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Projekta “Atrasts tulkojuma.
Rainis un Aspazija” koordinatore
Vasingtonas Universitate (Sietla, ASV)

LatvieSu valodu Vasingtonas Universitates
Skandinavu studiju departamenta macu jau
astoto gadu. Mans darbs nav tikai macit senu,
skaistu un no lingvistikas viedokla unikalu pa-
saules valodu, bet gan ari iepazistinat amerika-
nu studentus, kuri dazkart pat neko nav dzirde-
jusi par masu valsti, ar vienreizigu kulttiru un
literatliru. BieZi jutos ka Latvijas véstniece uni-
versitaté, jo esmu Seit vieniga Latvijas parstave.

Kad pastastiju studentiem par iespéju piedali-
ties Raina un Aspazijas darbu tulkosanas kon-
kursa, sastapos ar milzigu atsaucibu. Gandriz
visi gribéja piedalities, pat nemot véra to, ka lie-
laka dala studentu latviesu valodu macijas vél
tikai pirmo gadu. Ta ka valodas klase satiekas
katru dienu, mums bija iespé&ja vesela semestra
piektdienas veltit abiem latvieSu dzejniekiem.
lepazistinaju studentus ar Raina un Aspazijas
dzlvi, studenti lasija dzejnieku darbus angliski,
lai saprastu, ko vélas tulkot. Katrs izvél€jas sev
vispiemérotako. Pats tulkoSanas process izradi-
jas loti radosSs un noderigs. Studenti iemacijas
daudzjaunu vardu, vingrinajas pretstatit teiku-
mu konstrukcijas anglu un latviesu valoda.

Nosleguma pasakuma piedalijas vairaki Sietlas
latvieSu sabiedribas parstavji, ari vini, studen-
tu iedvesmoti, bija iztulkojusi kadu Raina vai
Aspazijas dzejoli. Konkursa uzvarétaja Emilija
padzilinati intereséjas par latvieSu tautasdzies-
mam un moderno dzeju. Vina izvéléejas tulkot
fragmentus no Raina lugas ,,Zelta zirgs”. Emi-
lijas veikums nav tulkojums, bet gan atdzejo-
jums, savukart eseja ir zinatnisks pétijums par
lugas valodu.

Uzvarétaji un ieguvéji ir visi, kas piedalijas. Liels
paldies par So iespéju!

Mg. philol.
Iveta Grinberga

Latviesu valodas un kultiras
vieslektore VasSingtonas
Universitates Skandinavu
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Emilija Beiere, stradajot ar Raina
lugas ,Zelta zirgs” tulkojumu, bija
pirma gada latviesu valodas klasé.

Sakuma es [oti baidijos tulkot Raina bérnu
lugu ,Zelta zirgs’, jo mana latviesu valoda
vél ir bérna liment. Si luga bija tik nozimiga,
ta piedalijas latviskas identitates veidoSand
pagdjusaja gadsimta. Zelta zirga tulkojums
anglu valoda bija dzili mani ietekméjis, bet,
stradajot pie mana tulkojuma no latviesu
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Emily Beyer. My Heart Runs to Me: Sacred Speech
and Spiritual Progression in Zelta Zirgs!

Emilija Beiere. Mana sirds skrien pie manis:
sakrala runa un gariga izaugsme luga “Zelta zirgs”1

Zelta Zirgs, translated as The Golden Horse,
was published in 1910 by Latvia’s literary fa-
ther Rainis, the pseudonym of Janis Plie3ans.
Rainis’ play participates in a literary trend
that Alfreds Staumanis (1972) describes in
Latvian Theatre: A Synthesis of Ritual and
National Awakening. This trend was one in
which early Latvian dramas evoked Latvian
folk rituals with pagan components on the
stage. The trend emerged in Latvia’s mid-
19th Century Romantic movement, the first
National Awakening, which Rainis and his
contemporaries continued in their dramat-
ic works. Their plays referenced folk rituals
that were “kept alive through constant rep-
etition of the Latvian folk song, the daina,
and the folk tale” (Staumanis, 1972, p. 175).

1 Some quotations from the play are my own
translations. To represent the folk song
meter, these passages scan roughly in iambic
tetrameter. Other quotations are from Inde’s
2012 translation of the play. These do not scan.
I have included the Latvian to show the meter.

Latvie3u literatiiras téva Raina, istaja varda
Jana Pliek3ana, luga Zelta zirgs ir publicéta
1910. gada. Raina luga pieder pie literatt-
ras virziena, kuru Alfréds Straumanis (1972)
raksta LatvieSu tedtris nosauc par ritualu un
tautas atmodas sintézi. Tas bija virziens,
kura agrinajas latvieSu dramas uz skatuves
tika apvienoti latviesu folkloras rituali ar
paganiskajiem elementiem. Sis literarais vir-
ziens, ko Rainis un vina laikabiedri parsta-
véja savas dramas, paradijas Latvija 19. gs.
vidii pirmas Tautas Atmodas laika. Vinu lu-
gas atainoja folkloras ritualus, kas tika “uz-
turéti dzivi pastavigi nododot no paaudzes
paaudzei latvieSu tautasdziesmas jeb dainas
un pasakas” (Straumanis, 1972, 175).

1 Dazi citati no lugas ir mani tulkojumi. Lai
atspogulotu tautasdziesmu ritmiku, anglu
tulkojuma péc iespéjas ir izmantots jamba
pantmérs. Paréjie citati ir no V. Indes 2012. gada
izdota Raina lugas tulkojuma. Taja Sis pantmérs
nav izmantots.

Pantméra ilustracijai ieklavu ar tekstu latviesu
valoda.
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According to Staumanis (1972), the dainas,
the traditional Latvian folk songs sung in
four-line trochaic or dactylic tetrameter,
bear “the ethical principles of the Latvian
nation” (p. 177). The dainas also participat-
ed in daily traditional life by containing
spiritual information. For example, they
include mythological deities and their in-
timate relationships to singers, as well as
an animistic belief system. The first Latvi-
an dramas incorporated the many Latvian
folk rituals that were and are accompanied
by these songs, from weddings, to calen-
dar festivals such as the summer solstice,
to daily work rituals (Staumanis, 1972). Lit-
erary critic Ziedonis noted that for Rainis,
“man’s life was inseparable from the dain-
as...as though singing were as necessary
as breathing” (1969, p. 31).

Zelta Zirgs’ elegance and richness depends
on myriads of folk song references and
folk song imitations. For example, linguist
Valdis Zeps (1972), argues that Rainis is the
only Latvian writer to successfully imitate
Latvian folk song meters in his plays and
poetry. Infused with Latvian folklore and
ritual and layered with folk song meters
and folk songs, drama became an effective
method for Rainis and his predecessors to
forge a new Latvian national identity, ad-
vance their political agendas, and educate
large groups of Latvian speakers (Stau-
manis, 1972).

Along with creating plays that endeavored
to educate and inform a new national audi-
ence, Rainis also explored models for mod-
ern heroism in his plays, including Zelta
Zirgs. Ziedonis (1969) argues that models
for spiritual heroism pervade all of Rainis’

Straumanis (1972) uzskata, ka dainas —
tradicionalajas latvieSu tautasdziesmas,
kas ir trohaja vai daktila pantmeéra sa-
rakstitas Cetrindes, ir paslépti “latvieSu
tautas étikas principi” (177. Ipp.). Dainas
bija neatnemama ikdienas dala, kas satur
garigu informaciju, pieméram, tas iemie-
so mitologiskas dievibas un to attiecibas
ar dziesmu dziedatajiem, ka ari animisma
uzskatu sistému. Pirmajas latvieSu dra-
mas izmantoti daudzi latvieSu folkloras
rituali, kas bija un ir papildinati ar kazu,
gadskartu, pieméram, vasaras saulgrie-
Zu vai ikdienas darbu ritualu dziesmam
(Straumanis, 1972). Literataras kritikis
Ziedonis rakstijis, ka Raina prat “cilvéka
dzive nav atdalama no dainam... dzieda-
Sana bija tikpat nepiecieSsama cik elposa-
na” (1969, 31).

Lugu Zelta zirgs elegantu un bagatigu
padara neskaitamas atsauces uz tautas-
dziesmam un tautasdziesmu imitacijam.
Pieméram, valodnieks Valdis Zeps (1972)
uzskata, ka Rainis ir vienigais latvieSu
rakstnieks, kur$§ savas lugas un dzeja
veiksmigi imité latvieSu tautasdziesmu
pantméru. ledvesmojusies no latvieSu
folkloras un ritualiem, Rainis un vina lai-
kabiedri radija dramas, kuras izmantotas
latvieSu tautasdziesmas un to pantmeéri.
Sis dramas kluva par efektivu lidzekli
jaunas latvieSu nacionalas identitates
veidoSanai, politisko uzskatu virzisa-
nai un lielas latvieSu dalas izglitoSanai
(Straumanis, 1972).

Radot lugas, kas izglitotu un informétu
jauno tautas auditoriju, Rainis tajas, ie-
skaitot Zelta zirgu, ir attistijis modernas
varonibas paraugus. Ziedonis (1969) uz-



dramas. He writes that Rainis redefines the
same modern hero in each of his dramas
and books of poetry: “Rainis developed his
spiritual thoughts through dialectical pro-
gressions and spiritual growth and devel-
opment of his heroes in his dramas, from
the basic level to the spiritual level of liber-
ation” (p. 127). This dialectical progression
toward spiritual refinement occurs in Zelta
Zirgs in the conversation between the hero
Antins and the White Father disguised as
Nabags. Their discussion enables Antins to
climb a glass mountain and win a contest
for a sleeping princess’ hand in marriage.
While the play is indebted to an Estonian
fairy tale (Ziedonis, 1969), it also models
psychological or spiritual freedom, describ-
ing how the hero Antins relinquishes his
desire and “becomes his own,” or becomes
himself; (Smidchens, 2007; Rainis, 2012,
p-137). This heroic model is embedded into
the structure of the dialogues and the allu-
sions to Latvian folk songs.

In Zelta Zirgs, characters either speak in te-
trameters that allude to traditional Latvian
folk song meter or in prose. This paper ex-
plores the question of how this distinction
functions in the play. Il argue that characters
speak in folk song meter during heiropha-
nies, and these heirophanies mark the spir-
itual progress Antin§ makes throughout
the play. Heirophanies are moments in time
where a divine persona or the numinous
leaks through into reality, creating a sacred
reality. In the play, supernatural characters,
who speak in folk song meter, support An-
ting’ transformation into a spiritually liber-
ated hero by providing divine wisdom. We
see these moments in clothing metaphors,
discussions of the heart and soul, and de-

skata, ka visas Raina dramas ir sastopami
garigas varonibas paraugi. Vins raksta, ka
Rainis katra sava drama un dzejas grama-
ta dzejas moderno varoni definé atkal no
jauna: “Rainis attistija savas garigas do-
mas caur savu dramu varonu dialektisko
progresu, garigo izaugsmi un attistibu
no pamatlimena lidz garigas atbrivo3a-
nas limenim” (127. lpp.). Dialektiska at-
tistiba uz garigo pilnveidi notiek lugas
Zelta zirgs varona Antina un Balta Téva,
kas maskéjies ka Nabags, saruna. Si saru-
na iedroSina Antinu kapt stikla kalna un
uzvarét sacensiba par gulosas princeses
roku. Lugas siZets ir panemts no igaunu
pasakas (Ziedonis, 1969), tai pat laika,
luga ir paraugs psihologiskai vai garigai
brivibai, radot ka varonis Antin$ atsakas
no savas vélésanas un klast “vin$ pats”
(Smidchens, 2007; Rainis, 2012, 137). Sis
varonibas modelis ir paslépts lugas dia-
logu struktiira un tas sasaucas ar latviesu
tautasdziesmam.

Zelta zirgd personas vai nu runa cet-
rindés, kas atbilst tradicionalo latvieSu
tautasdziesmu uzbivei, vai ari proza. Sis
raksts péta, ka cetrindes vai teksti proza
funkcioneé luga. Es uzskatu, ka personas
runa tautasdziesmu pantmeéra hierofani-
jas laika, un $is hierofanijas nosaka Antina
garigo izaugsmi lugas gaita. Hierofanijas
ir momenti, kad dieviskas vai pardabiskas
personas ielauzas realitaté, padarot reali-
tati sakralu. Pardabiskas lugas personas,
kas runa tautasdziesmu pantmeéra, ar die-
vikas gudribas palidzibu nodroSina An-
tina parvérsanos par garigi brivu varoni.
Sie momenti redzami apgérbu metaforas,
sarunas par sirdi un dvéseli, ka arl naves
aprakstos. Hierofanijas luga sastopamas
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scriptions of death. Heirophanies occur
in the play not only when a supernatural
character is speaking in folk song meter,
but also in instances where a human has
reached equal status to the divine in a cor-
relative or parallel relationship with a deity
by accessing his own soul, located in the
heart. These humans also speak in folk song
tetrameter. Therefore, folksong meter indi-
cates that a divine persona is present in the
play. It also indicates that divine wisdom is
being conveyed.

