ar burtu A vai A. C., bet literatiiras
nodala ar pilnu vardu paradas vairaku vina visskaistako dzejolu pirmpublikacijas.
Pastav milziga kvalitativa atskiriba starp $Sim publicistiskajam recenzijam, kuras
dazkart skiet uzskribelétas uz atru roku, daudz nedomajot, un dzejoliem, kas
pieder labakajam, kas latviesu valoda taja laika vispar uzrakstits.

Gan “Socialdemokrata”, gan “Domas” A. Caks pamata raksta par kreisi ievir-
zito literatiiru — gan PSRS, gan Rietumos. Pieméram, “Socialdemokrata” paradas
tadas vina publikacijas ka “Romantisms Krievijas proletariska dzeja”, “Krievu
dzejnieks Nikolajs Tihonovs”, “Jaunie amerikanu proletrakstnieki”, “Kreisa perio-
dika bulgaru rakstnieciba”, “Kads stradnieka romans” un pat “Japanu proletariskas
literatiiras sikumi”. Tapat “Socialdemokrata” A. Caks regulari raksta informa-
cijas par “Domu” jaunikajiem numuriem. Saglabajusies tadi A. Caka raksti ka
“Celtne” (par latviesu proletarisko autoru literaro zurnalu Maskava), “Amerikanu
proletrakstnieks Maikls Golds” un citi.
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Tuvak gribu pakavéties pie “Domas” 1934. gada 4. numura publicéta
A. Caka raksta ““Ienaidnieks” — J. Permikina jaunikais romans™?. Simptomatisks
ir jau Jefima Permitina romana nosaukums: 30. gadu pirmaja pusé padomju
miaksla un ideologija aktuals klast ienaidnieka téls. Ienaidnieki rosas visas padomju
dzives sféras — tos atmasko, ker, iznicina apzinigie padomju pilsoni, sakot ar
Cekistiem un komunistiem. Tadéjadi padomju tautas acis, no vienas puses, tiek
attaisnotas/izskaidrotas neveiksmes valsts ekonomiskaja dzivé, no otras puses, sa-
biedriba tiek sagatavota 30. gadu lielajiem politiskajiem procesiem, kuros J. Stalins
denuncé un iznicina savus realos, bet visvairak — iedomatos — politiskos konku-
rentus. lenaidnieka téls klast par vienu no ejosakajiem arl teatru repertuara. Ta
Vissavienibas zurnals “Tearp”1937. gada zino, ka, pieméram, M. Gorkija luga
“lenaidnieki”, kas sarakstita 1906. gada, 30. gadu 1. pusé iestudéta 25 padomju
teatros [Vcropus... eatpa 1984:178].

J. Permitina ienaidnieks ir kolektivs téls, kas apzimé kada Altaja ciema kula-
kus, kas pretojas kolhozu dibinasanai. 21. gadsimta sakuma krievu literataras
vésturnieki uzskata, ka Permitina prozu “raksturo shematisms un ideologisks
ortodoksalisms” [dic.academic.ru], bet vél 80. gados “Lielaja biografiskaja vardnica”
Glebs Fedosejevs sniedz izteikti pozitivu, padomju ideologija balstitu vértéjumu:
““lenaidnieka” autors attista vienlaidus kolektivizacijas problému. Permitins
spilgti parada kolhoza loceklu politiska apziniguma un darba entuziasma augsanu
likvidéjamo kulaku mezonigas pretosanas apstaklos. Kulaku télus autors zimé asi,
dazados veidolos — no truliem svesas varas un savas zvériskas gribas istenotajiem
lidz kulakam, kas maské savu cinu pret kolhozu ar Marksa un Lenina citatiem”
[dic.academic.ru].

A. Caks 1934. gada izsakas gandriz tadiem pasiem vardiem ki G. Fedosejevs:
“Jau “Slazda” (iepriekséjais J. Permitina romans — S. R.) dzive vidéjai zemniecibai
pieradija, ka jaunas, kolektivas saimniekoSanas formas daudz labakas par
individualajam. (..) 1929. gada (tad romans paradijas), kad tikko sakas visparéjas
kolektivizacijas laikmeta sakums, tas bija vairak neka labi. (..) Jaunaja romana
redzam, ka grandioza socialistiska celtnieciba soli pa solim ir gajusi no vadosiem
centriem uz visam pusém un aizravusi sev lidz jau visas Socialistiskas Savienibas
milzigo raibo platibu. Si milziga uzvarosa elpa jatama ari Permitina (..) romana.
Vina ka nevistosa rozu smarza celas no katras romana lappuses un ar savu divaino
aromu, ar savu aizrautibu panem katru lasitaju. (..) Jauna dzive, kas plasiem,
mirdzosiem vézieniem ienakusi sadza, ickustina un pamodina ari... zemnieku...
Tisku. (..) J. Permitina “Ienaidnieks” noteikti ir viens no tiem krievu beidzama

92 A. Caks raksta “Permikins”. Kopotos rakstos §i A. Caka lietota krievu autora uzvarda
forma masdienigota par Permitinu.
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laika romaniem, kur més visai plasi un skaidri varam iepazities ar tagadéjas (krievu
— 8. R) zemniecibas tiecksmém un stavokli sava zemé” [Caks 1994a:364—365].

Pat neapstajoties pie bezgaumigas leksikas, kas kolektivizaciju salidzina ar
nevisto$u rozu smarzu un mirdzo$iem vézieniem, tomér rodas jautajums, vai autors
ties$am neka nezinaja par kolektivizacijas varmacigo raksturu Padomju Savieniba,
par miljoniem izsatitu un desmitiem taksto$u nogalinatu cilvéku, par zemniecibas
slana faktisku iznicina$anu un nemakuligas kolektivas saimnieko$anas rezultata
radusos bada un pusbada stavokli laukos. Pieméram, “Jaunakas Zinas” ne parak
biezi un atturiga leksika, bet neparprotami rakstija par neviennozimigi vértéjamo
kolektivas saimnieko$anas ievie$anas gaitu padomju valstl. Vai socialdemokrats
Caks to uzskatija par meligu informaciju un tadé| ignoréja, pildot padomju dzives-
veida propagandista pienakumus? Jautajumu vairak neka atbilzu.

Tikpat vai varbit vél lielaks aklums politisko procesu izpratné rodams Caka
raksta “Otras piecgades laudis”, kas publicéts laikraksta “Dienas Lapa” 1934. gada.
So apcerégjumu ievada dzejnieka konstatéjums: “Nesen SPRS iznica grimata par
Baltas juras kanala bavi. Skaista, liela gramata ar daudzam ilustracijam un pama-
tigu izbaves aprakstu. (..) Gramata par Baltas juras kanalu radita. Bet ko daris
rakstnieku kolektivs, kas to radijis?” Talak Caks stasta, ka rakstnieki jau sacer
gramatu ar nosaukumu “Otras piecgades laudis”, kas bus veltita Maskavas metro
celtniekiem, jo rakstnieku padomju rakstnieku uzdevums ir atspogulot “to cilvéku
kopumu, kas pielieto visu savu daudzpusigo energiju uz vienu vienigu mérki —
uzbavét savu jauno stradnieku valsti” [Caks 1994b:354-355].

Atkal jajauta — vai Caks nezinaja, vai ari aizvéra acis nepatikamas patiesibas
prieksa? 227 kilometrus garo Belomorskas—Baltijas jeb saisinati Belomorkanalu,
kas savieno Balto jaru ar Onegas ezeru un Volgas—Baltijas dens ceu rekordisa
laika — starp 1931. un 1933. gadu, 20 ménesos, uzbavé politieslodzitie, kurus
parrauga nakamais cekas prieksnieks Henrihs Jagoda un Gulaga prieksnieks Mat-
vejs Bermans. Pavisam uz triecienceltni darbu laika atstita ceturdalmiljonu ieslo-
dzito, no kuriem, neizturéjusi smagos darba un sadzives apstaklus, ka ari pus-
badu, iet boja ap 13 000. Padomju avizés tiek izvérsta varena meliga informativa
kampana. “Pravda” un “Izvestija” raksta, ka kanala celtniecibas procesa gita “pa-
saulé pirma pieredze ruditu noziedznieku-recidivistu un politisko ienaidnieku
parkal$ana ar darbu”.

