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“Kurzemes albums”un pieminas albumu tradicija.
Kas padara “Kurzemes albumutik Tpasu?

Aija Taimina

Albuma 90 lapas ir apturéjusas sen zudusu laiku, topot par pieminekli bidermeiera
laiktelpai un tas iedzivotajiem geografiski visai plasa tvéruma.

Tas Kluvis ne tik daudz par Kurzemes, cik par kurzemnie€u albumu ar satibu
saglabat, rekonstruét un atdzivinat vienai Jelgavas pilsonisko aprindu gimenei
pietuvinato personu, lielakoties sievieSu, pasauli. It k& savstarpéji nesaistitie attéli
vésta par aizgajuso laiku damu interesém, gaumi, verttbam, dzivesstilu, talantiem,
lauj spriest par vinu dzives notikumiem, dvéseles skanojumu.

Tiesa, “Kurzemes albuma” zimé&jumi nepiedava iespéju iepazit Kurzemi 19. gad-
simta pirmajas desmitgadés. Te neatrast ne Jelgavas, ne citu Kurzemes pilsétu
prospektus, ne lauku ainavas un dzimtmuiZu skatus. Te neatrast arT bidermeiera
laika majigo viesistabu un salonu interjeru ziméjumus vai pieminas albumu lapam
tradicionalos veltijuma dzejolus un sentences. “Kurzemes albums” liecina par
Jelgavas vidé saknoto jauno damu voyagepittoresque jeb gleznainajiem celojumiem
gan varda tieSa nozimé - apcelojot, pieméram, Vaciju, Italiju, Franciju, gan nosa-
Citi - apgastot un pienemot ta laika Eiropas literattiras un makslas pasaules vértibas.
Tas stasta par Jelgavas labako aprindu meitenu un sievieSu atvéerttbu estétiskiem, in-
telektualiem, emocionaliem pardzivojumiem, dabas iespaidiem, sabiedribas dzives
ritiem. NetieSi aloums vésta arT par sava laika meitenu izglitibas tradiciju: jauno
Zimétaju talants spéja atraisities uzmaniga un neatlaidiga zimésanas skolotaja
vadiba. “Kurzemes albums”lauj risinat komplicétas un vél joprojam daZas epizodés
neskaidras dzimtu véestures studijas. Tikai $ada konteksta pareizi izprotama vairaku
attélu provenience.

Lai novértétu “Kurzemes albuma” vietu dazadu veidu albumu hierarhija, nepie-
cieSams ieskats sazarotaja pieminas albumu tradicija, kam genétiski pieder arl
jelgavnie€u gimenes dargums.
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leskats pieminas albumu vésturé
Album amicorum, das Stammbuch, draugu albums, dzimtas gramata, studentgrama-
ta, pieminas albums - tas ir rokraksta literatras atzars, kas radies aptuveni pirms
470 gadiem. Rokraksts, ko ciena un sarga vairakas gimenes paaudzés un izstada
muzeju un bibliotéku kulttrvésturiskas ekspozicijas; rokraksts, kura saturu un vei-
dolu radijusi desmiti un reizumis pat simts autoru - rakstitaji un kaligrafi, zimétaji
diletanti un profesionali makslinieki, gravieri, siluetu meistari, izSuvéji, iesejéji (un
tomér - nekad to nevar uzskatit par pabeigtu); rokraksts, kas uzkrajis sevi gandriz
vienigi labvéligus, milestiba un draudziba, pateiciba un ciena, ka prieka, ta filozofis-
kas pardomas teiktus vardus; rokraksts, kas pavadijis talos celojumos; jaunibas un
brieduma gadu liecinieks; rokraksts - pieminas zime iz3kirigiem dzives pavérsie-
niem - atvadam vai jaunu notikumu un apstaklu gaidam; ierakstu klade skolniecu
laika kavéklim. Pieminas albuma fenomena mérogi ir parsteidzosi.1