Conversations in folk song meter recur
throughout the play. In Act 1, Scene 1 An-
ting’ father dies speaking in folk song me-
ter. In later acts, Anting, the White Father,
the Black Mother, the princess, and the
voices of the nature deities speak in folk
song meter?. In contrast, other characters,
such as the avaricious brothers Lipsts and
Bierns, can only maintain folk song meter
for short periods of time. They speak pri-
marily in prose. In prose, they reveal ava-
rice, divisiveness, and derisiveness toward
others, and a lack of unity or cooperative
action. Characters speaking in prose, in-
cluding the spectators at the castle and the
court members, obsess about their desires
for material possessions and their beliefs
about social hierarchies, class norms, and
material wealth as an entitlement to power.
Therefore, in the play, the presence of folk
song meter suggests a sacred discourse
that becomes differentiated from profane
speech as indicated in prose.

2 The nature deities speak in trochaic trimeter,
but this meter also alludes to folk songs,
poetry, and singing.

ne tikai, kad pardabiskas personas runa
tautasdziesmu pantmeéra, bet ari tad, kad
cilvéks ir sasniedzis dieviska statusu, tas
ir, atrodas paralélas attiecibas ar dievisko,
jo tad vin3 var pieklat pats savai dvéselei,
kas atrodas pasa sirdi. Sie cilveki ari runa
cetrindés. Tadéjadi, tautasdziesmu pan-
tméra lietojums norada uz to, ka luga ir
dieviSka persona un ka dieviska gudriba
tiek nodota talak.

Sarunas tautadziesmu pantméra luga
paradas atkal un atkal. Pirma céliena
pirmaja aina Antina tévs mirstot runa
tautasdziesmu pantméra. Citos célienos
Antins, Baltais Tévs, Melna Mate, prince-
se un dabas dievibu balsis ar1 runa tautas-
dziesmu pantmeéra, turpreti mantrausigie
brali Lipsts un Bierns nav spéjigi ilgstosi
runat tautasdziesmu valoda.? Vini galve-
nokart runa proza. Prozas tekstos atklajas
mantrausiba, nevienpratiba, neciena pret
citiem, ka ari nespéja vienoties un sadar-
boties. Personas, kas runa prozas valoda,
tostarp, skatitaji, kas pulcéjas pie pils, vai
tiesas locekli, ir parnemti ar savam veél-
meém péc materidliem labumiem, uzska-
tiem par sabiedribas hierarhiju, normam,
bagatibu, kas nosaka tiesibas uz varu.
Tadéjadi, tautasdziesmu metrikas izman-
tojums luga atklaj sakralo diskursu, kas
klast par pretstatu prozas tekstos lietota-
jai profanajai runai.

2 Dabas dievibas runa trohaja trisrindés, bet
Sis pantmérs atbilst tautasdziesmu, dzejas un
dziedasanas tradicijam.



Sacred and Profane Realities

Before examining instances of poetry
and prose in the play and Anting’ spiritual
progression, it may be helpful to summa-
rize Mircea Eliade’s classic theory that de-
scribes the difference between sacred and
profane realities in “pre-modern” societies.
Eliade’s definitions are useful for analyzing
the play as referencing traditional aspects
of life in pre-modern Latvia. Rainis for ex-
ample, sets the play in “a room in a farm
dwelling where a serf resides” (Rainis, 2012,
p. 3). Although the play exists in the fan-
tastical world of fairy tales, as Straumanis
(1972) and Ziedonis (1969) suggest, the
allusions to folk ritual were part of actual
life—the annual festivals, the performance
of folk songs, and aspects traditional life in
19th and early 20th Century Latvia. Folklor-
ic allusions in the play function to preserve
and encapsulate these traditions, defining
a new national culture and discourse that
maintains its connection with the past.
Therefore, this play while fictional is also
connected to reality, both to the past and to
Rainis’ hope for the future of Latvian iden-
tity. Zelta Zirgs, evokes Eliades’ description
of pre-modern or religious societies that
recognize a distinction between a sacred
and a profane reality. In contrast, modern
societies have lost access to the sacred and
only understand a differentiation of reality
in places that represent nostalgic moments,
such as locales for weddings (Eliade, 1959).

For religious people in “pre-modern” soci-
eties, such as Latvians singing traditional
songs during centuries of serfdom, Eliade
argues, “The sacred and profane are two
modes of being in the world, two existential

Sakrala un profana realitate

Pirms tiek runats par dzejas un prozas va-
lodas lomu luga un Antina garigo izaugs-
mi, butu lietderigi aplukot Mirca Eliades
(Mircea Eliade) Klasisko teoriju, kas pa-
skaidro starpibu starp sakralo un profa-
no pirms-modernisma laika sabiedribas.
Eliades definicija noder, lai analizétu luga
atspogulotos sabiedriskas dzives aspektus
pirms-modernisma laika Latvija. Raina lu-
gas darbiba notiek “lauku majas kalpa vira
istaba” (Rainis, 2012, 3). Lugas darbiba ri-
sinas ari pasaku fantazijas pasaulé. Strau-
manis (1972) un Ziedonis (1969) uzskata,
ka folkloras rituali — gadskartu svétki,
tautasdziesmu dziedaSana, bija dala no
ikdienas dzives Latvija 19. gs. un 20. gs.
sakuma. Folkloras ritualu atspogulojums
luga darbojas, lai saglabatu un iemtzina-
tu §is tradicijas, definéjot jaunu nacionalo
kultaru tada diskursa, kas uzturétu saikni
ar pagatni. Tadéjadi, luga, kas patiesiba ir
fantastika, attiecas uz realitati — gan uz
pagatni, gan ari Raina ceribu par jaunu
latvisko identitati. Zelta zirgs sasaucas ar
Eliades pirms-modernisma vai religiozo
sabiedribu raksturojumu, kas parada at-
Skirtbu starp sakralo un profano realitati.
Pretéji tam, modernas sabiedribas ir zau-
déjusas saikni ar garigo. Tas saprot, ka
realitate var but atskiriga, bet tas iespé-
jams tikai vietas, kas saistitas ar kaut ko
nostalgisku, pieméram, vietu, kur notiek
kazas (Eliade, 1959).

Eliade parada, ka religiskiem cilvékiem
no pirms-modernisma laika sabiedribam,
kadi bija latviesi dzimtbuSanas laika, kad
vini dziedaja tautasdziesmas: “Sakralais
un profanais bija divi pastavésanas veidi
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situations assumed by man in the course of
history” (1959, p. 14). The first mode is the
sacred where “man becomes aware of the
sacred because it manifests itself, shows
itself, as something wholly different from
the profane” (p. 11). To designate the act
of manifestation of the sacred, Eliade uses
the term “heirophany” (p.11). A hieroph-
any can be created or occur naturally as
the numinous is invoked or observed/felt.
Second, and in contrast, profane space re-
mains neutral space where “no qualitative
breaks occur” (p. 33).

Furthermore, in her analysis of holiness and
the sacred in Latvian folklore from folkloric
and ethnographic collections from the 19th
and 20th Centuries, Svetlana Ryzhakova
(2010) describes a hierophany as “the ap-
pearance of deities and sacred objects. One
of the important signs of the sacred, judg-
ing by Latvian folkloric texts, is its ability to
be suddenly revealed, to emerge” (pp. 147-
148). Similarly in Zelta Zirgs, we see fictional-
ized moments that reference folk traditions
on the stage, where speech in folk song
meter denotes an emergence of sacred re-
ality. In these moments, a Latvian deity is
present conveying wisdom or a character
understands his heart. Eliade (1959) argues
that religious “man” craves sacred space to
dwell there indefinitely and to have access
to that power. Eliade also describes thresh-
olds or boundaries between profane and
sacred realities, “where the passage from
the profane to the sacred becomes possi-
ble” (p. 25). Zelta Zirgs reflects this, as Antins
speaks in meter more often throughout the
play, eventually gaining divine status. Meter
functions as this type of threshold between
sacred and profane realities.

pasaulé, divas cilvékam pienemamas ek-
sistences formas vésturiska skatijuma”
(1959, 14). Pirmais veids ir sakralais, kad
“cilvéks apzinas sakrala pastavésanu, jo
tas izpauz un parada katra paSa butibu
ka kaut ko atskirigu no profana” (11. Ipp.).
Lai aprakstitu darbibu, ka notiek iecelSana
svéto karta, Eliade lieto terminu “hierofa-
nija” (11. Ipp.). Hierofanija var notikt dabi-
ga cela, kad stipra religiska vai gariga klat-
butne tiek piesaukta vai sajusta. Pretstata
tam, profana telpa ir neitrala telpa, kura
“nenotiek kvalitativi lazumi” (33. Ipp.).

Svetlana Rizhakova (Svetlana Ryzhakova)
(2010), analizéjot svéto un sakralo 19., 20.
gs. latvieSu folkloras un etnografijas ko-
lekcijas, hierofaniju raksturo ka “dievibu
un svéto objektu paradiSanos. Viena no
svarigakajam svéto pazimém, spriezot
péc latvieSu folkloras tekstiem, ir spéja
pék3ni paradities” (147. — 148. Ipp.). Lidzi-
gi arl Zelta zirga redzam fantazijas brizus,
kad tautas tradicijas tiek parnestas uz
skatuves, un tautasdziesmu pantméra
rakstita runa apzimeé sakralas realitates
paradidanos. Sajos brizos paradas lat-
vieu dievibas, atnesdamas gudribu, vai
lugas varonis saprot savu sirdi. Eliade
(1959) skaidro, ka religisks “cilvéks” alkst
péc iespéjas bezgaligi uzkavéties sakrala-
ja telpa un vélas bt tuvuma Sai dieviskai
varai. Eliade ar1 apraksta slieksnus vai ro-
bezas starp profano un sakralo realitati,
“kur kluist iespéjama pareja no profana uz
sakralo” (25. Ipp.). Zelta zirgs atspogulo, ka
Antins lugas gaita arvien biezak runa tau-
tasdziesmu pantmeéra, beidzot nokladams
dieviska statusa. Tautasdziesmu pantmérs
darbojas ka slieksnis starp sakralo un pro-
fano realitati.



Folk Song Meter and Sacred Reality

Heirophanies are indicated in folk song
meter at the very start of Zelta Zirgs. Act 1
of Zelta Zirgs introduces audiences to the
difference between sacred and profane
realities by contrasting conversations in
Latvian folk song meter and conversa-
tions in prose. The play begins with the
father’s death. The father complains in
folk song meter of getting colder and of
an unwelcomed guest’s arrival, while his
three sons mend tools. The Black Mother,
a divine persona, quickly enters the house.
She holds the father’s hands, pushes out
his last breath, and waits to escort his
spirit away, while he says his last words.
Her supernatural presence strengthens
the sense of heirophany, an incursion of
sacred reality, accompanied by supernat-
ural beings, into profane reality:

FATHER

Who pulls me by my legs and feet?
ANTINS

It is just your children, Papa.
FATHER

She must have already entered,
Unwelcomed, late arriving guest,

She must have crept in secretly
Through the gap along the window
Or through the keyhole’s empty eye,
Or down the chimney with the smoke.

(Beyer trans. Act 1, Scene 1)

Tautasdziesmu pantmeérs
un sakrala realitate

Jau pasa lugas Zelta zirgs sakuma tautas-
dziesmu pantmeérs norada uz hierofani-
jam. Pirmaja céliena lasitaji tiek iepazis-
tinati ar sakralas un profanas realitates
atskiribam. Tas tiek panakts pretnostatot
sarunas tautasdziesmu pantméra saru-
nam prozas teksta. Luga sakas ar téva
navi. Kameér tris téva déli labo darbarikus,
tévs sava runa, kas ir tautasdziesmu valo-
da, siidzas par aukstumu un nelagta viesa
klatbuatni. Melna Mate, kas télota ka die-
viska buitne, atri ienak maja. Vina tura téva
rokas, atnem vina pédéjo elpu un gaida,
kad varés vest téva dvéseli prom, kameér
tévs saka savus pédéjos vardus. Melnas
mates pardabiska klatbutne pastiprina
hierofanijas sajutu, sakralas realitates ie-
lauSanos profanaja realitaté pardabiskas
batnes pavadiba:

TEVS

Kas aiz kajam mani rausta?
ANTINS

Teétin, Se tik tavi bérni.
TEVS

Bis gan tomér ienakusi
Neltgta un véla viesna;
Slepu iek3a iezagusies

Vai pa skirbinu gar logu;
Vai pa atslégcauruminu,
Vai pa skursteni pret damiem.