1933. gada 17. augusta, péc M. Gorkija ierosinajuma, 120 rakstnieku un
makslinieku grupa, kuras sastava ir tadi pazistami prozaiki ka Aleksejs Tolstojs,
Mihails Zosc¢enko, Ilja Ilfs un Jevgenijs Petrovs, Valentins Katajevs, Viktors
Sklovskis un citi, dodas izméginajuma brauciena pa tikko atklato kanalu, apmekleé
nometnes, tiekas ar stradniekiem. Cekisti bija parspéjusi pasi sevi, inscené&jot

ieslodzito vergu pusdiengaldu, par ko Aleksandrs Avdejenko vélak rakstija: “Biju
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satriekts par kanala celtnieku — trieciennieku apgadi. Blodas taukos peldéja stores
un lasa gabali; Skivjos — desu, skinka, siera skélu kaudzes; liesmoja svaigi redisi”
[wikipedia.ru].

36 no ekskursijas dalibniekiem piedalas 600 lappusu biezas gramatas “Sta-
lina v. nos. Belomorskas—Baltijas kanals. Celtniecibas vésture (1931-1934)” saceré-
$ana, apdziedot socialistiska darba varenibu, parakumu par Rietumu saimniecis-
kajiem sasniegumiem. Sava pavir$aja rakstina A. Caks pat aizmirst minét, ki sauc
$o gramatu par kanalu, ko krievu dzejnieks Nikolajs Klujevs, stalinisko represiju
upuris, nodévéjis par ndves kandlu [ibid].

Lidztekus ar pavirsajiem, kreisajiem propagandas rakstiniem A. Caks 30. gadu
sakuma — lidz 1934. gada 4. numuram, kad péc 15. maija apvérsuma “Domas”
tiek slégtas, zurnala publicé 17 dzejolus un poémas, kuru vida vairaku Sedevru
pirmpublicégjumi, pieméram, “Balade par abolu smariu”, “Nomales bodite, es
un Amadeuss Hofmanis”, “Véstule vienai miruai avizu vecitei”, “Udensnoteku
caurule”, “Mana paradize”, ka ari tris dzieddjumi no toposajiem “Muzibas skar-
tajiem”. So dzejojumu rindas varda tiesa nozimé apdedzina ar maigumu, skumjam,
dzili personisku intonaciju, kas rada iespaidu par publiskas vientulibas parméru.
Tas ir rindas, ko nevar sajaukt ne ar ko citu, kas jelkad rakstits latviesu valoda.

Aleksandra Caka izteikti kreisi darbiba Saranskas perioda, tapat vina pro-
sovjetiskie raksti socialdemokratiskajos Latvijas preses izdevumos 30. gadu pirmaja
pusé, izvirza vairakus pétamus problémjautajumus. Pieméram. Kapéc parliecina-
tais komunists no Padomju Krievijas 1922. gada tomér atgriezas “burzuaziskaja’
Latvija? (Varbat A. Caks tomér uzzinaja par M. Tuhacevska veikumu Tambova,
un tas varéja radit plaisu vina vienlaidus monolitaja komunistiskaja pasaules uz-
skata?) Cik liela méra dzejnieka 30. gadu pirmas puses literatarkritiskie un
publicistiskie raksti saistiti ar vina Krievijas laika socialistisko pasaules uzskatu?
Kapéc A. Caks ignoré Latvija uzzinamo patiesibu par negativajiem procesiem
Padomju Savieniba 30. gados un uzdod vélamo par esoso? Ka sada konteksta
saprast “Muzibas skarto” nodalu “Strélnieku atgriesanas”, kur ar simpatijam télota
strélnieku anarhistiska atgrieSanas Latvija, sametot upé cekistus, kas lick nonemt
pie vilciena piestiprinato sarkanbaltsarkano karogu?

Un viens no butiskakajiem jautdjumiem — vai ar tadu jaunibas pieredzi
apveltitam cilvékam, kads bija Caks, var inkriminét bailes un liekulibu ki galve-
nos célonus, kad vins péc padomju okupacijas 1940. gada neslépti sak slavinat
jauno rezimu? Varbar Caks — dzejnieks vienkarsi bija nesalidzinami pariks un
intuitivi gudraks par Caku — publicistu? Vismaz attieciba uz Latvijas laiku pirms-
padomju perioda, kad netiek saceréts neviens prosovjetiski ieceréts dzejolis
vai poéma.
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WAS CAKS A COMMUNIST (AT HEART)?
Abstract

At the outbreak of World War I, Aleksandrs Caks, then still Aleksandrs Cadarainis,
together with Riga Alexander-Gymnasium, where he is a student at the time, is
evacuated to Russia. During the Civil War, the young man ends up in Saransk, a city in
the remote Russian province, where he gets actively involved in politics. He becomes
a member of the All-Union Communist (Bolshevik) Party; works as the editor-in-
chief of the local newspaper “Kommynucmuueckuii ITymo” (The Communist Road);
publishes articles of political nature in it about the current moment, signing them
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with his initial (A); takes the position of the director of the Agitation and Propaganda
Department of the Saransk District Party Committee; organises a celebration of the
Anniversary of October Revolution; in a politics study group, presents a report about
the Fourth International.

So far, Caks’s publications in the Saransk periodicals have been mentioned in
the public space but have not been analysed; moreover, his report, the text of which
has been luckily found in the collection of the Literature Museum, has never been
mentioned before. In her paper, the author will analyse these sources and focus on the
link between the left-wing political views of the young poet and his art. In addition, for
the first time in Caks scholarship, it has been established that the so called Antonov’s
gangs, the fight against which the poet joined with a weapon in his hand, was in
fact a mass uprising of the farmers in Tambov gubernia against the heavy tax in kind
imposed by the soviet power. It has been hypothesised that young A. Cadarainis was
informed about the suppressing of the farmers’ insurgency, led by M. Tuhachevsky, by
using a particularly inhumane means — poison gases, which, for the first time in the
human history, were used to fight civilian population.

Keywords: Aleksandys Caks, political articles, communism literature, poet and
Marxism.
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LITERARA “TRAUKSMES” GRUPA UN KONSTRUKTIVISMS

LatvieSu literatra 20. gadsimta 20.-30. gadu mija pastav vairakas literaras
grupas, kuram ir manifesti vai programmatiski raksti, preses izdevumi, noteikts
autoru loks vai vismaz divi no $iem elementiem. Nozimigakas apvienibas ir mak-
slinieku un rakstnieku grupa “Zala varna’, literatu grupa “Trauksme”, rakstnieku
grupa ar Linardu Laicenu centra “Kreisa Fronte” un arodbiedribu kustibas jau-
natnes kursi, kuru izdevumu “Siréna” vada Edgars Sillers.

Kreiso ideju aizstave politiska un estétiska zina ir “Trauksmes” grupa, bet vél
radikalaki kreisuma zina ir citi grupéjumi (pieméram, “Kreisa Fronte”, 1928—
1930). 1928. gada jaunie literati sak izdot zurnalu “Trauksme”, vélak to turpina
ar nosaukumu “Jauno Trauksme”. Zurnals nesistematiski iznak no 1928. gada
novembra lidz 1931. gada janvarim, bet grupas aktivais pastavésanas laiks ir lidz
1930. gada maijam. Beidzamais grupas dalibnieku pasakums ir brauciens 1930.
gada 4. maija uz Spari péc skolas parzinu Alvines un Karla Skalbergu aicinajuma
A. Cakam, kas no 1925. lidz 1927. gadam bijis kaiminos esosa Drabe$u bérnu
nama parzinis. Caks ieradas Sparé kopa ar literatiem Arvidu Borincu, Jani Grotu,
Valdi Luksu, Jani Plaudi, Austru Skujinu un citiem, lai iepazitos ar ideju izveidot
Rakstnieku parku. Literatiem parka ideja likas interesanta, tapéc, noslédzot vieso-
$anos, vini noléma katrs iestadit vienu kocinu. Par talaika notikumiem liecina
toreiz uz parastas papira lapas ziméts koku stadisanas plans un saceréta himna
ka veltijums Rakstnieku parkam augt un attistities No 1930. gada iestaditajiem
Sobrid aug devini koki (Péc A. Caka muzeja vaditijas A. Mednes stastijuma,
LKA 2015. gada 7. marta).

Zurnala “Trauksme” 1928. gada redkolégiju veido Péteris Kikuts, Janis Grots
un Janis Plaudis. Visi tris vini ir jauni dzejnieki, bet galvenie teorétiki ir Péteris
Kikuts un Janis Plaudis. Arvids Grigulis raksta, ka J. Plaudi veidot literaru grupu
iedvesmojusi Aleksandra Caka stasti par 20. gadsimta 20. gadu literaro dzivi
Krievija [Grigulis 1966:397-398].