Atmina ir individa identitates un paSapzinas pamats, tadél pieminas albuma
tradicija ir aplokojama art kaltlratminas teorijas, atceréSanas un aizmirSanas
koncepta ietvaros. Pieminas albums spéja notvert, organizét un saglabat materiala
gaistoSas atminas. Ta balto papira lapu aizpilde kluva par vienojo3u ritualu tiem,
kas apzinajas atminu vérttbu un véléjas apturét aizmirstibas upes Lé&tas straumi.
Saprotams, ka atminu albums bija nonacis art apgaismibas laikmeta enciklopédistu
redzes loka pirmkart ka *“.. gramatina, kas darinata no laba rakstampapira un iesieta
gulus oktavformata, ko universitaSu studenti un celotaji piedava profesoriem un
citiem ievérojamiem un macitiem laudim, lai tie ierakstitu taja par pieminu savus
vardus, gerbonus un simboliskus véléjumus, reizém pievienojot tiem kadu atgadina-
jumu par celojumu”2 Respektabla Meijera Liela konversacijas leksikona apraksts
apliecinaja atminu albuma ka kultdrvésturiski nozimiga fenomena veértibu, bet art
ieziméja albumu kultdras norieta tuvumu: “. lielakoties grezni veidots albums,
ko kada persona iekartojusi, lai sakratu tajad savu tuvinieku, pazinu un izcilu
laikabiedru ierakstus. Sadi ieraksti galvenokart ir vélgjumi albuma Tpasniekam
dzeja un proza, sakamvardi, sentences, nereti pazistamu dzejnieku citati, bet bieZi
arT paSsaceréta dzeja. Tie atgadina par kopéjiem pardzivojumiem, ir nopietni,
bet sastopami arT joki un pardrosi izteikumi. Turklat albumos atrodami ziméjumi
un noSu pieraksti. Senak atminu albumi bija plasi izplatiti, tagad gan kluvusi reti
sastopami un tos iecientjusi lielakoties jauniesi”.3

Atminu albumi pelna ievéribu un lidz ar to - mérktiecigu analizi. Tie ir nopietnu
starpzinatnu péttjumu priekSmets, darba lauks paleografijas, genealogijas un heral-
dikas pétniekiem, valodniekiem, bibliografiem, gramatniecibas un bibliotéku vés-
turniekiem, makslas zinatniekiem un kultarvésturniekiem, tapat muzikologiem un
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teologiem. Studentiem piederéjusie albumi spilgti liecina par studentu sadzivi un
studiju gaitam, ta kalpodami izglitibas véstures izpétei. Tie dokumenté sava laika
literaro gaumi, izteiksmes veidu un makslas stilu, atspogulo rakstitaju pasaules
uzskatus un dzives izjatu, ideadlus, vértibu kritérijus. Savukart velttjumi un izvélétie
citati originalvalodas (lattnu, grieku, ebreju, pat arabu un turku valodas) demonstré
klasiskas izglitibas vértibas gluzi tapat ka barokalas vardu spéles - anagrammas un
hronodistihi - liecina par rakstitaja literarajam spéjam un prata asumu. Spalvas
vilcienu ritms parliecinosi vésta par kaligrafa prasmi un rakstitadja temperamen-
tu. Augstvertigi izcilu makslinieku darindjumi tapat ka nezinama diletanta rokai
piedévéjami ziméjumi izdailoja vai katru albumu. Te atrodamas ielimétas gravi-
ras, siluetportreti, no papira izgrieztas monogrammas, veidojumi no matiem - siki
gredzentini un bizites, kads trausls herbarizéts rozes vai neaizmirstules zieds.
Izsmalcinatu ieséjumu cienitdjam par prieku maza gramatina varéja greznoties
sarkanos, zeltitiem ornamentiem rotatos safjana vakos. Kadai senakai tas melnos
adas vakus ar zeltrjumu saturéjusas Cetras sarkanas zida lentes, sasietas puskos. Bet
neiesietas autografu lapinas ar zeltitajam malindm glabatas elegantd marmoréta
kartona futrali vai karbina ar krasainu stikla pérliSu vainagu uz vaka, ari gaiszila,
sudraba iz80ta zida somina.

Adelheides Seibleres veltijuma ieraksts ar matu Skipsnu un zida lenti. Riga, 1839.
No: Matildes Engelhartas pieminas albuma (1837-1851), S. 25. LUAB R
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Tradicionalas formas pieminas albumu sakotne saistama ar reformécijas laika
Vacijas universitaSu vidi. Vecakais zinamais albums sakts veidot Vitenberga
1542. gada, tas piederéjis kadam studentam.4 Reformécijas laika humanista Joa-
hima Kamerarija izteikums (1566) raksturoja ta laika studentu - album amicorum
TpasSnieku un kaisligu autografu krajéju: “Tolaik daudzi, kas karoja gt savu vai
citu slavu, saka meklét ierakstus gramatas. Taisni neticami, cik daudz laika un
palu tam veltijis Melanhtons!”5 lerakstu karotaji apzinajas ieverojamas personas
autografa (un tatad arf pieminas albuma veltijuma) vértibu: péc Filipa Melanhtona
un Martina Lutera naves Vitenberga ar Siem ierakstiem veikli tirgojas.6