(1. céliens, 1. skats)
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While the Black Mother in the play is
a symbol of death (Ziedonis, 1969, p. 168).
She is also reminiscent of the chthonic
Goddess Mara from Latvian folk songs.
Mara is connected to the color black, to
retrieving the dead, and to other mother
goddesses in the folk song tradition — the
Earth Mother and the Mother of Shades—
who also escort the soul to the underworld
(Vike-Freiberga, 1989b; Ryzhakova, 2010).
The Black Mother’s presence in Act 1 war-
rants the use of folk song meter that sep-
arates sacred reality from profane reality.

Straddling the realms of life and death, the
Black Mother is obviously a supernatural
character who creates a hierophany, but
the father also has access to sacred power,
as seen in his speaking in folk song meter
to his sons before her arrival. His use of
meter indicates three aspects of the fa-
ther’s character. First, the presence of folk
song meter without an obvious supernat-
ural character reflects virtuous leadership
in the household and daily singing tradi-
tions. For example, the father describes
his sons’ inheritance before dying not as
money but instead “- vieniba ta manta; Ta
ir paglabata sirdis;-it is unity/That wide
estate saved in your heart” (Beyer trans.
Act 1, Scene 1). The father’s statement re-
veals that his character is virtuous, which
in the Latvian traditional sense of virtue
includes “hardworking all one’s life, a rev-
erence for one’s gods, and respect for el-
ders” (Vike-Freiberga, 1989, p. 11).

Second and most important, “unity, the
wide estate stored in the heart,” is wisdom
from the father’s soul. The heart is where
Rainis locates the soul, the sacred aspect of

Melna Mate luga ir naves simbols (Ziedo-
nis, 1969, 168). Vina ar1 atgadina latvieSu
dievibu Maru, kas sastopama tautas-
dziesmas. Mara ir saistita ar melno krasu,
miru$o dabusanu atpakal un citam tau-
tasdziesmu tradicija sastopamajam dievi-
bam — Zemes Mati un Tumsas Mati — ku-
ras pavada dvéseles uz pazemes valstibu
(Vike-Freiberga, 1989b; Ryzhakova, 2010).
Melnas Mates klatbutne 1. céliena nosaka
tautasdziesmu pantmeéra lietojumu, bet Sis
lietojums noskir sakralo realitati no pro-
fanas.

Melnas Mates spéja savienot dzivibas un
naves valstibas liecina, ka vina acimredza-
mi ir pardabisks téls, kas rada hierofaniju,
tacu ari Tévam piemit spéja pieklut sakra-
lajiem spékiem, ka to liecina vina saruna
ar déliem tautasdziesmu pantméra pirms
Melnas Mates ierasanas. Téva runa tau-
tasdziesmu valoda norada uz trim vina
personibas aspektiem. Pirmkart, tautas-
dziesmu pantmeéra lietojums bez parda-
biska téla klatbutnes parada, ka majas
saimnieciba tiek vadita saskana ar izpratni
par tikumu, dziesmu dziedaSanas tradiciju
gara. Pieméram, Tévs pirms naves skaid-
ro déliem, ka vértigakais mantojums nav
vis nauda, bet gan “vieniba ta manta; ta ir
paglabata sirdis” (1. céliens, 1. aina). Téva
vardi liecina, ka vinam piemit tikums, bet
latvie$u izpratné tikums nozimé “smagu
darbu visa muza garuma, godbijibu pret
Dieviem un cienas izradiSanu vecakiem
cilvekiem” (Vike-Freiberga, 1989, 11).

Otrkart un galvenokart, “vieniba ta man-
ta; ta ir paglabata sirdi,” ir Téva gudriba,
kas nak no vina dvéseles. Dvéseli Rainis
ir noglabajis katra sirdi un tas ir cilvé-



humanity. For example, the princess’ soul,
Taurenite, in Act 4, Scene 2 says to Antins,
Es esmu dvéselite/No tavas princesites/
Slép mani sava sirsnina!/Lai klausas tava
dvéselite, Ko saka princesite; [ am the soul
of the princess, hide me in your heart so
that your soul may listen to what the prin-
cess says” (2012, p. 97). Here Taurenite
reiterates the human soul’s location is in
the heart. Similarly, the father’s last words
reveal he understands his own heart. This
concept of unity is divine wisdom that he
has learned from his soul. Because he un-
derstands his soul’s message, he can lead
the family, even his avaricious older sons, in
the sacred discourse using folk song meter.
Third, the father bears a correlative status
to the supernatural White Father in the play.
Therefore, the human father’s presence ex-
presses a hierophany, and the use of folk
song meter suggests unity in the household
without the obvious presence of a deity.

Rainis further emphasizes this parallelism
between the White Father and a human
who has reached divine status after the
father dies. For example, in Act 1, Scene
6, the characters speak in folk songs me-
ter again when Nabags, the disguised
White Father, arrives. The White Father
represents Dievs in the Latvian panthe-
on (Ziedonis, 1969). Rainis uses the motif
from Latvian legends, in which Dievs can
be “met on one’s path or knocking on the
door as an old man in beggar’s robes test-
ing the virtue and generosity of humans
who are afterward rewarded or punished
accordingly” (Ankrava, 2013, p. 367). As
the following interchange shows, Nabags
greets the three brothers offering con-

ciguma sakralais aspekts, pieméram,
princeses dvésele. Taurenite 4. céliena
2. aina saka Antinam: “Es esmu dvéselite
/ No tavas princesites / Slép mani sava
sirsnina! / Lai klausas tava dvéselite /
Ko saka princesite” (2012, 97). Taurenite
vairakas reizes atkarto, ka cilvéka dve-
sele atrodas sirdi. Lidzigi arl Tévs savos
pédéjos vardos atklaj, ka vins saprot savu
sirdi. Vienibas jédziens ir dieviska gudri-
ba, ko Tévs macijies no savas dvéseles.
Tapéc, ka vins saprot savu dveéseli, ving
spéj vadit gimeni. Pat vina mantrausigie
vecakie déli sakralaja diskursa lieto tau-
tasdziesmu pantmeéru. Treskart, Téva téla
luga daléji iemiesots ari pardabiska Balta
Téva statuss. Tadéjadi cilvéciska téla Téva
klatbutne izraisa hierofaniju, bet tautas-
dziesmu pantméra lietojums iezimé “vie-
nibu” majas bez acimredzamas dievibu
klatbatnes.

Talakajas ainas Rainis uzsver paralélis-
mu starp Balto Tévu un cilvécisku butni,
kas sasniegusi dievibas statusu péc tam,
kad Tévs ir miris. Pieméram, 1. céliena
6. aind, kad paradas Nabags — maskéjies
Baltais Tévs, personas atkal sarunajas
tautasdziesmu pantméra. Baltais Tévs
parstav Dievu no latvieSu Dievu panteo-
na (Ziedonis, 1969). Rainis lieto motivu no
latvieSu teikam, kuras “Dievu var satikt
uz takas, vai ari vin$ var pieklauvét pie
majas durvim veca vira izskata térpies
ubaga dranas, lai parbauditu cilvéku tiku-
mus un augstsirdibu, bet vélak vinus par
to apbalvotu vai soditu” (Ankrava, 2013,
367). Talakajas ainas, kad notikusi maina
starp téviem, Nabags sveicina tris bralus
un izsaka lidzjatibu, lietojot tautasdziesmu
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dolences in folk song meter, which sug-
gests ceremonial or traditional greetings
(Smidchens, 2015) and also invite all three
brothers into sacred discourse:

THE BEGGAR

Good evening, my lovely children.
BIERNS

Another arrives as soon as one dies.

THE BEGGAR

May all good spirits dry your tears.
Your sorrow is great now, children.
Your cherished father has passed on,
Has departed like the old year.

LIPSTS
We know that better on our own.

(Beyer trans., Act 1, Scene 6)

In Act 1, Scene 6, the comments of Lipsts
and Bierns, the two older brothers, “Who is
this, another father?” and “Another arrives
just as one dies,” reveal the parallelism
between the two fathers. This parallelism
between the White Father and the human
father further alludes to Latvian folk songs
about orphans, where “the parentless con-
ditions of the orphan are seen as unnatural
(in the dainas)...a condition of disequilib-
rium. To reestablish equilibrium, the gods
themselves have to step into the function
of natural parents,” supporting the orphan’s
destiny and wellbeing (Vike-Freiberga, 1980,
p. 55). Nabags, the supernatural White Fa-
ther in disguise, steps into the household
as this new father, answering the brothers
with a simile, “He (the father) has departed
like the old year.” This simile further sup-
ports the parallelism between fathers. In

pantmeru. Sie sveicieni ir rituali vai tradi-
cionali (Smidchens, 2015), vin$ ari ieladz
visus tris bralus sakralaja diskursa:

NABAGS

Sveiki, mani milie bérni!
BIERNS

Kas tad 8is par tadu tévu?
Viens te miris, cits jau klatu.
NABAGS

Lai jel visi labie gari

Zave jusu asarinas!

Nu jums lielas bédas, bérni,
Miris jasu milais tétins,
Aizgajis ka vecais gadins.
LIPSTS

To més pasi labak zinam.

(1. céliens, 6. skats)

1. céliena 6. aina abu vecako bralu Lipsta
un Bierna izteiktie komentari: “kas tad Sis
par tadu tévu?” vai “viens te miris, cits
jau klatu” atklaj paralélismu starp abiem
teviem. Sis paralélisms starp Balto Tevu
un Tévu, kas ir cilvéks, sastopams arl
tautasdziesmas par barepiem, kur “ve-
caku trakums bareniem tiek uzlakots ka
pretdabisks (dainas)... lidzsvara trakums.
Lidzsvara atjaunoSanai, Dieviem paSiem
jastajas vecaku vieta un japilda vinu
funkcijas,” lai nodrosinatu barenu labkla-
jibu un likteni (Vike-Freiberga, 1980, 55).
Nabags — maskeéjusies pardabiska bit-
ne Baltais Tévs ierodas majas ka jaunais
tévs, atbildot braliem ar salidzinajumu:
“vin3 (Tevs) aizgajis ka vecais gadins.” Sis
salidzinajums vélak bus ka apliecinajums
paralélismam. Vel pie tam, lugas darbiba
notiek ziemas saulgriezu laika un jauna



addition, the play takes place at the winter
solstice and a new year’s beginning, just as
the White Father/the new father arrives to
support the orphaned brothers. Therefore,
the human father has a strong correlative
relationship to the divine White Father. The
human father’s parallel relationship to the
White Father and knowledge of his own
soul allow him to command sacred space
with folk song meter, imparting divine wis-
dom to his sons, while he is alive.

In Nabags’ entrance, we also see the link
between folk song meter and spiritual
progression. For example, Nabags tests
the brothers’ generosity and their virtue,
asking for food and water in folk song me-
ter. Bierns fails the test, as the lines below
show, lapsing into prose. He falls out of
unity with Nabags and his brothers, ut-
tering sentences that move further away
from the soul’s wisdom:

BIERNS

What do you want? Why did you come here?
You too should go—as the old year passes.
THE POOR MAN

[ will go dear son,

I'll go right away,

Just as your Father left.

Give me a bit of bread,

A mouthful of water,

And a moment of rest from my journey.
BIERNS

This is not a shelter for the poor. Go! Work!
Then you will have something to eat.

Why do you loaf and loiter here?

(Rainis, 2012, p. 22; Act 1, Scene 6)

gada sakuma, gluzi ka Baltais Tévs / jau-
nais tévs ierodas, lai palidzétu braliem
bareniem. Tadéjadi, Tévam, kas ir cilvéks,
ir cie$s koreléjo$s sakars ar dievisko Balto
Tévu. Gan Téva un Balta Téva paralélas
attiecibas, gan Téva zinaSanas par savu
paSa dvéseli lauj vinam but piederigam
sakralajai telpai un tautasdziesmu valoda
nodot dievisko gudribu saviem déliem,
kameér vin$ vél ir dzivs.

Nabaga ieraSanas skaidri iezimé saikni
starp tautasdziesmu pantmeéra lietojumu
un garigo izaugsmi. Pieméram, Nabags
tautasdziesmu valoda parbauda bralu
augstsirdibu un tikumus, prasidams édie-
nu un udeni. Bierns, ka tas vélak redzams,
neiztur parbaudijumu, vina runa turpinas
prozas teksta. Vin$ izkrit no “vienibas” ar
Nabagu un saviem braliem, runadams
teikumus, kuri aizvien vairak attalinas no
dvéseles gudribas:

BIERNS

Ko tu gribi? Ko tu staiga?

Ej jel pats ka vecais gadins!
NABAGS

leSu, délin, talin ieSu,

Ta ka gaja jusu tétins.

Dod tik maizites man drusku,
Udens malcinu, ko padzert,
Bridi atpusties no celal

BIERNS

Te nau nekada patversme prieks
nabagiem! Ej stradat, tad tev bus ko ést.
Ko slaisties te un térzeé.