1930. gada par istenajiem trauksminiekiem tiek uzskatiti Arvids Borincs,
Aleksandrs Caks, Janis Grots, Péteris Kikuts, Valdis Lukss, Janis Plaudis, Austra
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Skujina, Emils Skujenieks, Janis Trimda un Pavils Vilips. Sajé laika no grupas ir
aizgajis Arvids Grigulis [Kikuts 1930b: 117].

Zurnala 1. numura publicéts programmatisks raksts “Meés esam”, kura kareivigi
deklaréts, par ko un pret ko ir trauksminieki. Savas prasibas vini formuléjusi isas
frazés: “Meés prasam maksla:

1) laikmeta idejas,

2) tagadnibu (presentismu),

3) satura un formas vienibu,

4) izteiksmes lidzek]u ekonomiju,

5) dzives parveido$anas sekmé$anu un visu, kas izriet no $im pamatprasibam”

[Redakcijas kolégija 1928:3].

Trauksminieki noliedz pagatnes un tagadnes literaros virzienus: realismu, ro-
mantismu, simbolismu, ka ar “més esam pret dzejas plakatizésanu ar vardu un
politisku manieribu (futarisms), pret veco formu un pantmeéru restauraciju jauna
saturd (jaunklasicisms), pret gleznu un glezninu pasvértigu izzimésanu (imazi-
nisms)” [ibid 2].

levadraksta nav saudzéta ari konkuréjosa kreisa grupa: “Bez tam radusies vél
viena grupa, gan maza un jauna (“Kreisa Fronte”) — dzejas iznicinataji (kaut gan
pasi raksta dzejas!). Vini atdarina krievu industrialistus (Gastjevs), kuri grib dzivo
makslu tehnizét, normalizét — “grib iznicinac literataru” [ibid 1].

“Trauksmes” grupas biedri atzist literatiiras socialo funkciju, tapéc sabiedriska
zina latviesu literatara viniem tuvi ir E. Veidenbauma, A. Upisa, Raina darbi.
Estétiska zina tuvakie viniem ir ekspresionisma parstavji, kas “dazkart parsteidzigi,
asos konfliktos un pretrunibas noiedami (Laicens — Sudrabkalns — Ermanis), tie
ta¢u savam laikmetam tuvi, pasi tuvakie, istakie” [ibid 2].

Nozimigakie grupas teorétiki ir Péteris Kikuts, kur$ akcenté tas piederibu
konstruktivismam, un Janis Plaudis. Abi atseviskos rakstos skata jautajumu par
prezentismu. P. Kikuts vairakos rakstos (“Konstruktiva radisana”, “Konstrukti-
visms”) mégina proponét jaunas makslas pricipus. Vins uzskata, ka konstrukti-
visms, kas izaudzis no impresionisma un ekpresionisma, vislabak atbilst tagadni-
bai: “Konstruktiva radiSana ir pat realaki virzita neka realistiska radisana; jo $i
pirma ievéro ne tikai dzives un dabas, bet ari makslas realitati. Maksla ievérot —
makslas realitati konstruktivisma prasiba” [Kikuts 1928b:25].

Vin$ izvirza divus konstruktivisma lozungus. Pirmais lozungs — uz vienkarsibu!
[Kikuts 1928b:26]. Otrais lozungs — par kolektivismu! [Kikuts 1928b:27]. Péteris
Kikuts arl méginajis definét konstruktivismu: “Vérojot konstruktivisma galvenas
raksturibas: vienkarsibu, stilizaciju, makslinieciski veidotas vielas koncentrésanu
un disciplinésanu, varam teikt, ka konstruktivisms ka makslas virziens izteic stili-
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zéti vienkarSotas formas dzives paradibu (ki pardzivojumu, ta pieredzéjumu)
butisko un cilvéka prata atzito istenibu” [Kikuts 1927:287].

Kikuts konstruktivisma literatara akcenté nepieciesamibu péc abstraktam
prata atzinam, ko gleznieciba izteic geometriskas figiras, bet literatara artikulativo
skanu konstrukcijas, dramatiskos darbos tiek izcelta koncentréta, vienkasota
darbiba, liriskos — spilgts pardzivojums, episkos — notikumu strauj$ virknéjums.
Konstruktivisma spilgtakas izpausmes P. Kikuts saskata franc¢u kultara — Pikaso
(Pablo Picasso), Marsela Prusta (Marcel Proust) un Pola Morana (Paul Morand)
darbos, bet vacu literatara — Georga Kaizera (Georg Kaiser) darbos, ipasi luga
“Gaze” (“Gas”), un Bernharda Kellermana (Bernhard Kellermann) romanos “Jesters
un Li” (“Yester und Li”) , romana “Tunelis” (“Zunnel”). Tiesi Kikuta uzskats, ka
konstruktivisma butiskaka iezime ir katra Zanra galveno iezimju attiri$ana no visa
lieka, pamato, kapéc zurnala “Trauksme” ir publicéta tipiska neoromantika Jana
Ziemelnieka dzeja, kura ir koncentréts pardzivojums arpus reala laika un telpas,
ka ari krievu dzejnieka Sergeja Jesenina (Cepeeti Ecerun) dzeja, kura ari dominé
tie$s, nepastarpinats pardzivojums.

Latviesu literatarzinatné tradicionali uzvérts, ka vietéjam konstruktivismam
nav sakara ar krievu konstruktivismu [pieméram, Kalnina I. E 1999: 252], bet tik
krass uzskats ir parspiléts. A. Grigulis savas atminas par J. Plaudi raksta: “Seviski
labi Plaudis bija informéts par futtristu grupas uzstasanas veidiem. Plaudis visu
muzu cienija Majakovski, bet tajos gados vél pazina Majakovski tikai ka futaristu
grupas locekli. Caks pats pa to laiku vél bija piesitinats ar imaZinistu grupas
principiem. Ari jaunais dzejnieks Péteris Kikuts daudz intereséjas par padomju
literatiru un bija aizravies ar t. s. “konstruktivistu” grupu, kas darbojas Padomju
Savieniba divdesmitajos gados. (..) Kikuts regulari sanéma ari mazu Padomju
Savienibas aviziti ar nosaukumu “Konstruktivist”” [Grigulis 1966: 398].

Zurnals “Trauksme” publicé krievu konstruktivisma dzejnieku Iljas Selvinska
(Mnos Cenveunckuit), Veras Inberes (Bepa Mnbep) dzejolus. Grigulis atzist, ka “no
Selvinska poémas “3ammckn mosra” ari atvasinats manas pirmas dzejolu gramatas
nosaukums “Reportiera piezimes”. No Selvinska poémas nemts ari manas pirmas
dzejolu gramatas epigrafs “JInpuka ormupaer, 5 gymaio o camoy6uiictse” [Grigulis
1966:398].

Pavila Vilipa un Aleksandra Caka 7urnala “Trauksme” publicéta dzeja nav
nemaz tik talu no krievu konstruktivisma galvena teorétika Kornélija Zelinska
(Kopnenuii 3enunckuir) uzskatiem. Par konstruktivisma galvenajiem principiem
Zelinskis uzskata izmantota materiala ekonomésanu, mérktiecibu, dinamiskumu,
celtnes racionalismu. Vinaprat, konstruktivisma dzejas galvenas iezimes ir: 1) darba
sizetiskums (redzams P. Vilipa, A. Caka, ari J. Plauza dzeja); 2) télosanas lidzeklu
ekonomija (visu trauksminieku dzeja); 3) varonu, ainavas u. c. aprakstiSanu ar
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vardiem, kas tuvi témai — ta sauktais lokdlds sematikas princips (P. Kikuta poéma
“Magina” vai A. Caka dzejolis “Modernais jauneklis’); 4) dzeja tiek izmantoti
prozas panémieni, kas palidz koncentrét lasitaja uzmanibu sev vélama gultné (dzeja
sastopami novelistiki pagriezieni, lozungi u. c.) [Zelinskij 2000: 369].

Pirmaja 7urnila “Trauksmes” numurd programmatiski ievietots A. Caka
dzejolis “Modernais jauneklis”:

Neprotu dziedat
par actinam zilam.
Neprotu gleznot
es caurdurtas sirdis uz bérziem,
Skaidyi un atkliti
nostdjos meiteném prieksi
un saku:
Redziet,
Jiis — gribu.
Miegainds sarunas
vienmer

par tedtri

dvéseli
makslu

lai paliek.
Sniedziet man lipas,
atlaujiet atraisit prievites —
cauri,
laiks maksi naudu. [Caks 1928/b:5].