Pieminas albums laika gaitd mainijis gan savu aréjo veidolu, gan saturu un
piedertbu. Albumus iespéjams iedalit vairakas hronologiski un saturisku iezimju
noteiktas grupas: vecaka posma dizciltigo un studentu albumi (16. gadsimta otra
puse-17. gadsimts), studentu un macitu viru albumi (18.-19. gadsimts). Saturiskaja
aspektad nedaudz savrup nostdjas 18. gadsimta beigu-19. gadsimta jaunu damu
albumi un skolnieu atminu klades, korporacijas apvienoto studentu komersa gra-
matas. Cita veida rokraksti radniecigi majas draugu un viesu gramatam. Formali
makslinieka skiu albumu un celojoSa malderzella albumu arT var pieskaitit piemi-
nas albumiem. Apgaismibas un sentimentalisma laikmeta garam atbilda originalzi-
méjumu krajumi albuma forma - to TpaSnieks veidoja savas kolekcijas prezentacijai.

Sakotnéji draudzibas un pieminas albumi tika iekartoti, lai “atgadinatu par
kopigi pavaditajiem jauntbas gadiem un studiju laiku, tie apliecindja savstarpéju
draudzibu un evangelisku tictbu. Sakuma tos sauca par Liber amicorum (draudzi-
bas gramata), bet no 1559. gada iedibinas jédziens stammbuch (dzimtas gramata).
Jaunajai modes lietai driz bija daudz cienitaju, arT katolu vidd, un albums no kon-
fesionalas vienotibas apliecinataja kluva par humanisma gara vienotu cilvéku
kopibas pieradijumu’?.

Senako pieminas albumu ierakstu modelis bija visai konsekvents. leraksts
latinu valoda tapa péc kanoniska parauga, ka formula. lerakstu veidoja:

- veltljumasentence - citats, sakumposma visbieZak latinu valoda;

- ieraksta autora devize jeb simbols (symbolum);

- izvérsta un nereti standartizéta uzrunas formula albuma Tpasniekam, uzskai-
tot art ta titulus un labas TpaSibas un tradicionali pieminot draudzibas un labas
pieminas vardus. Veltijuma ierakstu noslédza:

- rakstitaja vards, biezi tituls (piem., Libero Barog Nobilis saxonus9), studen-
tiem - norade uz izcelsmes vietu jeb novadniecibu (piem., Livonus Rigensisio,
Curlandinus®), amatu (provisorus, poetus, rector1?), akadémisko gradu (pr, Prof.,
Mg.), korporéciju (pieziméjot arT cirkeli) vai ordeni;
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- rakstiSanas vieta (visbieZak izmantota vietvarda latinizéta forma) un datums;

- 18. gadsimta vidu ieraksta formulu saka papildinatt. s. memorabilia13: atgadne
par kopigi piedzivoto un pardzivoto, batiskako notikumu lakonisks uzskaittjums.

lerakstu bieZi greznoja gerbonis, originalziméjums vai ielTméta graviras lapa.

DiZciltiga TpaSnieka albumu jeb gerbonu gramatu sakotnéji (16. gadsimta)
veidoja gerbonu zZiméjumi un paraksti ar visai lakonisku sentenci. 16.-17. gadsimta
albuma rakstitajs pats attélus un gerbonus neziméja, bet pasttija meistaram.
Gerbonu ziméSanas tradicijas Eiropas pilsétvidé bija visai izvérstas un senas.
Jau no 15. gadsimta pilsétas darbojas t. s. véstulu un gerbonu zimétaji, kam pasa-
tja galvenokart dizciltibas diplomus (adelsbrief Adelsdiplom). VElak tie uznémas
art pieminas albumu izgreznoSanu. ArT universitatés tika nodarbinati zimétaji,
piemeéram, ieraksti Greifsvaldes Universitates matrikulu un rektorata gramata
vésta, ka jau 15. gadsimta otraja pusé universitaté darbojusies gerbonu zimétaji
(universitats-Maler) - ta vairaki Greifsvaldes Universitates rektori (1473., 1475.,
1545, g)) likusi iluminatoriem iezimét matrikulu gramata savus gerbonus: Hermana
Langenbeka nelielais gerbona ziméjums atrodams lapas mala, savukart rektors
Eriks Nikolai un Johanness fon Uzedoms likusi zZimét savus vapenus visasfolio %
lapas lieluma. BArT studenti varéja pasatit atseviskus ziméjumus vai attélu sérijas
universitates zimétajam.