(1. céliens, 6. skats)
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Nabags lingers, describing in prose the
feast at the palace and the contest to
climb the glass mountain to save and mar-
ry the sleeping princess. In doing this, he,
as the White Father, rejects the two older
brothers. In essence, he encourages them
to go toward their own deaths, which they
do in Act 3, when the older brothers com-
pete and die in the contest arguing with
each other in prose.

Act 1 in Zelta Zirgs introduces supernatu-
ral characters in disguise or partial occlu-
sion and their divine status allows them to
command sacred space through the use of
folk song tetrameter in the dialogs. Act 1
also suggests that humans can function as
heirophanies as well, once they are elevat-
ed to divine status by accessing their soul’s
wisdom, and by commanding speech in folk
song meter. In this Act, folk song tetram-
eter is also connected to a traditional life,
a code of ethics, and virtuous conduct.

The Dialectic Relationship
in Folk Song Meter

Act 1 introduces relationships between
humans and supernatural beings in the
tetrameter of Latvian folk songs that
contrasts with the human division and
derisiveness expressed in prose. In Act 2,
Rainis suggests an amplification of sacred
space and time by casting the majority of
lines in the folk song meter. During this
act, Antin$ and Nabags wander into the
forest, and into a sacred reality full of
deities and spirits. When Antin$ will not
open up to Nabags, Nabags encourages
intimate conversation about the princess

Nabags uzkavéjas, lai prozas teksta pa-
stastitu par dzirém pili un kapsanu stikla
kalna, princeses glabsanu, un ari sacensi-
bam par vinas roku. Baltais Tévs doma, ka
abi vecakie brali tam nav derigi. Patiesiba,
vin§ pamudina abus bralus doties nave,
kas arl notiek 3. céliena, kad vecakie brali
sacensas un mirst, pasi sava starpa stridé-
damies prozas valoda.

Zelta zirga 1. céliena iepazistamies ar par-
dabiskam personam, kas ir maskéjusas vai
daléji paslépudas, un vinu dieviskais sta-
tuss lauj tam funkcionét sakralaja telpa.
Dialogos tiek lietots tautasdziesmu pant-
mérs. 1. céliena atklajas, ka ari cilvéki var
darboties ka hierofanijas. Atklajot savas
dveéseles gudribu un lietojot tautasdzies-
mu pantmeru, vini tiek iecelti dieviskaja
statusa. Tautasdziesmu cetrindes forma
tiek sasaistita ari ar ikdienas dzivi, étikas
kodu un tikumisku ricibu.

Dialektiskas attiecibas
tautasdziesmu pantméra

1.céliena attiecibas starp cilvékiem un
pardabiskam butném tiek télotas latvie-
Su tautasdziesmu ¢etrrinZu forma. Pretéji
tam, izsmejamas cilvéku attiecibas télo-
tas prozas tekstu forma. 2. céliena Rainis
paplasina sakralo telpu un laiku, lielako
dalu teksta veidojot tautasdziesmu pant-
meéra. Saja céliena Antins un Nabags klist
pa meZu un atrodas sakralaja realitate,
kas ir pilna ar dievibam un gariem. Rei-
z@s, kad Antins pret Nabagu negrib but
atklats, Nabags uzsak sarunu par prin-
cesi, mainot valodu uz tautasdziesmu
formu. Saja fragmenta redzams, ka vins,



by changing the conversation into the
folk song meter. As the following excerpt
shows, he sings a folk song that creates
a threshold for sacred poetic thought and
discussion, leading to sacred space:

THE BEGGAR

Why did your brothers laugh at you
About that little princess on the glass
Mountain? Have you seen her then?
ANTINS

Don't ask, Papa, don’t ask me.

THE BEGGAR

Why, shouldn’t I ask about her, son? I
have a little folk song stuck in my head—
The emerald ice, the sapphire glass,
The snow’s white skirt between.

The emerald ice, the sapphire glass,
The moon’s pale cheek between.

The emerald ice, the sapphire glass,
The sun’s long hair between.

ANTINS

Don’t mention her! Don’t mention her,
Papa! Don’t even say the tiniest word.
THE BEGGAR

(Half singing)

The emerald ice, the sapphire glass,
The frozen soul between.

And have you seen the glass mountain
Where the poor little princess sleeps?
ANTINS

Oh Papa, my dearest stranger,

When have I seen the sad princess?

[ see her living every day.

She lives out each day in my eyes.

(Beyer trans., Act 2, Scene 1)

dziedadams tautasdziesmu, ar sakralas
dzejas palidzibu caur sarunu rada slieksni
uz sakralo telpu

NABAGS

Ko tad tie brali tevi sméja ar to
princesiti, kas stikla kalna? Vai tad tu esi
vinu redzéjis?

ANTINS

Neprasi, tét, neprasi manim.
NABAGS

Kadel, délin, lai es neprasu par vinu.
Man prata lauzu dziesmina:

Zili stikli, zali ledi -

Vidi balti sniega svarki;

Zili stikli, zali ledi -

Vida bali méness vaigi;

Zili stikli, zali ledi -

Vida gari saules mati.

ANTINS

Nemini vinu, nemini, milo tétin! nemini
ne vardina.

NABAGS

(Pusdziedosi.)

Zili stikli, zali ledi -

Vidi stinga dvéselite.

Vai tu redzéji. ka Zélo

Stikla kalna princesiti?

ANTINS

Ak tu, tétin, sveSo tétin,

Vai es redzéjis to esot?

Katru dien' es vinu redzu,

Manas acis vina dzivo.

(2. céliens, 1. skats)
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Nabags’ and Antin§’ conversation in folk
song tetrameter reworks the dialectic trope
from Latvian mythological folk songs in
which singers “do not talk about the gods,
(but) they (the singers) talk to them. Much
of this material is thus in the form of a di-
rect address” (Vike-Freiberga, 1989, p. 93).
Traditionally, in dialectical songs about
orphans, an orphan often sings about her
worries, and a Latvian deity answers, most
often Saule, the sun, or Laima, the god-
dess of fate. Sometimes Dievs, the sky god,
also offers to support the orphan’s fate
(Muizniece, 1989; Vike-Freiberga, 1980). In
a similar way, this dialectical relationship
allows Antin§ and Nabags to put every-
thing on the table. Antins reveals his deep
empathy toward others. But he also admits
his weakness, his desire: “Tétin, ak, i savu
gribu?/Ak, tik vienu pasu skatu; But father
what of my single desire to see the prin-
cess” (Rainis, 2012, p. 36). Yet, the only one
who can save the princess, “-spéj atdot sevi
visu / Savu dzivi, savu gribu. must forego
all: His life! His desires!” (2012, p. 36). Anting
believes that he cannot play the role of the
princess’ savior. He says, for example, “Es,
ak, nespéju to, tétin; I am unable to do this,
dear father” (2012, p. 36). Simultaneously,
Nabags takes on the parental and provid-
er’s roles and promises Anting he will serve
as a matchmaker, finding Antins a girl from
arich house. Once Antins passes the White
Father’s test by giving him all his clothing,
the White Father rewards him with a magic
song that will invoke copper, silver, and gold
horses and clothing that will allow Antins to
climb the glass mountain.

Although the White Father is still in dis-
guise, the presence of a supernatural char-
acter in these dialogues in folk song meter

Nabaga un Antina saruna tautasdziesmu
pantmeéra iestradati dialektiskie tropi, kas
nemti no latviesu mitologiskajam tautas-
dziesmam, kuras teicéji “neruna par Die-
viem, (bet) vini (teic&ji) runa ar Dieviem.
Vairums $1 materiala ir adresata forma”
(Vike-Freiberga, 1989, 93). Tradicionali,
bareni dialektiskajas barenu dziesmas
dzied par savam rupém, bet latvieSu die-
vibas atbild - visbiezak ta ir Saule vai
liktena dieve Laima. Dazkart arl Debesu
valdnieks Dievs bareniem piedava savu
atbalstu (Muizniece, 1989; Vike-Freiberga,
1980). Lidziga veida arl Antina un Nabaga
dialektiskas attiecibas lauj viniem atklati
izrunaties. Antins atklaj, ka spéj iejusties
un saprast citu cilvéku jatas, bet vins ari
atzist savu vajumu un lielo véléSanos re-
dzét princesi: “Tétin, ak, i savu gribu? /
Ak, tik vienu pasu skatu” (Rainis, 2012, 36).
Vienigais, kas spés glabt princesi, bus tas,
kurs: “-spéj atdot sevi visu / Savu dzivi,
savu gribu” (2012, 36). Antins uzskata, ka
vin$ nespéj uznemties princeses glabéja
lomu, vin$ saka: “Es, ak, nespéju to, tétin”
(2012, 36). Tai pat laika Nabags uznemas
vecaka un savedéja lomu, un apsola An-
tinam, ka vin$ atradis vinam meiteni no
turigam majam. Kad Antin$ ir atdevis
Baltajam Tévam savas drébes un, tadeé-
jadi, sekmigi izturéjis Balta Téva parbau-
dijumu, Baltais Tévs atalgo Antinu. Ving
pasaka Antinam burvju dziesmu, ar kuras
palidzibu vin$ dabis vara, sudraba, zelta
zirgu un arl drébes, kas palidzés uzkapt
stikla kalna.

Kaut Baltais Tévs joprojam ir maskeéjies,
pardabiskas butnes klatbitne un sakra-
lais jitams $ajos tautasdziesmu pantme-
ra rakstitajos dialogos. Nabags ir latvieSu
panteona Dieva simbols, kura “gudriba ir



invokes the sacred. Nabags is symbolic of
Dievs in the Latvian pantheon, whose “wis-
dom is superior to anything accessible to
human intelligence” (Vike-Freiberga, 1989,
p. 96). In this mode, Nabags moves the
conversation through Antin$’ strength—
his compassion—and weakness—his desire.
This desire obfuscates Antin$ understand-
ing of himself as a potential hero. With
divine wisdom Nabags pushes Antins to
become the hero in tetrameters.

Clothing Metaphors as Divine Wisdom

In Zelta Zirgs, the dialectical folk song me-
ter passages not only function as heiropha-
nies, they also support Antin$ transfor-
mation into a spiritually liberated hero
by providing divine wisdom. Within these
hierophanies, Antin3 reaches divine sta-
tus where he can maintain speech in folk
song meter without another deity present.
Reaching divine status in folk song meter
requires Antins to overcome his shame
about his clothing and social status, to ac-
cess his soul, and to confront death. In each
of these tests, he must maintain speech in
folk song meter and thereby maintain his
connection to sacred reality.

During the first stage toward Antin3
reaching divine status, Nabags’ and the
nature mothers’ presences create hi-
erophanies. They support Antin$’ spiritual
progress by providing divine wisdom that
suggest his clothing and social status are
illusions, and, therefore, that he is worthy
of becoming Saulvedis. We see an exam-
ple of this belief that clothing is a sign of
worthiness when a palace guard, speaking

paraka par jebkadu cilvékam sasniedza-
mu inteligenci” (Vike-Freiberga, 1989, 96).
Nabags vada sarunu no Antina spéka-zél-
sirdibas-vajuma uz vina vélésanos. Si
véléSanas (satikt princesi) aizéno Antina
spéju ieraudzit sevi ka iespéjamo varoni.
Ar dieviskas gudribas palidzibu, runadams
tautasdziesmu pantméra, Nabags mudina
Antinu klat par varoni.

Apgérbu metaforas ka dieviska gudriba

Luga Zelta zirgs dialektiskie tautasdzies-
mu pantmeéra rakstitie teksti darbojas ne
tikai ka hierofanijas, bet ari, ar dieviskas
gudribas palidzibu, sekmé Antina parvei-
dosanos par garigi brivu varoni. Hiero-
faniju rezultata Antins sasniedz dievisko
statusu, kad vin3 var runat tautasdziesmu
pantméra arl bez dievibu klatbatnes. Sa-
sniedzot dieviSko statusu un runa lietojot
tautasdziesmu pantmeéru, Antinam ir ja-
atmet kauns par savu apgérbu un socialo
stavokli, lai pieklutu savai dvéselei un va-
rétu sastapies ar navi. Katra no parbaudi-
jumiem vinam ir jasaglaba tautasdziesmu
valoda, un, tadéjadi, ar1 saikne ar sakralo
realitati.