Dzejolim raksturiga epataza, stilizacija, dzejola rindu vizualais izkartojums
akcenté dzejola dinamiskumu, dzejas cilvéks — modernais jauneklis — ir mérktiecigs
un lakonisks. Dzejolis ir ar sizetiskam iezimém, dzejola beidzamas divas rindas
veido novelisko pagriezienu. Lokala semantika atklaj jauna laika cilvéka cinismu,
attieksmi pret seksu un naudu. A. Caka dzeja kopuma nepieder konstruktivismam,
bet grupas zurnala pirmaja numura ievietota dzejolu kopa (pa vienam dzejolim no
autora) acimredzot ir atlasita, lai demonstrét autoru ieceréto konstruktivismu un
prezentismu.

Konsekventakais “Trauksmes” grupas konstruktivisma darbs ir P. Kikuta poéma
“Masina”. T3 ir cilvéka un masinas attiecibu stasts, kas sikas ar slavas dziesmu
masinai: “Masinas vézekli sveras, / atsperes speras, / keras un veras... / Raita / rit
ma$inas gaita. / Sviras / — celas un iras, / $kelas un $kiras, / neganti idot, / bidot
tonnatas nastas” [Kikuts 1930a: 4].
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Te redzam praksé P Kikuta uzskatu, ka literatiru veido artikulétas skanas
(asonanses — e, i, aliteracijas — r, §), ka ari lokalo semantiku — dzejoli izmantota
rapnieciska leksika (vézekli, sviras, tonnatas).

Cilvéks poéma pamazam apjédz, ka ari “cilvéks ir augstaka konstrukcija”,
savukart masina pati ir ka cilvéks. Laika gaita masinas klast arvien sarezgitakas
(tas rada jau lidmasinas, elektribu, kino), masinas ietver cilvéku no visam pusém,
un fabrikas, vilcienos, ostas moka miljonus stradnieku. Tas padarijusas pasu cil-
véku par masinu:

Vai, tiesam, masina neesmu es?
I ritus piecelos sesos,
gerbjos un édu;
ik dienas eju uz darbu,
straddju ilgi un griti;
parndku majds —
édu un gujos,
lai ritd
saktu no jaunal!
Vai, tiesam, masina neesmu es? [Kikuts 1930a:29]

Poémas beigas cilveks aicina masinu klat par draugu, kam japalidz nokratit
mokas:

Liec,

masinas spéks,

apbrunot uzvarai rokas!

Palidzi vienot, ne skelt,

palidzi celt,

palidzi nokratit mokas! [Kikuts 1930a:30]

Pétera Kikuta poéma ir dazada garuma rindas, daudz izsaukuma, jautajuma
zimju, daudzpunkti, uzrunas, dazadu atkapju rindas, kas vizuali tekstu veido
dinamiskaku un akcenté autora domu, poémai ir socials saturs (“Prasaim masinas
masam!”).

Makslas zinatniece Stella PelSe atzist, ka latviesu télotdja maksla var runat par
konstruktivisma atskanam, bet ne konsekventu panémienu un principu izman-
tojumu. Vina uzsver, ka literats Péteris Kikuts, turpinot apcerét impresionisma
un ekspresionisma pretstatus, traktéja konstruktivismu ka vélamo sintézi, kas
piedavatu batisku, dzilu saturu ar socialu virsuzdevumu marksisma gara [Pelse
2004]. Ari “Trauksmes” grupas dzeja un proza konstruktivisms nav kosekventi
realizéts virziens.
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Latvijas nabadziga industriala ainava kavéja industriala kontruktivisma dzejas
attistibu, jo “Trauksmes” grupa uzsvéra, ka dzejai ir jarada tagadniba. Janis Plaudis
atzist: “Tagadniba, jauna realitate, izriet no Sodienas pamatprasibam (maizes,
miera un humanitates)” [Plaudis 1928b: 23].

“Trauksmes” grupas dalibnieku dzejai raksturiga opozicija starp kritiku un
utopiju. Vini parnem ekspresionisma asos pretstatus, bet tos konkretizé sociali
un brizam ari politiski, ieklaujot dzejolos stradnieku un socialdemokratu kustibai
nozimigas realijas. Tagadnibas, jaunas realitates atklasanai “Trauksmes” grupa iz-
vélas attélot pilsétu. Te vini seko latviesu 20. gadu sakuma ekspresionisma (Pétera
Ermana, Linarda Laicena) tradicijai, kuru dzeja ienica lielpilsétas téls (pieméram,
L. Laicena krajums “Berline”). Visspilgtak latviesu dzeja pilsétu télo Aleksandrs
Caks. Guntis Berelis raksta: “Pilséta Cakam bija pasaules centrs, bitiba — vieniga
iedomadjama esamibas forma” [Berelis 1999:87].

Riga saja laika — no 1928. lidz 1930. gadam — nav konstruktivisma iemilotas
celtniecibas, milzigu rapniecisku darbu un celtnu, tapéc (un ne tikai tapéc) autori
pievérsas nomalu (A. Caks), stradnieku (V. Lukss, P. Kikuts), ostu (J. Plaudis,
A. Caks), fabriku (J. Grots) rajoniem. Dzeja iemiloti ir ubagu un nabagu téli
(P. Kikuts, ]. Grots). J. Grota dzejolu krajuma “Pavasara udeni” sastopam veselu
plejadi sadu télu: veco lopu dzingju, nastu neséju, zagaru lasitajus, veco sétnieku,
invalidu. Ir dzejoli, kuru uzdevums, tiesi tapat ka grupas spilgtajas perfomancés —
literarajos vakaros un ielu gajienos (aizgati no krievu futaristiem) — ir Sokét
konservativo sabiedribas dalu. Par to spilgti liecina dzejolu nosaukumi: “Cilveks
pie lopu kautuves” (J. Plaudis), “Liku pagraba” (J. Grots), “Négeris Tallinas
kafejnica” (Eriks Raisters), “Dzertuve” (A. Grigulis).

leva E. Kalnina, rakstot par 20.-30 gadu dzeju, uzver, ka “Trauksmes” grupas
darbos: “Tiesi pilsétas centrs ieglist minusa zimi, jo tas pieder nistajai pilsonibai,
kurus negativisti zimé metonimiskos télos (cilindri, panama galva, frakas, portfeli,
mansetes)” [Kalnina 1999:253].

P. Kikuts krajuma “Asie lazumi” saikni ar ekspresionismu norada ari nodalu
moto izvéle — tas ir tris, vél masdienas Joti slavenu vacu dzejolu rindas — Johannesa
Roberta Behera (Johannes Robert Becher) dzejola “Cilvék, piecelies!”, (“Mensch,
stehe aufl”) rindas “Keiner dir fremd | Einer jeder dir nah und Bruder”; Ernsta
Stadlera dzejola “Aforisms” (“Der Spruch”) — “Mensch, werde wesentlich!”, un pants
no Franca Verfela (Franz Werfel) dzejola “Labais cilvéks” (“Der gute Mensch”):

Sein ist die Kraft, das Regiment der Sterne,

Er hiilt die Welt, wie eine Nuss in Fiusten,

Unsterblich schlingt sich Lachen um sein Antliz,

Krieg ist sein Wesen und Triumph sein Schritt. [Kikuts 1928:36]
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Krajuma télota salauzto cilvéku rinda, kurus skar nabadziba, aukstums, izsal-
kums, kuri dzivo daudzdzivok]u majas pagrabos:

Man maize ir pasaka kida,

Man maize ir ligsanu téls

Un svétais, ko debesis rida,—

Kad muzigais vakars tumst véls. [Kikuts 1928:10]

Otraja krajuma nodala dzejas cilvéks nonak bezspéka, $aubas, vipu moka
domas un kaislibas:

Dzinu un kaislibu sprosts
Palicis esmu es Seit

Sevi, kur negals un posts. [Kikuts 1928:36]

Tre$aja dala “Jaunie veidi” liriskais varonis vienojas ar stradniekiem, piedalas to
cina, un abstrakrais visparcilvéciskais ekspresionistu nakotnes téls gust konkrétaku,
sociali skaidraku prieksstatu:

Tu, jaund valsts, par darba valsti klisi,

Kur pirmais sauksies darba daritdys,

Tu cilvekam par cilvécibu bisi,

Tu — miizigs célejs, muzigs veidotdjs. [Kikuts 1928:47]

Krajuma “Asie lazumi” beigas P. Kikuts ievietojis dramatisko dzeju “Pedéja
barikade”, kura darbiba noris 1791. gada 17. jalija Parizé. Francijas revolucionara
pagatne ir “Trauksmes” grupas autoru iedvesmas avots — P. Kikutam 1791. gads,
bet J. Grotam — Parizes komtna (1871).