Pieminas albumos starp ierakstiem varéja tikt iesietas pergamenta lapas
ar emblematiska satura originalminiatiram, krasnas kolorétas vara graviras un
kokgriezuma lapas. 16. gadsimta otraja pusé visparéji iecienttas bija emblematiska
satura greznumgraviras (veltijuma grafikas paveids), ko pieminas albumu vajadzi-
bam izdeva gramatiespiedéji un gravieri, tapat epigrammu, emblému un simbolu
krajumi. lecieniti bija iespiestie pieminas albumi ar greznam kokgriezuma titulla-
pam, to lapas ar iespiestajiem tuksajiem gerbonu vairogiem (vélak tajos gerbonu
ZImétajs atveidoja ieraksta autora gerboni) papildinaja kokgriezuma apmales.

Pieminas albumu tradicija cauri gadsimtiem tika uzturéta akadeémiskaja
universitasu vide; tomér ar laiku albums Kkluva arvien demokratiskaks. Gandriz
katram studentam pienacas iekartot savu pieminas albumu, kas gan varéja nebat
tik grezns, bet uzticami pavadija jaunekli vina Grand Tour vai akademiskaja
celojuma - peregrinatio academicaX- pa Eiropas universitatem. Janem véra, ka
17.-18. gadsimta students viena augstskold neuzkavéjas ilgi. Aptuveni 20 gadu
vecs jauneklis péc ierakstiSanas universitates matrikuld savas augstskolas lekci-
jas nereti apmekléja tikai vienu - divus semestrus un tad celoja uz nakamo ailma
mater, t pabldams vidégji tris - Cetras augstskolas. Daudziem Tsais studiju laiks uz
maZu iegdla atmina ka vinu dzives célakie un spoZakie gadi, kurus ilgi piemingja
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aizrautigos atminu stastos. Studentu un novadnieku vienotiba radusas draudzi-
bas maZs nebija ilgs, to nenovérSami apdraudéja SkirSanas, un studentgramatas
uzdevums bija saglabat pieminu par kopigi pavaditajiem briziem. Veltijumi un
memorabilia piezimes gan lielakoties véstija par studentu izpriecam - t. s. makslas
un brivdienu celojumiem, kopigiem novadnieku vakariem, vinu un meiteném. Uz-
mundrinoSi turpmakas veiksmes v&l&jumi un pamacosi ieraksti lielakoties tapusi,
atvadoties pirms studiju biedru aizcelo3anas, un tajos izskan ari vieglas skumjas.
Daudziem studentiem un celotdjiem album amicorum bija neiztrikstoss
pavadonis autografu medibas. 18. gadsimta Sadi brunojies “albumu celotajs” (stamm -
buchreiter, Stammbuchreuter) bija kluvis par daudzu méacitu viru biedu.7Kaisligi
tiecoties iegat visu apmeklétas pilsétas ieveérojamo viru veltljumus iespéjami 1sa
laika, daudzi nevaligi autografu mednieki algoja t. s. pieminas albumu nésataju
(Herumtrager von Stammbichern) - zelli vai kadu brivu zénu, kam bija uzdots
apmeklét slavenibas un iegat ierakstu albuma. Getingené 1794. gada tika izdots
rikojums, kas So nodarbi aizliedza, draudot ar miesassodu un cietumu.BPaSsapro-
tami, ka Sados gadijumos ierakstos pausto jatu patiesums ir loti apSaubams.
18. gadsimta vidd aizrau$anas ar pieminas albumiem parnéma visus, un uz
daudziem gadu desmitiem mazais oktavformata séjumins kluva par modes lietu un