Antina parvértibu pirmaja posma, kad
notiek vina pareja dieviskaja statusa,
hierofanijas rada Nabaga un dabas masu
klatbatne. Vini visi ar dieviskas gudribas
palidzibu atbalsta Antina garigo izaugs-
mi. Tadéjadi Antina apgérbs un socialais
stavoklis ir ilazija, vin$ ir pelnijis klat par
Saulvedi. Ka pieméru $im apgalvojumam
meés redzam skatu, kura pils sargs, nora-
didams uz Antina un Nabaga drébém, pa-
zino, ka apgérbs ir cienas zime. Vin3 runa
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in prose, equates honor with clothing in
a comment on Antin$ and Nabags attire:
“Take a look at the guests at the table and
the competitors. Only honorable men are
allowed. Look at the two of you—you've
come dressed in rags” (Rainis, 2012, p. 68).
Like the prose speakers who express de-
sire for material wealth, Antin$ believes
that what he can achieve in life depends
on his clothing, which is indicative of his
material wealth.

However, in Act 2, during Antin§’ and
Nabags’ clothing exchange, Nabags sug-
gests that Antin§ and himself as the dis-
guised supernatural White Father share
equal status. This is similar to the paral-
lelism that we saw between Anting” fa-
ther and Nabags earlier. Wearing Antins’
clothes, who as an orphan represents
society’s lowest common denominator
for Latvian audiences, does not affect the
White Father’s wisdom and ability to com-
mand a sacred reality, as we see him con-
tinually speaking in folk song meter while
in Anting’ clothing (Vike-Freiberga, 1980).
Furthermore, the Black Mother describes
the White Father periodically as “Baltais
tévs, tu tikstotveidi/the one of a thou-
sand disguises” (Rainis, 2012, p.133). Her
title for him suggests that Antins’ cloth-
ing and material wealth are just another
costume that the White Father, as Nabags,
dons that is extraneous, having nothing to
do with truth. This action creates a parallel
between the White Father and Antin$ and,
therefore, contradicts the belief that ma-
terial wealth dictates power and one’s des-
tiny. The heirophany in which Nabags re-
quests Anting’ clothing in folk song meter,

prozas teksta: “Paskatieties uz viesiem pie
galda un sancensiem! Tikai cienigi viri tiek
ielaisti. Paskatieties uz jums abiem - jus
esat gérbusies skrandas” (Rainis, 2012, 68).
Tapat ka prozas valoda runajosie, kuriem
svarigi ir materialie labumi, ari Antin
doma, ka dzives sasniegumi ir atkarigi no
apgeérba, jo apgérbs norada uz cilvéka ma-
terialo stavokli.

2. céliena, kad Antins atdod Nabagam sa-
vas drébes, Nabags uzvedina uz domam,
ka Antin$ un vin§, kas ir maskeéjusies par-
dabiska butne Baltais Tévs, ir viena statu-
sa. Sis ir lidzigs paralélisms, kadu redzéjam
agrak starp Antina tévu un Nabagu. Tas,
ka Baltais Tévs ir uzvilcis barena Antina
drébes, neietekmé Balta Téva gudribu un
spéju valdit par sakralo realitati. Lai ari
bareni parstav latvieSu sabiedribas zema-
kos slanus, més redzam, ka Antina drébés
gerbtais Baltais Tévs turpina runat tau-
tasdziesmu valoda (Vike-Freiberga, 1980).
Bez tam, Melna Mate dazkart raksturo
Balto Tévu sadi: “Baltais tévs, tu tuksto-
tveidi” (Rainis, 2012, 133). Tas nozimé, ka
Antina apgeérbs un materialais stavoklis ir
tikai vél viens kostims, ko Baltais Tévs ka
Nabags uzvilcis, lai izskatitos nepazistams,
tacu tam nav nekada sakara ar patiesibu.
Si darbiba nostada Balto Tévu un Antinu
paraléla stavokli, un tas ir pretruna ar uz-
skatu, ka materialais statuss nosaka varu
un likteni. Hierofanija, kura Nabags prasa
Antina drébes tautasdziesmu pantmera,
nodrosina dievisko gudribu, kas veicina
Antina garigo partapSanu par dievisko.

Dabas mates meza, runadamas tautas-
dziesmu valoda, caur hierofaniju rada, ka
materialie labumi ir ilazija. Dabas masu



provides divine wisdom to support Anting’
spiritual transformation into a divinity.

The nature mothers, speaking in folk song
meter in the forest, provide further insight
through a hierophany that suggests materi-
al wealth is an illusion. The nature mothers’
actions and discourse in folk song meter
provide divine wisdom showing Antins that
life is cyclical. The Mother of Wind and
Mother of Snow in Act 2, Scenes 5 and 6, are
also reminiscent of nature deities in Latvi-
an folklore (Ziedonis, 1969). In these scenes,
they arrive with spirits as hierophanies, de-
scribing in folk song meter their actions of
covering the forest in snow using clothing
metaphors. For example, the Mother of
Snow, outfits the forest, “Apsedzat milo
zemiti; Let’s cover our dear earth/... Ar
musu sedzenitém; With our blankets/ Ar
baltam villainitém; And our white shawls”
(Rainis, 2012, p. 46). Other clothing image
metaphors abound in the play.

These clothing metaphors extend the idea
that clothing is extraneous, and the truth
of life, that goes through periods of dom-
inancy in death in the annual cycle, exists
behind these disguises. This scene also
reflects traditional folk songs, in which,

..the world of the dainas revolves the
mystical correspondence between mi-
crocosm and the macrocosm...(I)n the
first two lines (of a folk song) presenting
an image from nature and then two from
human life. Cycles of eternal return, in
which each individual and each event only
re-embodies and reenacts a pattern set
down at the beginning of time (Vikis-Frie-
bergs, 1989, p. 10).

dieviska gudriba ar tautasdziesmu valodas
diskursa palidzibu rada Antinam, ka dzive
ir cikliska. Véja Mate un Sniega Mate 2.
céliena 5. un 6. aina atgadina latvieSu fol-
klora sastopamas dabas dievibas (Ziedo-
nis, 1969). Sajas ainas vinas ka hierofani-
jas ierodas kopa ar gariem. Tautadziesmu
pantméra runadamas un lietodamas ap-
gérbu metaforas, vinas skaidro, ka notiek
meZa ietérpSana sniega. Pieméram, Sniega
Mate, iegérbdama mezu, saka: “Apsedzat
milo zemiti ... Ar musu sedzenitém / Ar
baltam villainitém” (Rainis, 2012, 46). Luga
paradas ari daudz citu apgérbu metaforu.

Apgérbu metaforas apliecina, ka apgérbs
vispar nav svarigs, bet dzives jéga, kura
cikliski nomainas dziviba pret navi, ir no-
maskéta. Si aina ari atgadina tautas dzies-
mas, kuras

“..dainu pasaule griezas ap mistisko
mikrokosma un makrokosma attiecibu...
pirmajas divas tautasdziesmas rindas ir
dabas téls un paréjas divas-téls no cilve-
ku dzives. Muzibas cikli atgriezas, bet ta-
jos katrs individs un katrs notikums tikai
atkarto paraugu, kas jau ir izveidots laika
sakuma” (Vike-Freiberga, 1989, 10).

Vike-Freiberga skaidro $o atbilstibu Sadi:
“Cilvéce ir mikrokosma un daba ir makro-
kosma, tos ietekmé vieni un tie pasi spéki,
kas vienadi attiecas uz materialas pasau-
les visiem limeniem” (1989, 93).

Tadéjadi més redzam paralélas meta-
foras — drébes uz augiem no dabas ma-
krokosmas un drébes cilvékiem cilvéces
mikrokosma. Saja pretnostatijuma starp
augiem un cilvékiem meZa aina nave klast
par dzives apravumu, ta nomet nost mas-
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Vike-Freiberga describes this correspon-
dence further, “With mankind (forming)
the microcosm and nature the macro-
cosm, both are seen as subject to the
same forces, which apply equally to all
levels of manifestation of the material
world” (1989, p. 93).

Therefore, we see parallel metaphors be-
tween clothing on plants, from the mac-
rocosm of nature, and the clothing on hu-
mans in the microcosm of humanity. In this
correlation between plants and humans in
the forest scene, death becomes a contrac-
tion of life, a stripping away of the disguise
of clothing, but not an end. In addition, in
the eternal cycle of the calendar, life cycles
under ephemeral “clothing” or foliage, or
even individual human lifetimes, that is
provided for by larger divine forces, the
sun, and the earth, all personified in the
play and in Latvian folk songs as deities
(Vike-Freiberga, 1989). The actions of the
nature mothers further encourage Anting
to reconsider that clothing and material
wealth govern his destiny. Instead they
encourage him to understand that true
wealth is governed by larger supernatu-
ral or macrocosmic forces. This message
imparts divine wisdom in folk song meter,
supporting Antin$’ spiritual progression.

Even though the White Father and the na-
ture mothers work to convince Antins of his
equality with deities and validate his place
in a sacred reality through their conversa-
tions in folk song meter, Antins still lingers
on his shame of poverty. He only compre-
hends that he is a worthy marriage partner
to the princess in the final Act, thereby
completing this test of clothing. He push-

késanas drébes, bet tas vél nav beigas.
Turklat, mazibas kalendaraja cikla par 1s-
laicigiem dzives cikliem, kas paslépti zem
‘drébém’ vai lapam, vai pat atsevisku in-
dividu dzivém, gada lielakie dieviskie spé-
ki — Saule un Zeme, kas personificéti luga
un tautasdziesmas ka dievibas (Vike-Frei-
berga, 1989). Dabas masu talakas darbi-
bas mudina Antinu pardomat apgérba un
materialo vértibu lomu vina likteni. Tas
mudina vinu saprast, ka patiesas vértibas
nosaka lielaki pardabiski vai makrokosma
speki. St doma attélo dievisko gudribu
tautasdziesmu pantmeéra, veicinot Antina
garigo izaugsmi.

Kaut ar1 Baltais Tévs un dabas mates tau-
tasdziesmu valoda mégina Antinu parlie-
cinat, ka vin$ ir viena limeni ar dievibam
un piederigs sakralajai realitatei, Antins
joprojam kaunas par savu nabadzibu. Tikai
pédéja céliena vins saprot, ka ir lidzvértigs
princeses precinieks, un izpilda gérb3anas
parbaudijumu. Kad princese mirst, vins
izlauzas caur puli, gérbies vienigi krekla,
nesatraukdamies ne par savu izskatu, ne
arl par socialo stavokli. Ar ieprieks iegii-
tas garigas gudribas palidzibu vins parvar
savu kaunu un tautasdziesmu valoda pie-
dava savu dzivibu, lai tikai glabtu prince-
si. Atrazdamies sakralaja realitaté, Antin$
vairs nekaunas. Vin$ izrada savu milesti-
bu pret princesi, runadams tautasdziesmu
valoda.

Tautasdziesmu pantmeéra
izteikta pieklusana dveselei

Klastot par Saulvedi, Antin$ turpina runat
tautasdziesmu valoda, lai butu iespéja pie-



es through the crowd in “only a shirt,” not
caring about his appearance or social class
when the princess is about to die. He over-
comes his shame with the support of sacred
wisdom conveyed previously, saying in folk
song meter that he offers his life to save
the princess. In this sacred reality, Anting
no longer expresses shame. Instead, he can
fully express his love for the princess em-
powered by folk song meter.

#Accessing the Soul in
Folk Song ‘Meter

Becoming Saulvedis (translated from Lat-
vian as the leader of the sun) first depends
upon Antins maintaining folk song meter,
in order to access sacred wisdom from
Nabags and the nature deities that con-
tradict limiting societal norms and pres-
sures. Maintaining folk song meter that
create heirophanies also allows Antin3 to
access his soul and his own divine aspect.
This is an important stage in his trans-
formation to a spiritually liberated hero.
Antins, for example, further transforms
on his mountain ascent from human to
divine, while clothed in copper, silver, and
gold outfits provided by the White Father.
Antins is moved by sacred forces outside
of the profane reality, namely the White
Father’s horse and his own heart.

Vike-Freiberga (1991) states in “Par lugas
‘Zelta zirgs’ simboliku,” that the colors
copper, silver, and gold of the clothing and
horses might suggest an alchemical pro-
cess; however, these colors exist in Latvi-
an folk songs as metaphors for sunlight.
They are not only sunlight, but sunlight
in a sacred reality where the personified
sky, the deity Dievs, and the personified

klat Nabaga un dabas masu garigajai gud-
ribai, kas ir pretruna ar sabiedribas nor-
mam un spiedienu. Saglabajot sava runa
tautasdziesmu pantmeéru, kas rada hiero-
fanijas, Antin$ var ari pieklut dvéselei un
savam dieviSkajam statusam. Ta ir svariga
pakape vina parvértibas par garigi brivu
varoni. Kalna kapsanas laika Antin$ par-
top no cilvéka par dievibu, vins ir gérbies
Balta Téva dotajas vara, sudraba un zelta
drébeés. Garigie spéki, pareizak sakot, Bal-
ta Téva zirgs un Antina pasa sirds vinu ir
izstimusi no profanas realitates.