Kritisko liniju “Trauksmes” grupas tekstos veido Latvijas un citu Eiropas liel-
pilsétu (J. Grota dzeja) socialdemokratiski ievirzitais skatijums. To, ka $ads skati-
jums ir loti nozimigs, liecina J. Plauza un P. Kikuta reakcija uz A. Caka izteikumu
zurnala, ka “Trauksmes” grupa varétu apvienot visus jauno celu meklétajus [Caks
1930:19]. Janis Plaudis atbild, ka tas nav iespéjams, grupa jau ta neesot dogma-
tiska — nav tacu prasiba visiem bt Latvijas Socialdemokratiskas partijas biedriem
[Plaudis 1930a].

Zurnala “Trauksme” labi var redzét, ka kritiska linija pret lab&jo partiju poli-
tiku tiek veidota apzinati, atlasot tekstus un autorus:

1) tek publicéti ari autori, kas nav grupas biedri, bet ir saistiti ar nelegalo

kreiso pretvalstisko darbibu, kuri tiesi pauz proletariskus uzskatus (Martins

Rozentals, Valdis Lukss u. c.);
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2) tiek atlasiti grupas autoru teksti, kas nav spilgtakie makslinieciska zina,
bet atbilst grupas socialdemokratiskajai ideologijai, te varam minét izvil-
kumus no A. Caka poémas “Zéns — ielas akrobats” vai J. Plauza stastu
ciklu “Padibenes”;

3) zurnalam “Trauksme” ir izcila tulkojumu dala, kura vini publicé moderno
dzeju, tulkoti Sergeja Jesenina (Cepreit Ecennn), Vladimira Majakovska
(Bradumup Masxosckuii), Sarla Vildraka (Charles Vildrac), Zila Roména
(Jules Romains) u. c. darbi, ipasa interese ir par jauno valstu — Lietuvas,
Igaunijas, Cehijas, Polijas literatiiru, bet te ari jitama atlase, jo vairaki
publicétie vai aprakstitie autori savas valstis ir arestéti par pretvalstisku
darbibu vai konfiscéti vinu darbi, pieméram, igaunu dzejnieks Rolfs
Rands, lietuvie$u dzejnieki Petras Cvirka, Kazis (Kazys) Jakubenas.

Utopiskas idejas dzeja saistas ar pasaules industrualizacijas idejam, nakotnes

stradniecibas valsti un Austrumiem ka jaunas, radosas kultaras dzimsanas telpu.
Eiropas ekonomiskas, socialas un kultaras attistibas iespéjas trauksminieki nesa-
skata ne Latvija, ne visa Rietumeiropa, kur valda cilvéki ar panamu galvi vai frakas.
Nakotnes industrializacijas principi spilgti redzami P. Kikuta poéma “Masina”, kur
ka spécigako attistibas valsti J. Plaudis un P. Kikuts redz Ameriku (ASV).

Sociala zina trauksminieki akcenté darba tautas valsts vai vismaz stradnieku

kustibas nozimes pieaugumu nakotné. Ta J. Grota dzejoli “Kiegelu dziesma” dzejas
meés ir stradnieki, kas apliecina:

Mes esam pamatskana sava laika zvanam,
Ko augstik lidz ar katru stavu cel,
Mes ari britkot nozibam un skanam

Ka zibens sarts, kas dardot tumsu skel. [Grots 1930:47]

Latviesu literatara 20. gados Austrumu motivi ir sastopami loti plasi, varam
minét Raini, Pavilu Roziti, Rihardu Rudziti, Linardu Laicenu u. c. “Trauksmes”
grupa atskiras vairakos aspektos. Vini uzskata, ka Rietumu kultara, apspiezdama
stradnieku kustibu Viné un Berliné (norades J. Grota dzeja), ir sevi izsmélusi, jau-
nas ierosmes naks no Austrumiem, kur slépjas jaunas kultiras spéks humanisma
atdzimsanai un stradnieku kustibas atjaunotnei. Trauksminieki Austrumus visbiezak
konkretizé ka Kinu un tas sociali zemakajam sabiedribas grupam — riksam, kalijiem,:

Kuliji saule reiz sils,
Nejutis dzestrumu trisu.
Kulijiem neatpems risu —
Uzvarés zils! [Plaudis 1930:52]
(Plaudis komentara dzejolim paskaidro, ka zils ir tautas térpa pamatkrasa Kina.)
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Zurnala “Trauksme” atdzejoti un publicéti ari krievu dzejnieka Sergeja Tretja-
kova (Cepeeii Tpemvskos) dramas “Kina, bréc!” (“Poruu, Kumair”) fragments, Johan-
nesa R. Behera dzejolis “Vétra par Sanhaju”, ka ari Iljas Selvinska konstruktivas
dzejas piemérs “Niekosanas”, kas konstrué Kinas dzives ainas. Kinie$u uzvardi, kas
veidoti no zilbém, konstruktivistiem ir ka kiegeli, ar kuriem bavét tekstu.

Dzeja ir atsauces uz 20. gs. 20. gadu Pilsonu karu Kina, traktéjot to, ka zemako
kartu sacel$anos pret baltajiem, bagatajiem apspiedéju slaniem, un trauksminieku
dzejas cilvéks jut solidaritati ar Kinas stradniekiem:

Kaujas tad pret baltis varas velniem

Pieminés kd kvélus brives sartus

Briliem dzelteniem un braliem melniem.

Kas uz cilvécibu véra vartus. [Plaudis 1930:50]

Trauksminieki akcenté Kinas uzvaru par Rietumu pasauli, radot, ka Rietumu
burzuazija baidas, klausoties radio par aktivitatém savas kadreiz paklautajas terito-
rijas, un modélé nakotnes ainas. Ta Janis Plaudis:

Piesmies, piesmies Kantona kultiru Sminkéto,
Sanbaja nogremdes pasauli veco,

Piebaidis stivajai Eiropai —

Amerikn —!

Un pari Kinas miiriem,

Par pasaules jumtu

Kap —

Dazeltends briesmas — — — [Plaudis 1930:60]

Kinas motivi $aja dzeja ieklaujas “Trauksmes” grupas proponétaja vienkarsaja,
ekonomiskaja, konkrétaja un stilizétaja izteiksmé. Sociali kritiska atticksme pret
tagadni Latvija trauksminieku dzeja ir ciesi saistita ar solidaritates apliecinajumiem
stradniecibas kustibam pagatné un tagadné, cerot uz utopisku kopigu darba valsti
nakotné.

“Trauksmes” grupa 20.-30. gadu sakuma kreiso ideju ietekmé bija viena no
aktivakajam dzejas procesa veidotajam un modernizétajam ar saviem sabiedris-
kajiem, estétiskajiem uzskatiem, ar dzejas un atdzejas darbiem. Grupas parstavji
dzeju uzskatija par sabiedrisku ideju informacijas neséju, kas kalpo darba néméju
interesém. Konstruktivima principu izmanto$ana dzeja pievérsa uzmanibu ieprieks
latvie$u dzeja neizmantotiem téliem un lokalajai semantikai, veicinaja modernaka
dzejas stila iedibinasanu latviesu literatara.
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THE LITERARY GROUP “TRAUKSME” (“ALERT")
AND CONSTRUCTIVISM

Abstract

A number of literary groups existed in Latvian literature at the turn of the 1920s
and 1930s. The literary groups had at least two of the following elements: literary
manifestos or programmatic articles, media publications, and a definite circle of
authors. The defender of the leftist ideas in the political and aesthetic respect was
the literary group “Trauksme” (“Alert”). The magazine was irregularly published from
November 1928 until January 1931; however, the group actively existed until May
1930.

The editorial board of the magazine consisted of Péteris Kikuts, Janis Grots, and
Janis Plaudis. In the first issue of the magazine they published a programmatic article
“We Exist”. In this article it was aggressively declared what the members of the group
were for or against. They were in favour of the social function of literature. The most
important theoreticians of the group were Péteris Kikuts, who stressed the affiliation
of the group with constructivism, and Janis Plaudis, who examined the issue of the
present.

The poetry of the “Trauksme” group members was characterised by an opposition
of criticism and utopia. They took over the sharp contrasts of expressionism; however,
they made these contrasts socially and sometimes also politically concrete.