Ziedu pudkis. Eduarda Kaspara fon T1zenhauzena akvarelis. Veidumuiza (Weidenhof), 1822
ZIiméts péc parauga no: Genlis, Stephanie F.Neues undfaRliches Lehrbuch zum Zeichnen und
Mahlen. Leipzig, 1812, Taf. XXII. No: Paula Augusta Georga fon Freja pieminas albuma
(1819-1836), S. 88. LUAB R
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dzives stila raksturotaju ka akademiskaja, ta pilsoniskaja vide. Romantisma laik-
meta pasaules izjuta draudzibai, atminu maigumam un kopigiem emocionalu par-
dzivojumu briziem bija visaugstaka vértiba - draudzibas kults pieSkira personibas
individualo izjatu izpausmém prioritaru nozimi, kam bija art visai realas izpausmes.
Par cilvéecisko attiecibu intimitati liecinaja aizrauSanas ar matu izstradajumiem,
kas ietekméjusi arT atminu albuma lapinas veidolu - lidzas dzejai nu redzama
rakstitaja matu bizite, matu gredzentin3 vai pat nesen mirusa bralisa gaisa matu
sproga. Sentimentalisma laikmeta albumu lapas uzziedgja akvarelt ziméti raibi
ziedu puski no neaizmirstulém, rozém, tulpém un hiacintém, zida diegiem iz30ti
neaizmirstulu zarini I1dz ar ldgumu “atceries, neaizmirsti mani”. Un Tstas rozes -
kadreiz mtlot davatas, sarkanas, smarzZigas, bet nu - trauslas, sazuvusas, no viegla
pieskariena gatavas sabirzt puteklos. Albuma pasaule bija klusuma un ramas gais-
mas piepildita: Zziméjums un ieraksts tapa klusuma, un tas arf tika novertéts intima
divvientuliba ar veltijumu. Albums veidojas privatas un sabiedriskas kultlrtelpas
krustpunkta.

leraksti atminu albumos kluva arvien personiskaki. “Draudzibas kulta un jau-
naja apgarotaja dabas izpratné cilveku gars arvien vairak atraisijas no sabiedriska-
jiem konvencionalajiem ierobeZojumiem un baznicas kanoniem un mekléja jaunas

Draudzibas piemineklis parka: idealainava. [Riga, 1794],

Margaretas Agnesas Nestoras, dzim. fon Galanderes, guasas ziméjums.

No Margaretas Agnesas Nestoras, dzim. fon Galanderes, pieminas alouma (1784-1822),
S.1 LUABR
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pasaules izpratnes simbolus un zimes. Pieminas albums tam bija idedla izpausmes
forma” 1 Romantiskam izjatam bija nepiecieS5ama vide - parki, upju ielejas, templi,
pilsdrupas, vientuli kalnu namini, kapsétas, lauku baznicas. Par nezodoSas drau-
dzibas un maZibas vértu jatu redzamajiem simboliem izvéléti “draudzibas piemi-
nekli” - urnas, templi, obeliski, kolonnu fragmenti un upuraltari, akmens plaksnes,
vainagi, taurini, siluetportreti. Ilgotas vietas atgadinaja gan konkrétu dabasskatu
ZIméjumi, gan romantizétu idedlainavu attéli. Vizualo simbolu jégu papladingja
dzeja un proza. Sentimentalisma tradicija veidotais pieminas albums uzskatams
par vistaustamako gaisto3as draudzibas un apstadinatu mirklu pieminekli.

Visparéja aizrausanas ar pieminas albumiem, logiski, rosinaja veltljumu gra-
fikas meistarus un tirgotajus. Tiem interesentiem, kas ziméSana nebija apdavi-
nati, gravieri piedavaja dabasskatu sérijas, Zanra aininas, studentu dzives skatus,
universitadu profesoru un reformatoru portretus, ornamentétas albumu grez-
numlapas oforta tehnika. Getingenes gravieris un izdevéjs Ripenhauzens rakstija:
“Vislabakie ienakumi mums ir no albumiem. (..) albumiem noder viss”20.

Ta pieminas albumu uzplaukuma perioda izskana savulaik elitarie un neat-
kartojami savdabigie rokraksti komercializacijas un standartizacijas iespaida kluva

Idealainava ar pilsdrupam. Hannes ton Frejas tusas mazgajums. Odziena (Odsen), 1829
No Paula Augusta Georga fon Freja pieminas albuma (1819-1836), S. 149. LUAB R
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par masu kultaras sastavdalu. No muiZniecibas un akademiski izglitotu lauzu vides
albums parceloja pie vidusskiras parstavjiem - tirgotdjiem, amatniekiem, skolé-
niem, un kops 19. gadsimta pirmas treSdalas pieminas albumu tradicijas aktivakas
uzturétajas bija jaunas damas un skolnieces. Mainoties albumu Tpasnieku sociala-
jam statusam un izglitibas ITmenim, mainijas art pieminas albuma saturs un veidols.