Vike-Freiberga (1991) raksta “Par lugas
Zelta zirgs simboliku” skaidro, ka vara,
sudraba un zelta krasas apgérbs un zirgs
varétu nozimeét alkimisku procesu; §is kra-
sas sastopamas arl latvieSu tautasdzies-
mas ka saules gaismas metaforas. Ta nav
vienkarsi saules gaisma, bet gan saules
gaisma sakralaja realitaté, kur savstarpéji
darbojas personificétas Debesis, dievi-
ba Dievs, personificéta Saule un dieviba
Saule. Pieméram, divas Barona latviesu
tautasdziesmas no datubazes kolekcijas
(33907-0 un 33781-1), kas savaktas starp
1894. un 1915. gadu, vara, sudraba un zel-
ta krasa ir saistita ar saules gaismu. Vel jo
vairak, Antina vérotaji, vina kalna kapsa-
nu vara drébeés raksturo $adi: “Sarkans ka
rudens saulite uzléca kalna” (Rainis, 2012,
63). Kad vini redz Antinu gérbusos sud-
raba, vérotaji saka: “Sudrabs vien laistas,
ka ziema balta saulite” (2012, 76). Bet, kad
vin$ paradas térpies zelta dranas, vini iz-
saucas: “A! Pats saules déls uznak ka pilns
pusdienas spidums!” (2012, 87). Vinu no-
vérojumi rada, ka krasas tiek saistitas ar
saules gaismu. Tadéjadi Balta Téva dotaja
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sun, the deity Saule, interact. For exam-
ple, two songs from the Barons Latvian
folk song database of songs collected
between 1894 and 1915, (33907-0 and
33781-1) suggest that copper, silver, and
gold are connected to sunlight. Further-
more, onlookers in the play describe An-
ting’ ascent up the mountain in copper as,
“Sarkans ka rudens saulite uzléca kalna;
Look it’s red like the autumn sun.” (Rainis,
2012, p. 63). When they see him silver, they
say, “Sudrabs vien laistas, ka ziema balta
saulite; the silver glow is as bright as the
white winter sun” (2012, p. 76). When he
appears in gold, they say, “A! Pats saules
deéls uznak ka pilns pusdienas spidums!;
Ah, the shining sun’s son has appeared as
bright as the light of noon” (2012, p. 87).
Their observations further connect these
colors to sunlight. Therefore in the White
Father’s metallic clothing, Antins is fully
functional in sacred reality, behaving as
one aspect of a personified sun, a deity
returning after the winter solstice. Simi-
larly, the nature mothers suggest in Act 2
that the sun is a true governing force of
humanity. Thus, as the leader of the sun
clothed in sunlight, Antin§ can provide
a hierophany, a breakthrough to sacred
reality.

While Antins does not speak during his
climb, silently existing in this sacred reality,
Nabags and Antin$ maintain folk song
meter, dwelling in sacred space, as they
discuss successful strategies to reach
the mountain’s peak after his first at-
tempt. Nabags, for example, says before
Anting’ second ride, “Cila savu sirdi, cila,/
Sirds tik viena tevi pacels; Lift your heart!

metaliskaja apgérba Antins pilniba dar-
bojas sakralaja realitaté, imitédams vienu
personificétas Saules aspektu, kad péc
Ziemas saulgrieZiem Saule atkal atgriezas.
Lidzigi ar1 dabas mates 2. céliena atzist, ka
Saule ir cilvéku vadoSais spéks. Gérbies
saules gaismas drébés, Antin3 — Saules
vadonis nodro$ina hierofaniju un ielauz-
Sanos sakralaja realitate.

Kalna kapdams, Antin$ neruna. Vins atro-
das sakralaja realitaté klusedams. Nabaga
un Antina saruna, kuras laika péc pirma
neveiksmiga méginajuma vini apspriezas,
ka sasniegt kalna virsotni, notiek tautas-
dziesmu valoda. Nabags pirms Antina otra
meéginajuma saka: “Cila savu sirdi, cila, /
Sirds tik viena tevi pacels” (Rainis, 2012,
70). Antins sajut, ka vina sirds pirms pé-
déja méginajuma ir mainijusies: “Sirds ka
uguns augsa céla, Cela domaju tik vienu,
Domaju - uz vizbuliti” (81). Nabags maca
Antinu, ka pareizi uzjat kalna, nekoncen-
tréjoties tikai uz aréji skaisto objektu —
vizbuliti. Antin$ norada, ka “augstakais
meérkis”, par kuru domat kalna kap3anas
laika, ir princese un vinas sirds - dievis-
kais komponents. Vin$ to raksturo sadi:
“Tur viss skaistums lidz ar sirdi” (81). Kad
Antins$ ir sapratis isto mérki vai objektu, uz
kuru koncentréties, Nabags mudina vinu
méginat atkal: “Steidzies, sésties zelta
zirga!” (81). Lai sasniegtu princeses sirdji,
Antina pa3a sirdij ir jatop aktivai. Visbei-
dzot, Antina parieSana dieviskaja statusa
ir atkariga no vina sirds. Sarunas ar Naba-
gu par princeses sirds mekléSanu lietota
tautasdziesmu valoda.

Kad kalna gals ir sasniegts, Antin$ saru-
najas ar princesi — citu cilvécisku batni



Lift it high!/Your heart alone will carry
you high” (Rainis, 2012, p. 70). Antins de-
scribes somatic effects showing his heart
has activated before his final ride, “Sirds
ka uguns augsa céla, Cela domaju tik vi-
enu, — Domaju — uz vizbuliti,; My heart
as if on fire lifted me upwards/I only had
one thought, of a single anemone” (p. 81).
Nabags then instructs Antin§ how to do
the ride correctly by not focusing on a su-
perficially beautiful object, the anemone.
Antin$ pinpoints the “highest goal” to fo-
cus on during his ascent as the princess
plus her heart—her divine component.
He describes them both as, “Tur viss
skaistums lidz ar sirdi; the entire beauty”
(p. 81). After Antins identifies the true
goal or object, Nabags encourages him to
ride again, “Steidzies, sésties zelta zirga!;
Hurry, mount the golden horse” (p. 81).
Therefore, in order to reach the princess’
heart, Antin§’ own heart must become ac-
tive. Finally, Antin$’ progression to divine
status depends on his heart’s activation,
as well as seeking the princess” heart in
conversations with Nabags in folk songs
meter.

Once on top of the mountain, Anting
transitions to speaking with the princess,
another human, in folk song meter. This
action indicates that both are connected
to sacred space through their souls, and,
therefore have achieved divine status.
Anting first addresses the butterfly soul
of the princess in prose. Then he quickly
shifts into folk song tetrameter. Finally,
Antin$ and the awakened princess, in-
troduce each other in folk song meter.
The soul’s natural location is pinpointed

tautasdziesmu valoda. Tas nozimé, ka abi
caur savam dvéselém ir saistiti ar sakra-
lo telpu un tadéjadi ir sasniegusi dievisko
statusu. Vispirms Antin$ uzruna prozas
teksta princeses dvéseli taurena izskata.
Tad vins atri pariet uz tautasdziesmu va-
lodu. Visbeidzot, Antin$ un pamodinata
princese uzruna viens otru, lietojot tautas-
dziesmu valodu. Dvésele atrodas prince-
ses sirdi. Antin3 ari pastasta par savu sirdi,
bet tas nozimé, ka ir nodrosinata dieviska
gudriba un piekluve sakralajam: “Sirds
man muzam ilgas juta /Talu balsi mili sau-
cam” (Rainis, 2012, 99). Antins viens, bez
parcilvéciskas butnes klatbutnes, turpina
sarunu ar princeses dvéseli tautasdziesmu
valoda, un tas nozimé, ka dvésele ir cilvé-
ciguma dieviSkais vai sakralais aspekts.
Dvéselei piemit spéja dot dievisko gudri-
bu, kad ta sasniegta. Luga dvésele cilvé-
kiem var kalpot ka hierofanija.

Cita izpratne par navi dieviska
statusa sasniegSana

Lugas beigas Antins ir garigi izaudzis. Si
izaugsme notikusi ar dievisko spéku vai
cilvéku, kuriem ir piekluve savam dvése-
1ém, palidzibu. Ta risinajusies caur dialek-
tiskam attiecibam vai izglitoSanos sakra-
laja realitaté. Vina spéja klat par Saulvedi
un apprecét princesi tagad ir atkariga no
vienas pédéjas darbibas. 5. céliena Anting
ir gatavs atdot Melnajai Matei savu dzivi-
bu princeses dzivibas vieta, vins runa lieto
tautasdziesmu pantméru. Sarunas tau-
tasdziesmu pantmeéra nodroSina piekluvi
dieviSkai gudribai, bet Antina pieredze,
atrodoties sakralaja realitaté, sniedz citu
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in the princess’ heart. In addition, Antins
describes his heart as having a will of its
own, suggesting the heart provides divine
wisdom and access to the sacred, “Sirds
man muzam ilgas juta/Talu balsi mili
saucam; My heart has forever felt,/ that
a voice was calling me from afar” (Rainis,
2012, p. 99). Antin§ maintaining a conver-
sation with the princess’ soul in folk song
meter without another supernatural char-
acter leading the conversation suggests
that the soul is a divine or sacred aspect
of humanity. The soul, therefore, is capa-
ble of imparting divine wisdom, once ac-
cessed. Thus, for humans in the play, the
soul can function as a hierophany.

‘Redefining Death to
‘Achieve Divine Status

At the end of the play, Antin§ has com-
pleted a spiritual growth progression
through a dialectical relationship or edu-
cation in sacred reality, with the support
of deities and humans who have access
to their souls. His ability to become Saul-
vedis, and marry the princess, depends
on one last action. In Act 5, Antins offers
his life in exchange for the princess’s life
to the Black Mother in folk song meter.
Just as conversations in folk song meter
provide divine wisdom, his experience in
these sacred realities redefine death. This
new description of death supports Antins’
final act of bravery. For example the na-
ture mothers suggest in Act 2 that life is
an endless cycle of dormancy and rebirth.
Therefore, death is not something to be
feared, but rather should be thought of
as an impermanent state managed in the

izpratni par navi. Antins, citadi izprotot
navi, pédéja lugas aina darbojas drosmigi.
Lugas pédéja céliena dabas mates rakstu-
ro navi ka bezgaligu miera un atdzim3anas
ciklu. Ta iemesla dél no naves nav jabai-
das, jo ta ir nepastavigs stavoklis sakra-
laja realitaté. Nave luga eksisté sakralaja
realitaté, kur pardabiskas butnes vienmér
nak paliga Antinam. Kad Antin$ glabj prin-
cesi, vin$ nesastop navi, kaut ari 2. céliena
meZa aina vin$ gandriz nomirst. Anting
jutas pietiekami érti sakralaja telpa, un
pédéja céliena pat piedava Melnajai Ma-
tei darfjumu — vin$ paliks zarka princeses
vieta. Ari Baltais Tévs apstiprina, ka “navei
nav par to vairs varas, / Kur§ no naves ne-
baidijies” (Rainis, 2012, 136), tapéc Melna
Mate nevar Antinu paturét. Visbeidzot
Baltais Tévs saka: “Vin$ ir mans, bet savs ir
kluvis” (Rainis, 2012, 137). Balta Téva vardi
apliecina, ka Antina garigas parvertibas ir
pabeigtas. Antin$ tagad saprot savu sirdi,
vind ir kluvis par dievisko varoni Saulvedi.

:No dziedasanas uz dveseli

Lugas Zelta zirgs varoni atrodas sakralaja
realitaté un, runadami tautasdziesmu pan-
tméra, rada hierofanijas, bet tie, kuri lieto
prozas tekstus, uzturas profanaja realita-
té. Siem téeliem nepiemit dieviska gudriba.
Antin$ ar pardabiskiem varoniem un cilvé-
kiem, kuriem ir piekluve savam dvéselém,
runa tautasdziesmu valoda. Vins iztur da-
zadus parbaudijumus un virzas uz prieksu
pa garigas izaugsmes celu. Lugas beigas
vin§ sasniedz dievisko statusu un klast
par Saulvedi. Lietodams tautasdziesmu
valodu, dialektiskas izaugsmes gaita uz



sacred reality. Death in the play exists in
the sacred, where supernatural characters
consistently come to aid Antins. When
Antind saves the princess, he is not con-
fronting death anew, having almost died
in the forest during Act 2. Comfortable
with sacred space, Antin3 instead offers
to join in a relationship with the Black
Mother by taking the princess’ place in
the coffin in the final scene. However, the
White Father claims that, “Navei nau par
to vairs varas,/Kur$ no naves nebaidijies;
Death has no power/over a person who
does not fear it” (Rainis, 2012, p. 136), and
the Black Mother cannot take him. Finally,
the White Father says, “Vin$ ir mans, bet
savs ir kluvis; He is mine, but he has be-
come his own” (Rainis, 2012, p. 137). The
White Father’s statement confirms that
Antin§’ spiritual progression is complete.
Antin$ now understands his own heart. He
has transformed into Saulvedis—the folk
song wielding, divine hero.