In order to reveal a new reality, the group “Trauksme” chose to depict the city.
The authors turned to suburbs and port areas, factories and working-class dwellings.
The favourite images of their poetry were the beggars and the poor. Their utopian
ideas were connected with the ideas of industrialisation of the world, a working-class
state and the East as a space for the birth of a new and creative culture. The members
of the group made the East concrete by the concept of China and the socially lowest
classes of its society.

Keywords: constructivism, Latvian literature in 1920s and 1930s, literary group,
CONSLYUCtIvISM in poetry.
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DAZAS RIETUMU MARKSISTU IDEJAS, ALBERTA BELA PROZA
UN LITERARAIS KINEMATOGRAFISKUMS

20. gadsimta sakuma vizualas kultaras un literataras attiecibas notika batiskas
parmainas: dazadu makslas veidu sintéze veicinaja daudzbalsigu literaru darbu
raganos. Pamats tam galvenokart bija jaunu tehnologiju ietekme uz makslu, ka
arl tradicionalo makslu tuvinasanas literattrai (pieméram, jaund poétika un
Jaund gleznieciba), un otradi — vizualitates ietekme uz literataru lidz pat ekfrazes
limenim: “Ir pamats domat, ka pavérsiena uz attélu pirmas kontiaras ieziméjas
(..) lidz ar fundamentalajam izmainam télainaja domasana, modernisma sludinato
un realizéto makslu mijiedarbibu un sintézi, ar fotografijas un kino masveidigu
ienaksanu dzivé un jaunam reproducésanas iespéjam” [Brémere 2013].

Pirma $o izmainu apzinasana notikusi krievu formalistu darbos 20. gadsimta
20. gados — valodas teorijas satikas ar jauna redzéjuma jeb kino teorijam (piemé-
ram, Viktora Sklovska, Jurija Tinanova, Borisa Eihenbauma un Sergeja Eizensteina
rakstos), literaru darbu radiSanai tika mekléta “valoda, kas domata redzésanai”
[Min 1990]. Kino pamata eso$a montazas tipa véstijuma nakotni raksta “Sizeta
sadali$anas” (1929) paredz krievu literatiras pétnieks Osips Briks: “Memuaru,
biografiju, atminu, dienasgramatu Zanrs klast par vadoSo musdienu literatara
un drosi izstumj lielo romanu un garo stastu zanru, kas lidz $im domingjusi. (..)
Vienotas darbibas, vienotas intrigas vieta mums ir atsevisku, biezi vien savstarpgji
nesaistitu aininu virkne” [Bpux 2000].

Lai gan kino nav radies peksni un ta attistibu ir ievadijusi virkne tehnologisku
izgudrojumu, pieméram, Tomasa Edisona kinetoskops u. c., tiesi kino tika piedé-
véta spéja mainit kultaras attistibas gaitu. Viens no pirmajiem filozofiem, kas
pievérsas vizualas kultaras un ipasi kino ietekmes aprakstam, bija Valters Benja-
mins. Sava hrestomatiskaja, 1936. gada publicétaja eseja “Makslas darbs ta teh-
niskas reproducéjamibas laikmeta” Benjamins apraksta laikmetigas kultaras
transformacijas, iezimé galvenas to problémas. Lai gan eseja kluvusi par vienu no
filmu teorijas starakmeniem, Benjamins ne tik daudz raksta par to, kas ir kino,
cik vérté to, ka kino darbojas un iedarbojas [Hansen 1987], tadéjadi rosinot
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turpmakajos gadu desmitos nerimstosas diskusijas par to, kadas ir kino attiecibas ar
citam makslam, pieméram, literatiru: “Bet tad naca filma un uzspridzinaja visu $o
cietumu ar sekundes dalas dinamitu, un, lak, més jau mierigi dodamies aizraujosa
celojuma pa cietuma drupam. Tuvplana iespaida telpa paplasinas, paatrinats kadru
pladums paplasina laiku. Un lidzigi tam, ka fotopalielinagjums ne tikai dara jau
ta redzamo skaidraku, bet tiesi otradi — atklaj pavisam jaunas matérijas uzbaves
struktaras, tie$i tapat kadru paatrindjums rada ne tikai pazistamos kustibas
motivus, bet ari atklaj $o pazistamo kustibu vida nezinamo. (..) Ta klast skaidrs,
ka daba, ko redz kamera, atskiras no tas, kas pieejama acij. (..) Lai mums kopuma
ir zinama ta kustiba, ar kadu tiek nemtas skiltavas vai karote, bet més diez vai ko
zinam par to, kas patiesiba notiek starp roku un metalu (..). Te ari ielauzas kamera
ar saviem paliglidzekliem, nolaidumiem un pacélumiem, ar spé&ju partraukt un
izolét, izstiept un saspiest darbibu, palielinat un samazinat attélu. Ta atklaja
mums vizuali neapzinata jomu, lidzigi ka psihoanalize — instinktivi neapzinato”
[Benjamin 2007]. Lai gan filozofs ir kritisks pret jauno midikslu, $ajos Benjamina
vardos var just ari vina analitisko pratu, apbrinu un centienus saprast, ka kino
iedarbojas uz ierastajiem iztéles aspektiem. Benjamina minétie kameras efekti klu-
vusi par vértigu véstijuma dazadosanas ieguvumu tiem literatiem, kas ievie$ kino
pasaulei raksturigos elementus dailradé.

Filmam raksturigo elementu (filmé$anas kameras redzéjums — tuvplans,
panorama, optiskie efekti, ka ari ainu montaza, kino industrijas kliSejas u. c.)
ienaksana literatira ir viens no ipatnéjakiem kino ietekmes rezultatiem. Valters
Benjamins gan praktiski nepieskaras literatiiras un kino mijiedarbibai, rakstot
par visparéjam kultaras izmainam, tacu vina ideja par kultiras tehnologisko mij-
iedarbibu atrodas literattras un kino ietekmju pétniecibas pamata.

Viskoncentrétak literara kinematografiskuma jédziena teorétiskajam skaidro-
jumam pievérsusies krievu literattirzinatniece Irina Martjanova (Mpuna A. Mapmos-
Hosa), 1994. gada aizstavot disertaciju “Kinoscenarija teksta kompozicionali sin-
taktiska uzbave”, un uz tas pamata sarakstot monografiju “Krievu teksta kino-
gadsimts: literara kinematografiskuma paradokss” (Kutosex pycckozo mexcma:
napadoxc numepamypoil kunemamozpaguurocmu). Termins literirais kinemato-
grafiskums (numepamypnas xunemamozpaguurocmyp) latvieSu valoda ienacis tiesi
no vinas darbiem. Jaatzimé, ka mégindjumi pétit kino ietekmi literatara ir
notikusi praktiski visa 20. gadsimta laika, ipasi — péc Valtera Benjamina darbu
aktualizé$anas 60. gados. Ki nozimigus var minét tadus pétniekus ki Carlzs
Eidsviks, Gavriels Mozess, Deivids Sids, Kristofers Raiss Meijers u. c. Lai gan,
pieméram, ASV literataras pétnieks Deivids Sids sava monografija “Cinematic
Fictions” (2009) izmanto jédzienu kinematogrifiska rakstnieciba [Seed 2009], ar
to domajot atsevisku literataras veidu, pétnieka novérojumi netiesi saskan ar tam
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pazimém, ko formuléjusi Irina Martjanova. Literara kinematografiskuma pazimes
var dalit strukturalas un funkcionalas.

Galvenas strukturalas pazimes ir $adas:

1) izteikta véstitaja novérotdja pozicija, pasam gandriz neiesaistoties dar-
biba; varona redzespunkts ir nostadits lidzigi ka kustiga kamera. Nereti
autors arl pats norada, ka ir aiznémies attélojuma panémienus no kino:
“Nepiemeérotais objekts bija sievietes galva, kuru rotaja reti spalvota melna
cepure (..), ta auga un auga, naca arvien tuvak un tuvak, kamer satika vina
acis kinematografisku attélu manieré” [James 1909];

2) montazai lidziga ainu maina, kas nereti atspogulojas uzskatama grafiska
veidola (sadalijuma atseviskas rindkopas):

“Vinu izveda un iebaza ierinda.
Vin$ apskauj Puskinu, Sasu.
Loti viegli elpot” [TeirsiHos 1925].