Pieminas albumi Latvija

Latvija pieminas albumu izpétes tradicijas sakotne saknojas 19. gadsimta vidus
vachaltieSu véstures pétrjumos. Savulaik Vidzemeé un Kurzemé vai ikkatra vacbaltu
gimené tika rpigi glabati un augstu vértéti desmitiem 16.-19. gadsimta pieminas
albumu, par kuru esamibu parliecinosi véstija publikacijas periodika, zinojumi
Rigas Véstures un senatnes pétitaju biedribas un Kurzemes Literatdras un makslas
biedribas Genealogijas sekcijas sédés, kultlrvésturisku izstazu katalogi.2l Diemzél
lielaka dala Latvijas senako pieminas albumu véstures griezZos ir neatgriezeniski
zudusi.

Vachaltu pétnieku interesi pieminas albumi piesaistija 19. gadsimta seSdesmi-
tajos gados, driz péc tam, kad studentgramatu un draudzibas piemineklu tradicija
bija kluvusi par aizgajuso laiku véstures dalu. Turpmakie informativie zinojumi un
plasakie pétijumi par atseviskiem albumiem (un vienmér to autori ir apzinajusies
aprakstamo albumu neapstridamo kultarvésturisko vértibu) saistami ar divu orga-
nizaciju darbibu - tas ir Kurzemes Literatlras un makslas biedriba Jelgava un
Rigas Veéstures un senatnes pétitaju biedriba. Albumi glabajas abu zinatnisko bied-
ribu kolekcijas. Ta 1873. gada Kurzemes Provinces muzeja krajuma bija 12 piemi-
nas albumuZ?, tostarp senakais zindamais pieminas albums Latvija. Tas piederéja no
senas Kurzemes muiznieku dzimtas nakuSajam Dunalkas l1éna muiZas ipaSniekam
Kristoferam fon Sakenam.23

Izpéti batiski stimuléja lielas kultrvésturiskas izstades, kuru ekspozicijas
pirmoreiz atklatiba I1dzas citiem dokumentiem un senlietdm tika paradtti arf pie-
minas albumi, ko uzskaitija iespiestie katalogi. Divdesmit divi 17.-19. gadsimta
albumi no seSu dzimtu privatkolekcijam un Veéstures un senatnes pétitaju biedribas
krajumiem (14 albumi) ar ievérojamu literatu autografiem un izcilu makslinieku
zZiméjumiem tika eksponéti Rigas kultlrvesturiskaja izstadé (1883), kuras noldks
bija veicinat un paplaSinat véstures izpéti jebkura iespéjama veida. Eksponétie
albumi bija piederéjusi pazistamiem Rigas, Vidzemes un Kurzemes garidzniekiem,
tirgotajiem, pedagogiem. Kurzemes kultarvésturiskas izstades kataloga (1886) uz-
skaittti 13 albumi no Kurzemes Provinces muzeja kolekcijas. 1903. gada Heraldikas
izstadé Jelgava eksponéti 30 pieminas albumi: no Véstures un senatnes pétitaju
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biedribas kolekcijas - Cetri (1883. gada izstaditi Riga), no Kurzemes Provinces
muzeja kolekcijas - vienpadsmit, no privatkolekcijam - Cetri, no Genealogijas,
heraldikas un sfragistikas sekcijas krajuma - septini, no Igaunijas - divi. So
izstazu iespaidoti, albumu izpétei pievérsusies izcilie vacbaltu vésturnieki Leonids
Arbuzovs seniors, Augusts Vilhelms Buhholcs, Vilhelms Neimanis.