From Singing to the Soul

In Zelta Zirgs poetry speakers participate
in sacred reality, expressing hierophanies
in folk song meter, while prose speakers
function in profane reality, lacking in di-
vine wisdom. Because Antin$ speaks in
folk song meter with supernatural beings
and humans with access to their souls, he
goes through a series of tests that take
him along a spiritual path. By the end of
the play he reaches divine status, trans-
forming into Saulvedis. Antin$ becomes
a vehicle for sacred reality by accessing
divine wisdom first with the help of the

sakralo realitati, Antins kltst par starpnie-
ku. Ar Balta Téva palidzibu vin$ pieklast
savai dveselei un iegust dievisko gudribu.
Pretstata tam, prozas tekstu lietotaji savos
tekstos izsaka iekari, nicinajumu vai veici-
na SkelSanos cilvéku starpa. Prozas tekstu
lietotaji neizprot dzives Islaicigumu, kon-
centréjoties uz materialajiem labumiem
un tiem, kam pieder vara. Antina téla ir
iemiesots jauns varona modelis, kas ir labi
piemérots gan bérniem, gan pieaugusiem
lasitajiem. Vins ir varonis, kura spéks sa-
kas vina zélsirdiba pret citiem. Parvarot
savu kaunu un vélmes, ar dievisko spéku
palidzibu Antins spéj atrast gudribu sava
pasa sirdi. Liekot darboties savai sirdij,
vin$ atrod 1stu milestibu, klast neatkarigs
no sabiedribas normam un spiediena un
sastop savu likteni, kur$ ir labaks neka
vins$ jebkad spétu iedomaties.
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White Father to access his soul, in a di-
alectic process using folk song meter. In
contrast, prose speakers express greed,
contempt, and divisiveness toward others.
Prose speakers lose sight of the ephem-
eral nature of life, of the superficiality of
material wealth markers, and of the arbi-
trariness of those in power. Finally, Antins
imparts a model of heroism still fresh and
relevant to audiences of children and
adults. He is a hero whose strength begins
in his compassion for others. Through
a poetic dissection of his shame and de-
sire, with divine help, he comes to find the
wisdom in his own heart. Activating his
heart is the key to finding true love, to be-
coming unfettered by societal norms and
pressures, and to finding a destiny that is
greater than he could imagine.
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Rainis. Zelta zirgs (fragments).
Emilijas Beieres tulkojums

Rainis. The Golden Horse (Excerpt).
Translation by Emily Beyer

Excerpt from Zelta Zirgs Act 1, Scene 1:

The father, a poor farmhand, is dying. He senses the Black Mother has arrived to help
him die. He speaks to his sons about his savings. This passage and other excerpts
are in a Latvian folk song meter, trochaic tetrameter (or four beat) lines. I have tried
to preserve this musical effect in English with lines that roughly scan in iambic

tetrameter.

TEVS

Ak, es jutu, es jau jutu,
Vai tik nau jau atnakusi
Mana aizejama diena?*

MELNA MATE
(Gérbusies melnas segas un plivuri
aiztinusies, pacelas aiz téva gultas.)

ANTINS

Tétin, nelaidis to dienu,
Prieksa stasies tavi déli
MELNA MATE

(Uzpus vinam dvasu.)

FATHER

Oh I feel it now, I feel it —
Has my departing day arrived?

THE BLACK MOTHER

(Clothed in black blankets and a veil
wrapped around her, rises behind the
father’s bed.)

ANTINS

Don't let that day come, my Papa.

Your sons are standing all around you.

THE BLACK MOTHER
(Blows out a breath on him.)
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TEVS

Kas man vaiga vési dvaso?

MELNA MATE
(Pakrata vinu aiz pleca.)

TEVS
Kas aiz pleca mani krata?

MELNA MATE

(Parausta vinu aiz kajam.)
TEVS

Kas aiz kajam mani rausta?
ANTINS

Tetin, Se tik tavi bérni.
TEVS

Bus gan tomér ienakusi
Nelagta un véla vieSna;
Slepu iek3a iezagusies
Vai pa skirbinu gar logu;
Vai pa atslégcauruminu,

Vai pa skursteni pret dimiem.

ANTINS

Krats tev vaja, saudzies, tétin!

MELNA MATE

(Péc britina nem tévu aiz rokas.)

TEVS

Kas tik auksti nem man roku?

ANTINS

Teétin, es tev aukstam rokam
UzputiSu siltu dvasu.

(Pieliecas un pus uz rokam dvasu.)

MELNA MATE

(Peéc britina liek tévam roku uz krutim.)

FATHER

Who blows such cool breath on my
cheek?

THE BLACK MOTHER
(Shakes him on the shoulder.)

FATHER
Who shakes me on my shoulder there?

THE BLACK MOTHER
(Pulls him by the legs.)

FATHER

Who pulls me by my legs and feet?
ANTINS

It is just your children, Papa.
FATHER

She must have entered already;,
Unwelcomed, late arriving guest.

She must have crept in secretly
Through the gap along the window
Or through the keyhole’s empty eye,
Or down the chimney with the smoke.

ANTINS
Your chest is weak, take care, Papal

THE BLACK MOTHER
(After a while, takes the father’s hands.)

FATHER
Who coldly takes me by the hand?
ANTINS

Papa, I will blow my warm breath
On your cold hands to heat them up.
(Holds and blows on hands with his breath.)

THE BLACK MOTHER
(After a while, puts her hands on his chest.)



TEVS

Lak, nu spiez un nem man elpu!

ANTINS

Tétin, nem Se manu elpu!

Vina spéciga un jauna.

(Pieliecas tévam pie mutes.)

MELNA MATE

(Atséstas uz gultas malas; tad spiez tévam
uz celiem, tad uz kriitim.)

TEVS

Lak, tur, lak, kads séd uz gultas.
Lak, nu gulstas man uz celiem!
Nu veél augstak, augstak rapjas —

(Pec britina, elpu atnemdams.)
Pagaidi nu, mana diena,
Atlaidies vél mazu bridi!

Nu jau ieSu tevim lidzi,

Es jau redzu, neizbégsu.

Lauj man tikai vienu vardu
Teikt uz déliem, projam ejot!

ANTINS

Neej, neej, milo tétin!
Neatstaj mus vienus pasus!
Paliksim més ka bez galvas.

BIERNS

Pats jau tieSam ir bez galvas.
LIPSTS

Plecos cepure bez prata.
TEVS

Ak, es eju, mani bérni

FATHER

Look! She presses down and takes my
breath.

ANTINS

Papa, please take my breath,
still strong and young.
(Bends next to the father’s mouth.)

THE BLACK MOTHER
(Sits on the edge of the bed; then presses
the father on the knees, then on his chest.)

FATHER

Who sits by me on the bed? Look!
Who weighs on my knees now? Look!
Who crawls higher and higher still?

(After a short moment, catching breath.)
Just wait a little while, my day.

Release a small moment for me

To say my final words to them.

I see now I will not escape.

Allow me one word, then I'll go.

I'll gladly go away with you.

ANTINS

Don't go, don’t go, dearest Papa!
Don’t leave us all alone to be
Without our wise head of household.

BIERNS

One so heedless was born headless.
LIPSTS

A hat on shoulders with no mind.
FATHER

Sadly, I must go my children.
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ANTINS

Teétin, neej, milo tétin!

Gluzi viens tu busi iedams.

Visi naks no bérém majas,
Atstas tevi vienu gulam.

Kas tev uzsegs kazocinu?

Kas tev pacels pagalviti?

Kas tev paladzinu kartos?

Kas tev sacis milu vardu,

Kad tev mitrums kaulus lauzis?

TEVS

Sen man kaulus salauzija
Rudzu maisi, kviesu kili;
Arklis, zemi drupinadams,
Drupinaja manas miesas
Viesna ved, luk, miera majas,
lesu lidzi atduséties.

BIERNS

Ko tu, tévs, tik daudz nu térzé?
Doma labak mantu skaitit,
Ko tu atstasi mums, déliem.

TEVS

Ak, mans déls, ko nabags sakras?

Jas jau pasi viss mans dargums
Un tas vards, ko es jums teiksu,
Kas ta lielaka no mantam.

BIERNS
Jajel, ja! Bet runa asak!

Saki nu to savu vardu,
Kur ta lielaka no mantam?

ANTINS

Papa, don’t go, dearest Papal!

You'll leave completely all alone.

We will return from the funeral
Having deserted you asleep.

Who will lay a fur coat on you?

Who will lift the pillow for you?

Who will arrange the quilt and sheets?
Who will say loving words to you,
When your bones break in the moist
earth?

FATHER

My bones were broken long ago

By sacks of rye and sheafing wheat;
Plows crumbling soil crumbled my frame.
She leads me to a peaceful home.

[ will go with our guest to rest. ....

BIERNS

What do you prattle on about?
Better to count your possessions.
What do you plan to leave your sons?

FATHER

Oh, son, what can a beggar save?
You, yourselves, are all my treasure
And this, a single word I'll say

That is the greatest possession. .....

BIERNS

Then continue! Say it faster!
What is this precious word? Tell us!
Where is the greatest possession? ...



TEVS

Klau tad: — vieniba ta manta;
Ta ir paglabata sirdis;

Jo kurs vajaks ir un vargaks,
Jo tam vieniba ir darga.

Visi, kam nau citas mantas,
Esat viens! un busat stipri -

Excerpt from Act 1, Scene 6:

FATHER

Listen then—it is unity;

That wide estate saved in your hearts.
One may be weaker or poorer,

Yet one with unity is rich.

All those who have no property—

Be one and you will find your strength!

The three brothers’ father has died. The older brothers have found and fought over
a small amount of money that their father had saved for Antins.

(Tie pasi; ienak keki Baltais tévs,
gérbies ka nabags; kéka durvis uz

istabu stav vala.)
NABAGS

Sveiki, mani milie bérni!
BIERNS

Kas tad Sis par tadu tévu?
LIPSTS

Viens te miris, cits jau klatu.
NABAGS

Lai jel visi labie gari

Zave jiisu asarinas!

Nu jums lielas bédas, bérni,
Miris jisu milais tétins,
Aizgajis ka vecais gadins.
LIPSTS

To més pasi labak zinam.
NABAGS

Cik vel ir no vina pari,

Tik tur gul uz nama galda.
Driz i to nems Zemes mate

Atpakal ieks sava klépja.
Raidis atkal jaunu staigat.

(The same; The White Father enters,
dressed as a beggar; the back door to
the room is open.)

THE BEGGAR

Good evening, my beloved children.
BIERNS

Who is this, another father?

LIPSTS

Another arrives as soon as one dies.
THE BEGGAR

May all good spirits dry your tears.
Your sorrow is great now, children.
Your cherished father has passed on.
He has departed like the old year.

LIPSTS
We know that better without you.
THE BEGGAR

Here on the kitchen table, he lies

As if asleep. What's left of him—

The Mother Earth will take that soon
Inside her lap, then she will send

A new person to walk again.
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BIERNS
Nelaika tu Surpu naci.
ANTINS

(Uz nabagu.)

Palik tévu, milo vecit,

Cik vins vargs un nolieséjis;
Rokas planas izdilusas.

Excerpt from Act 2, Scene 1:

BIERNS
You didn’t come at a good time.
ANTINS

(To the beggar.)

Look at our papa, dearest sir,

How he became wasted and gaunt;

Thin hands have become skin and bone.

Both Antin$ and NabagsThe Beggar have been sent away by Lipsts and Bierns from
the family’s house. Antins and Nabags walk into the forest. They switch into folk
song meter when the conversation turns to the sleeping princess.

NABAGS

Tev, déls, ar1 butu laiks precéties. Kas tevi,
nabadzinu, apkops? Kur tu piemetisies?
Es tevi ieprecinasu bagatas majas, tu man
dosi kadu kukuliti, kadu drébiti.

ANTINS
Es negribu precéties, tétin.
NABAGS

Ta visi jaunie saka. Bet, kad es tev dosu
krietnu meitu, gan tad tu gribési.

ANTINS

Es nekad neprecésos, tétin.
NABAGS

Tu posta aiziesi tads, kads tu esi.
ANTINS

Kad es aizieu, tad drizak basu pie sava
mila téva. Tikai tos svétkus gribu vel
redzét, ka tur naks tas karaldéls un
nocels no stikla kalna gulo$o princesi.

THE BEGGAR

It is also time for you to marry, my son.
Who will take care of you? a poor girl?
Where will you stay? I'll cheer you up
with a daughter from a rich house. You
will give me a little bread and some
clothing.