Funkcionalas literara kinematografiskuma pazimes ir tiesas atsauces uz kino
pasauli—filmas skatiSanas, veido$ana, aktieri, reZisori, kinoteatris, kinematografiskas
ekfrazes un reminiscences: “Ar ilgam, gandriz paniskam, parskatot majas ménesi
pirms vina dzims$anas uznemtu filmu, vins redzéja pavisam pazistamu pasauli, tos
pasus apstaklus, tos pasus cilvékus, bet apzinajas, ka vin$ pavisam neeksisté $aja
pasaulé, ka neviens vina prombiitni nepamana un neskumst péc vina” [Ha6okos
1954].

Rodas iespaids, ka literara kinematografiskuma strukturalas pazimes visbiezak
ir lidzigas scenarija tipa tekstu elementiem — ar mizanscénu aprakstiem, atsevisku
ainu un darbibu montazu, biezi vien ari ar grafiski attiecigi markeétu jeb fragmentétu
tekstu. Literara kinematografiskuma funkcionalas pazimes ir nozimigas konteksta
un ir vislabak pamanamas, jo parstav télus, motivus un sizeta elementus.

leprieks minétos literara kinematografiskuma elementus latviesu literatara var
ievérot praktiski visos Alberta Bela darbos. Rakstnieka romaniem ne tikai piemit
jau $eit ieprieks citéta formalista Osipa Brika ievérota modernas prozas isa forma,
bet ari fragmentarisms un montazas elementi.

Alberta Bela romana “Buris” paradas varonis, kas vislabak atbilst kinokameras
pozicijai — §is varonis ir biiri ieslodzitais arhitekts Eriks Bérzs. Tapéc $aja romina
uzskatami funkcioné literara kinematografiskuma elementi — gan strukturalie, gan
arT funkcionalie — to nav daudz, bet tie ir spilgti. Literara kinematografiskuma
strukturalis pazimes ir redzamas romana “Biiris” piektis nodalas sikuma, kad Eriks
Bérzs tiek nolaupits un ieslégts bari. Tiek attélots kads vakars, kad Bérzs brauc ar
savu automasinu pa meza celu, lidz vinu aptur laupitaji. Sis ir epizodiskas ainas,
ko Bérzs paspéj novérot un veéstitajs piefiksét ar scenarijam lidzigu lakonismu.
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Ir svarigi noradit, ka katra montazas kompozicija ieklauta aina ir tikusi grafiski
markéta vai iespiesta atseviska rindkopa:

“Redzamiba bija nieciga.

(..) masina léni rapas stavaja cela kapuma.

Pelécigs koka stumbrs sagumzitu zaru un lapu jakli guléja pari celam.
Edmunds Bérzs nonéma kaju no gazes pedala (..).

Bérzs izkapa uz cela. Kajas iegrima irdenas smilds (..).

Vin$ atjédzas automasina.

lespiests aizmugures sédekli starp diviem viriem. (..)

Auto apstajas” [Bels 1972].

Salidzinajumam — fragments no iepriek$éjam romana nodalam, kuras noti-
kumi rit tikpat strauji, tacu teikumi nav markéti ka atsevisku rindkopu centralie
elementi un lidz ar to neveido montétu ainu iespaidu (nav montazas spriegums starp
elementiem): “Dindans apturéja auto, nospieda sajigu un bremzi, neparslégdams
atrumu, jo tad butu jaatlaiz roka no “nakts tarifa”. Protams, braucienu nu vins ne-
varéja péksni uzsake, atruma slégs stavéja tresaja roba. Grunts te bija smilsaina.”
[Bels 1972]

Lai gan literara kinematografiskuma strukturalas pazimes médz liecinat par
rakstnieka poétikas ipatnibam, radosiem un tehniskiem eksperimentiem, idejiski
daudz interesantakas ir literara kinematografiskuma funkcionalas pazimes — kad
rakstnieks ievie$ romana ar kino saistitus télus, romana konteksta piemin nozimigas
filmas vai varonus.

Alberta Bela romana “Buris” literarais kinematografiskums daléji kalpo ka sa-
biedribas kritikas instruments. Proti, lai gan ar Valtera Benjamina darbiem Alberts
Bels 1972. gada, kad top “Buris”, nebija pazistams, ari latviesu rakstnieka darba var
sastapt diezgan kritisku attieksmi pret 20. gs. kulttiru, kuras viena no zimigakajam
ipatnibam joprojam ir kino.

Kino bija nostiprinajis savas izklaides un makslas pozicijas padomju kultara —
visa tas pastavésanas laika. Liela nozime bijusi tam, ka jau cariskaja Krievija tika
iedibinatas kino veidosanas tradicijas un lidz ar revolaciju kino tika apzinats ka
spécigs propagandas lidzeklis, kas atspogulojas pazistamaja Vladimira Lenina tézé
par kino ka svarigako no makslam [Bontauckuit 1925]. Runajot par atkuspa pe-
rioda kultaru, rietumu pétnieki atzimé svarigu tendenci: lai gan krievu (lasi —
padomju) kultara augsta literattira joprojam ienémusi vadoso lomu makslu hier-
arhija, arvien vairak saka ieziméties verbalas un vizualas kultaras attiecibu sarez-
gitiba. Saja parmainu perioda vizuilajiem diskursiem pretojoties logosa tiranijai,
tadi kino Zanri ka komédija un gimenes melodrama kluva par alternativu varda
makslas formam; 60. gadi ir laiks, kas dévéjams par pasaules un ari padomju
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kultaras arvien pieaugosas vizualizacijas periodu, kad attistas ne tikai kino formas,
bet ari industrija [IIpoxopos 2007]. Tas ir laiks, kad veidojas Alberta Bela radosa
personiba. Jau 70. gados kino kluvis par ikdienisku paradibu padomju pilsona
dzivé, tomer ta kvalitates ir apsaubamas un tapéc skatitaju degradéjosas. Padomju
kino, salidzinajuma kaut vai ar daziem $a un ieprieksé¢ja laika pasaules kino
Sedevriem, manami nobal, tapéc $is makslas dominance ikdienas izklaides joma
var izraisit logocentrisma parstavju kritiku. Viens no $iem nosacitajiem kritikiem ir
arl no 1966. lidz 1969. gadam Maskava Augstakajos scenaristu kursos studéjusais
jaunais rakstnieks Alberts Bels.

“Bura” galvena varona raksturojuma Bels ieklauj literara kinematografiskuma
funkcionalo pazimju elementus — min kinoindustrijas klatbatni varona dzives
uzbuvé. Kad arhitekts Bérzs pazad, vina sieva izmeklétajam stasta, kads varétu
bt vira iecienitakais dzivesveids, ieziméjot gan 70. gadu padomju individa “miet-
pilsoniskas” un sociali atsve$inatas dzives standartus, gan ipasu, arl diezgan apro-
bezotu izpratni par kino ka makslu: “Edite zinaja, ka vislabpratak vinas virs dzi-
votu $adi. Maza istabina, siltu paklaju izklata, uz milzigi plata divana, siltuma pie
televizora, radio, magnetofona, pie gramatam, platém un magnetofona lentém.
Pie kinofilmam, ko vins$ pats buitu uznémis. (izcélums mans — /. D.) Un
nebaitu vinam jamazgajas, nebutu jadzen barda (..)” [Bels 1972]. Romana “Buaris”
paradokss ir tads, ka profesionali ar kino pasauli nesaistitajam Bérzam beidzot
ir iespéja veidot savu filmu tad, kad vins noklast nevis omuliga dzivokli, bet slégta
bari meZa vida. Lai to attélotu, tiek lietoti literara kinematografiskuma strukeuralie,
tas ir, mazak uzkritosie, lasitaja atpaziSanas spéju prasosie elementi: “Acis radija labi.
Neparasti skaidri varéja saskatit attalako koku zarinus, lapinas, eglu ¢iekurinus, ara
pasaulé vin$ dazkart bija lietojis vieglas brilles. Tas bija palikusas zemé, smiltis, péc
sanemta sitiena nokritusas” [Bels 1972].

Ari citos agrinajos darbos Bels pret kino industriju nav saudzigs. It ka atsau-
coties uz Benjamina tézi par kino viltus kultu jeb personalijam zvaigznu statusa
[Benjamin 2007], ari Bels médz noradit uz viltus iespaidiem, kurus var sagadat
kino. Pieméram, viena no saviem agrinajiem stastiem “Spéks asas” (1966) Bels
attélo varoni, kur§ kolekcioné slavenu cilvéku makus un portfelus. Ipasi stasta
varonis izce] “Augstakas Padomes deputata Bartevica kabatas portfeli un slavenas
kinoaktrises Vilmas Rinetas naudas macinu ar vinas monogrammu” [Bels 1966].
Ja deputata iespéjamais prototips ir stasta uzrakstisanas laika reali eksistéjoss poli-
tikis Leonards Bartkevi¢s, aktrise nav reali eksistéjosa persona, un vinas vards vai
varda prototips nav atrodams ne 60. gadu, ne agrako laiku kinohronikas.

Savukart funkcionalie literara kinematografiskuma elementi stasta “Ermoniku
Zanis” norada uz galvena varona — pilséta iekluvuia laucinieka Zana — socialo
atsve$inatibu un pieklausanos ilaziju un kino pasaulei: “Vin$ klida talak pa
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bulvari. Visas nedélas filmas apskatitas, majas iet negribas, meitenes nevienas,
nevienas meitenes! Ja varétu ar kadu izrunaties no sirds!” [Bels 1968]. Un, talak:
“Vienu vakaru vins$ spéléja kaismigu milétaju, lagdams satiksanos, otru vakaru —
aizvainotu viru, kas negrib, neparko negrib laist palaidnigo sievu atpakal dzivokli,
treSo vakaru — kautru jaunekli, ko pavedina pieredzéjusi atraitne, un ta bez gala’
[Bels 1968].

Visai groteski Alberts Bels veidojis scenarista Pingerota raksturu romana
“Poligons” (1977), liekot noprast, ka seksisms pastav ne tikai atseviska cilvéka uz-
skatos, bet 70.—80. gadu sabiedriba kopuma, turklat tas ir saistits ar masu kultiru,
konkréti, kino: “Pingerots gan zobojas, ka vienigais sievietes sporta objekts esot
virietis, ka vieniga bumba, ar ko i vispasaules izlases komanda labprat spélétos,
esot virietis. Ja sieviete precizi $auj, vins teica, tad tikai tapéc, ka mérké virietim; ja
sieviete atri skrien, tad tikai tapéc, lai nokertu virieti; ja cinas ar sapieri, tad tikai
tapéc, lai smailé uzdurtu viriesa sirdi; ja slido, tad ne jau pricka péc, bet tadél, lai
virietis izmezgitu pratu, sarezgitas slidu zimes uz ledus atifréjot.

Visai banala, bulvarromanu un seksfilmu gara ieturéta sievietes izpratne, bet
tada eksistgja” [Bels 1977].

Romans “Buris”, ka ari stasts “Spéks tisas” un citi darbi (romani “Saucéja balss”,
“Poligons”, “Saknes”, “Bezmiegs”, “Latvie$u labirints”) liecina, ka Bela prozas cen-
tralie varoni kopuma ir raksturojami ka sociali atsvesinati — tas ir atsvesinajums
attieciba pret sabiedribu un vélikajos Bela romainos ari pret tuvinickiem. So
komunikacijai neatvérto un intraverto télu raksturojumam nereti tiek pievienots
arl kino skatitaja (“Poligons”) vai pat kinematografiska redzéjuma veidotaja
(“Baris”) statuss, kas netiesi apliecina, ka rakstnieks apzinas sava uz izklaidi un
vuarismu tendéta laikmeta trakumus un iespéjamo zemds vizualas, nevis augstis
verbalas kultaras dominanti. Tapéc, iespé&jams, nemot véra laika un geografiskos
aspektus, kas $kir Albertu Belu no Valtera Benjamina, latvieSu rakstnieka proza
atrodamas idejas var skatit ka rietumu marksista paustajiem uzskatiem tipologiski
lidzigas, domajot par kultiiras vizualizacijas tendencém un kino pieredzes piedavato
atsve$inajumu [Benjamin 2007].

Alberta Bela rado$as domas un rietumu marksisma ideju radniecibas plasakai
interpretacijai var minét rakstnieka laikabiedra, masu dienas vél aktiva marksista
amerikanu filozofa Frederika Dzeimsona (1934) vardu, kura pazistamakais darbs —
eseju krajums “Redzama pazimes” (Signatures of the Visible, 1990) apkopo no
1979. lidz 1988. gadam tapusos rakstus. Dzeimsons ir Valtera Benjamina idejis-
kais péctecis, kur§ péta musdienu kultaru tas vizualizacijas aspekta, uzskatot to
par dominéjoso. Dzeimsons raksta, ka forma, kura varétu ietilpt zinasanas par
musdienu véld kapitalisma kultaru, varétu klat par vizudlo ontologiju, kuras
ietvaros visas nozimes tiek giitas sprieguma “starp skatiena dominanci un vizuala
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objekta neierobezoto vizualo bagatibu” [Jameson 1990], tapéc kino vizualitate ka
kultaru veidojoss faktors atrodas DZeimsona uzmanibas loka. Ka pretstatu mis-
dienu vizuali parnemtajai kultarai Dzeimsons izdala reilisma narativa aparitu —
klasisko romanu formas tekstus, citiem vardiem — véstijoso un icklaujoso, nevis
fragmentéto un atsvesinato.

Jadoma, ka lidz ar Valtera Benjamina aizsaktas idejas par kino ka individa
apzinu mainoso, atsvesinajumu un viltus kultu producgjoso faktoru, Alberta Bela
proza iemieso arl Dzeimsona minéto pretstatu viduspunktu. Proti, Bela biezi vien
realistisku véstijumu saturosie, tomér saméra isie un literara kinematografiskuma
vizualitati izmantojosie romani atrodas véstijosas un vizualas kultaru sadursmes
teritorijd. Péc Valtera Benjamina, tehnologiskas razosanas laikmeta makslas darbs
zaudé savu auru [Benjamin 2007]. Tapéc viens no celiem, kuru var iet autors, ir
auras atgisanas méginajums, veidojot jaunu stilistiku [ITpoxopos 2007] — viens no
sadas stilistikas iespéjamajiem veidiem ir literara kinematografiskuma strukturalo
un funkcionalo elementu ieviesana literara darba. Turklat tas, ka $ie elementi pilda
arl laikmeta kritikas lomu, neraugoties uz masu kultaras popularitati padomju
laiktelpa, kura Bela proza ir radita, budama talu no Rietumu filozofijas domas
publikacijam, nozimé, ka literarajam kinematografiskumam var piemist diezgan
izteiktas socialkritiska instrumenta iezimes.

Literarais kinematografiskums ka estétiska paradiba uzskatams par kompro-
misu starp tradicionalo auru un aktivu lasitaja pieredzi prasoso kultru, un to jauno
makslu, kas radusies uz tradicionalas makslas pamata. Ja literatara parpem kino
narativa panémienus un izmanto to jaunu, bet ne radikalu formu un struktaras
veidosanai, tad literarais kinematografiskums uzskatams par labvéligu iznakumu
tam, ko Benjamins dévé par reproducéta makslas darba auras pazusanu. Eseja
“Makslas darbs ta tehniskas reproducésanas laikmeta”, filozofs raksta: “Skaista
glezna aicina skatitaju apcerét; gleznas prieksa skatitajs var lauties asociacijam.
Kinokadra prieksa tas nav iespéjams. Tikko skatitajs aptvers to ar skatienu, tas
jau bus prom. Tas nelaujas fiksacijai” [Benjamin 2007]. Talu ar literari kinemato-
grifa palidzibu fiksét un apcerét kinokadru ir vairak neka iesp&jams, apliecinot
kino ka makslas statusu. Daléji kino notver$ana verbalaja darba var notikt pat
értak neka ar videoaparattru, prasot no lasitaja/skatitaja atpazisanu, zinasanas un
koncentraciju.
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SEVERAL WESTERN MARXIST IDEAS: ALBERTS BELS’'S PROSE
AND LITERARY CINEMATOGRAPHIC APPROACH

Abstract

The Latvian writer Alberts Bels (b. 1938) uses elements of literary cinemato-
graphy in his prose. Although the number of these elements is not large, they testify
to the fact that there is nothing unintentional in the writer’s prose.

One of the ways how to establish the semantic load of elements of literary
cinematography is to examine the context in which these elements are used following
the views of the 20™ century Marxist leaders.

Thus, as an aesthetic value, literary cinematography in Alberts Belss writings
can be seen as a compromise between traditional culture, which according to Walter
Benjamin requires an aura and active experience of the reader, and the new art which
was created on the basis of traditional art. If literature takes over the patterns of
narrative cinema and uses them to create new, yet non-radical forms and structures,
literary cinematography can be regarded as a favourable result of what Benjamin calls
the loss of aura in a reproduced work of art.

Keywords: western marxist ideas, literary cinematographic approach, prose.