ANTINS
[ don’t want to get married, Papa.
THE BEGGAR

All the young men say this. But when I
give you an honest girl, you will surely
want to.

ANTINS

[ will never get married, Papa.

THE BEGGAR

You will go to waste with this attitude.
ANTINS

If I go to waste, then [ will be with my
beloved father sooner. It’s just that I
still want to see the festival. Where this
prince will come and carry the sleeping
princess down from the glass mountain.



NABAGS

Ko tad tie brali tevi sméja ar to princesiti,
kas stikla kalna? Vai tad tu esi vinu
redzéjis?

ANTINS

Neprasi, tét, neprasi manim.

NABAGS

Kadél, délin, lai es neprasu par vinu. Man
prata lauzu dziesmina:

Zili stikli, zali ledi —

Vidi balti sniega svarki.

Zili stikli, zali ledi -
Vidii bali méness vaigi;
Zili stikli, zali ledi -
Vidu gari saules mati.
ANTINS

Nemini vinu, nemini, milo tétin! Nemini
ne vardina.

NABAGS

Kade] lai es neminu, délin? Vina tik
skaisti gul sava zarcina. Visi laudis naca
un skatijas, un nozéloja vinu, tik jaunu un
skaistu.

ANTINS

Ak, tétin, ko tu dari! Ko tu dari! -
Tu manu dvéseli Sketini lauka; tu manas
sirds saknites plés no zemes aral

NABAGS
(Pusdziedosi.)

Zili stikli, zali ledi —
Vidi stinga dvéselite.

THE BEGGAR

Why did your brothers laugh at you
about that little princess on the glass
mountain? Have you seen her then?

ANTINS
Don't ask, Papa, don’t ask me.
THE BEGGAR

Why, shouldn’t I ask about her, son? I
have a little folk song stuck in my head—
The emerald ice, the sapphire glass —
The snow’s white skirt between.

The emerald ice, the sapphire glass —
The moon’s pale cheek between.

The emerald ice, the sapphire glass —
The sun’s long hair between.

ANTINS

Don’t mention her! Don’t mention her,
Papa! Don’t even say the tiniest word.

THE BEGGAR

Why shouldn’t I mention her, son? She
sleeps so beautifully in her little coffin.
All the people came and looked and
pitied her, so young and beautiful.

ANTINS
Oh, Papa, what are you doing? What are

you doing? You unravel my soul. You tear
the roots of my heart from the earth.
THE BEGGAR

(Half-singing.)

The emerald ice, the sapphire glass —
The frozen soul between.
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ANTINS
(Sak skali raudat.)

NABAGS

Milo puisit, ko tu raudi?
Vai tev zél ir princesites?

ANTINS

Zel man ir tas princesites,
To es raudu, milo tétin.

NABAGS

Vai tu redzéji, ka Zélo
Stikla kalna princesiti?

ANTINS

Ak tu, tétin, sveSo tétin,

Vai es redzéjis to esot?
Katru dien es vinu redzu,
Manas acis vina dzivo.
Saules spodras sniega segas,
Mirdzin balti sarmas puski.
Slaiki, caurspidosi pirksti,
Varigi ka luzens ledus,

Tura, liegi aptveérusi,
Sastingusu vizbuliti.

NABAGS
Sapni, déls, tu vinu redzi —

Act 2, Scene 8:

ANTINS
(Begins to cry out loud.)

THE BEGGAR

My boy, what do you cry about?
Do you feel pity for the princess?

ANTINS

Yes, I feel sorry for her, Papa.
[ cry about the little princess.

THE BEGGAR

And have you seen the glass mountain
Where the poor little princess sleeps?

ANTINS

Oh Papa, my dearest stranger,

When have [ seen the sad princess?

[ see her living every day.

She lives out each day in my eyes.
The sun’s blankets of shining snow,
White hoarfrost feathers glittering—
Her slender transparent fingers

That gently grasp the fragile blooms.
Her bouquet of stiff anemones,

As delicate as brittle ice.

THE BEGGAR

In a dream, my son, you see her—

Having taken Antin$’ clothing, Nabags leaves Antins with a magical rhyme that will
bring copper, silver, and gold horses with copper, silver, and gold clothes. Anting
doesn’t believe in the rhyme. Having also given all the embers from his campfire to

the lost children, Antins barely survives the winter solstice night in the forest. As the
dawn approaches, the lost children return as spirits. They wake Antins. This scene is

cast in folk song meter.
PIRMAIS GARINS

Celies augsa! Ko tu guli?
Ej pie sava darba, puisit!

38

THE FIRST SPIRIT

Why do you sleep? Rise for your climb!
Dear boy, your work awaits you! Go!



ANTINS
(Mozdamies.)

Vai jau rits ir? — Ak, cik aukstil
Ak, jel necelties! Tik gulét!
Turat mani, saldie sapni!
Nedodat tam aukstam ritam,
Kurs nak nokaut manas ilgas.

PIRMAIS
Celies pats! Cel savas ilgas!
ANTINS

Laipnie sapnu zéni, nakat!
Liekat manim neatmosties!
Véja mate sapni piita,

Sniega mate mani sedza,
Baltais tévs ar Melno mati
Kildojas dé] manas dvésles.
Léna nakts un stingra sala,
Vedat mani prom no dzives,
Turp, kur visas manas domas
Tévs un skaista princesite!

PIRMAIS

Stikla kalna, ledus zarka
Princesite tevis gaida.
Pilnas acis lielu asru.

OTRAIS

Vaida: kur mans modinatajs?
Ko mans saulvedis vél nejaj?

PIRMAIS

Celies, Antin, ko tu guli?
Sasit stiklu, kausé ledu!

ANTINS
Sapnisi, jis milie zéni,
Ko jis mani kaitinajat?

ANTINS
(Waking.)

It's morning so soon? And so cold!
Ah, to not wake, to only sleep.

So hold me closer, my sweet dreams.
Don't give me to this cold morning
that comes to kill my desires.

THE FIRST SPIRIT
Wake up! Wake up your desires!
ANTINS

Kind boys, kind dreams come and bend
low.

Prevent me from awakening!

The Wind Mother blew in my dreams.
The Snow Mother blanketed me.

The Black Mother and White Father
Were quarrelling over my soul.
Unsparing cold and lengthy night,
Please lead me far away from life

To where all my thoughts go — yonder
To the fair princess, to my father.

THE FIRST SPIRIT

The princess is waiting for you
in the ice casket on the glass peak.

Her eyes are brimming with large tears.

THE SECOND SPIRIT

“Where is the one who will wake me,”
She sighs. “Does Saulvedis ride yet?

THE FIRST SPIRIT

Get up, Antin§, why do you sleep?
Go break the glass and melt the ice!

ANTINS

My dearest boys, my little dreams,
Why are you teasing me like this?
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PIRMAIS

Celies, gérbies, sédies seglos!
Laiks tev jat uz karalpili.

OTRAIS

Celies, jaj uz kalna cinu!
PIRMAIS

Celies, jaj uz kazu svétkiem!
ANTINS

Ko jus, zéni, mani smejat?
Kails un sasalis Se stavu,
Kur mans zirgs un manas drébes?

PIRMAIS

Saki tikai sakuminu,
Ko tev pamacija vecis, —
Zviegdams zirdzins skries ar drébém.

ANTINS
Vai tad tieSam nesapnoju?

(Bérni vinu kersta, rausta, kutina, knaiba,
kliedz ausis.)

VIENS CAUR OTRU

Vai tev kut? Vai sap? Vai dzirdi?

ANTINS

Vai! Jau jutu! Vai! Jau dzirdu!
Nu, kas tad jus, kad ne sapni?

PIRMAIS
Es — mil$ vardins, ko tu teici.
OTRAIS

Es - labs devumins, ko devi.

THE FIRST SPIRIT

Get up, get suited and saddled!
It’s time to ride to the castle!

THE SECOND SPIRIT

Get up, ride to the mountain’s fight!
THE FIRST SPIRIT

Get up! Ride to the wedding feast!
ANTINS

Why do you make fun of me boys?
I stand here naked freezing cold.
Where are my horse and my clothing?

THE FIRST SPIRIT

Recite the rhyme the beggar said.
Just start to say the few first lines —
A neighing horse will come with clothes.

ANTINS
So, 'm not really dreaming then?

(The children catch him, pull him, tickle
him, pinch him, and yell in his ears.)

ONE THEN ANOTHER

This doesn’t tickle? This doesn’t hurt?
You can’t hear something in your ears?

ANTINS

Oh! I feel that! Oh! I hear you!
Who then are you if not my dreams?

THE FIRST SPIRIT
[ am a loving word you said.
THE SECOND SPIRIT

[ am a heartfelt gift you gave.



TRESAIS

Es - tavs zeélumins par svesiem.
CETURTAIS

Es - tavs vaids, par vajiem vaidéts.
PIRMAIS

Mes - tas oglites, ko sniedzi
Sala noklidusiem bérniem.
(Vicina savas zvaigznites.)

ANTINS
Ka tad ta? Ak, brinums! Brinums!
PIRMAIS

Nebrinies, bet steidzies pili!

OTRAIS
Steidzies, saki sakuminu!
ANTINS

Ak, es neticu pagalam,
Labak likSos atkal gulét.
(Bérni vinu apstaj un rausta.)

CITS CAUR CITU
Celies! Celies! Saki! Saki!
PIRMAIS

Steidzies, kamér nau par vélu!
Peléks gaiSums jauc jau tumsu,
Mezi tric no ausmas 3alkas.
Klusums ievelkas jau zemé,
Velk mus lidzi dzila klépi.

VISI

Steidzies! Saki sakuminu!

[ am your sorrow for strangers.

And [, your sighs for weaker beings.
THE FIRST SPIRIT

We are those little coals you gave
To wandering children in the snow.
(They swing their little stars.)

ANTINS
How can it be? a miracle!
THE FIRST SPIRIT

Do not waste time wondering. Hurry!
Now hurry, ride to the castle!

THE SECOND SPIRIT
Now say the little saying! Hurry!
ANTINS

I don’t believe it. It can’t be.
Better I go to sleep again.
(Children stop him and pull on him.)

ONE THEN ANOTHER
Get up! Get up! Say it! Say it!
THE FIRST SPIRIT

Go quickly while it’s not too late!
Gray light now mixes with the dark,
The forest trembles at daybreak.
Silence still lingers on the earth
And pulls us into its deep lap.

ALL SPIRITS
Hurry! Hurry! Say it! Say it!
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PIRMAIS

Saki pakal, es tev teikSu:
Klau, klau, klaudzinu —
Atskrej, zirdzin!
ANTINS

Klau, klau, klaudzinu —
Atskrej, zirdzin!

(Bérni cel vina labo kdju un klaudzina tris

reizes péc katra teikuma.)
ANTINS

Laid! Es nevaru vel ticét.
PIRMAIS

Dari vien, kas tev tur jatic!
Drébes ir véja,
Atnes man jaunas.

(Bérni cila Antina kaju tapat ka augsa.)

ANTINS
Drébes ir véja,
Atnes man jaunas.

PIRMAIS

Vilnaino vieta
Atnes man vara!

ANTINS

Vilnaino vieta
Atnes man vara!

THE FIRST SPIRIT

I'll say it first then you repeat:
[ tap, tap, and tap —
My horse runs to me!

ANTINS

[ tap, tap, and tap —
My horse runs to me!

(The children lift his right leg and stomp
three times after each sentence.)

ANTINS
Let go! I can’t believe in it!
THE FIRST SPIRIT

Just say it and believe in it!
The wind stole my clothes.
Now bring me new ones.

(Children continue to stomp Antins foot,
Jjust as above.)

ANTINS

The wind stole my clothes
Now bring me new ones.

THE FIRST SPIRIT

Replace my wool clothes.
Now bring me copper!

ANTINS

Replace my wool clothes.
Now bring me copper!

(Bérni, tapat ka augsa, klaudzina. Atspid
iesdrts spozums. Paradas aiz kokiem vara
zirgs ar vara drébém.)

(Children stomp his foot, just as above. a rosy
light approaches and shines. The copper horse
and copper clothing appear from behind the
trees.)



ANTINS

Ak tu brinums! Ak tu brinums!
Ak tu nepieredzéts skaistums!
Vara zirgs ar vara drébém.

PIRMAIS

Jaj nu tiesi stikla kalna.
VISI

Pasveicini princesiti!
ANTINS

Sveiki, mani sapnu bérni!
Tala, daila princesite,
Naku vest tev jaunu sauli!

(Priekskars.)

ANTINS

What a miracle! a miracle!
Oh, what incredible beauty!

The copper horse and copper clothes.

THE FIRST SPIRIT

Now ride onto the glass mountain.
ALL SPIRITS

And give our love to the princess!
ANTINS

Good-bye, dear children from my
dreams!

Fair princess far in the distance,

I come bringing you the new sun!

(Curtain.)
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