Pelniti visvairak ticis aprakstits un apbrinots Kurzemes hercoga Pétera Blrona
galma mar3ala Heinriha fon Ofenberga albums. Kurzemes Literattras un makslas
biedribas bibliotekars un gleznotajs Juliuss Dérings atkartoti (1872, 1887) aprak-
stijis tolaik Kurzemes Provinces muzeja jauniegato albumu, novértéjot 78 vértigos
Ofenbergam veltitos slavenu un mazak zindmu vacu, italu, francu makslinieku
akvarelus, skices un ziméjumus, tostarp art Angelikas Kaufmanes, Antona Grafa,
Daniela Hodovecka, Johana Radolfa FislT darinatos.24 Ofenberga pieminas albuma
faksimilizdevums ir viens no retajiem Kurzemes véstures rokraksta piemineklu
publicéjumiem in faximile, Ko lieliska kvalitaté uz rokas I&juma papira pagata-
voja Leipcigas izdevnieciba insel-verlag 1919. gada.25 Par minéta albuma lapam
priecajies arhitekts, makslas vésturnieks Vilhelms Neimanis2 kas laikraksta
“Rigaer Tageblatt” makslas pielikuma 1907. gada 3 turpindjumos par to rakstija,
tapat pieminédams krasnos Rigas aptiekdra un makslas kolekcionara Jakoba
Johana Fosa albumus.27 Abiem Fosa albumiem piemit visai izteikts grafikas darbu
kolekcijas raksturs. Personigi veltijumi albuma TpaSniekam mijas ar vina celojumu
laika iepirktiem vai uzdavinatiem ziméjumiem, ko ipasnieks papildinajis ar maks-
linieku biografijam; turklat abi Fosa albumi iekartoti liela izméra séjumos. Fosa
albumi joprojam gaida savu pétnieku.

Gan lakoniskie izstaZu katalogu apraksti, gan izvérstakas publikacijas apliecina
daudzu vértigu pieminas albumu klatbatni Latvijas kultdrvidé vairaku gadsimtu
gaita, apstiprinot, ka albumu mode atri vien parnéma art Livonijas un Kurzemes
iedzivotajus. Anotacijas apliecina, ka vidzemniekiem un kurzemniekiem savulaik
piedergjusie greznie pieminas albumi daudzveidiba nebija atpalikusSi no citzemju
kolekcijas atrodamajiem.

Visiecienitakais seno Livonijas albumu greznojums bija gerbonu ziméjums.
Albumi ar daudziem skaisti zimétiem gerboniem fantastiskas krasas uzskaitti
gan Kurzemes kultlrvésturiskas izstades (1886) kataloga, gan Jelgavas Heraldis-
kas izstades (1903) katalogd. Albumu originalziméjumu tematiskais loks ir visai
raibs, un tas vien apliecina albumu kultdrvésturisko vérttbu - gan rozes un neaiz-
mirstules, gan urnas un pilsdrupas, gan alegoriski antiku un kristigu motivu
ZiIméjumi, idealainavas, Zanra ainas, studentu dzives skati, silueti, arT matu rota-
jumi, iz8uvumi. Latvijas albumu Tpasnieki izmantojusi iecienitas gravétas albumu
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greznumlapas. Emblematisku izdevumu un velttjuma grafikas lapu klatbatne Sajos
albumos liecina, ka Rigas gramattirgotaji apzinajas tirgus konjunktaru, un te varéja
iegadaties Frankfurté, Getingené un Berliné darinatas lapas.

Memuari un atminu stasti zino par grezniem albumiem ar daudziem siluet-
portretiem. Macitaja Liborija fon Bergmana krasni ilustrétaja albuma (veidots
1774-1795) bijis redzams ar1 sparnots engelis, kurs, atspiedies pret kolonnu, apliko
medaljonu ar siluetportretu.

Publikaciju lielumliela dala bija ieceréta ka informacija interesentam par
albumu saturu un personu aptvérumu un, isuma uzskaitot, véstija par ievérojama-
kajiem ierakstu autoriem un albumu TpaSnieka dzives gaitam, apmeklétajam vie-
tam. Saja aspekta atsevidki albumi kalpojusi ka zinu avots vairakiem pamatigiem
dzimtu vestures pétijumiem. Albumus pétot ar literatirvésturnieka skattjumu,
autori bieZi bija aprobeZojusies ar kuriozu vai dzildomigu ierakstu citéSanu, dazkart
ari zinojot par kultarvesturiski nozimigu tekstu pirmatklajumiem. Tapat apraksti
fiksgjusi kadu greznojosu elementu (attélu, gerbonu ziméjumu) klatbatni apraks-
tamaja rokraksta.

Savukart 21. gadsimta pirma desmitgade devusi divas akadémiskas publikacijas:
literatarvésturnieces un folkloristes Baibas Krogzemes-Mosgordas monografiju

Sieviete bidermeiera modes térpa.

TuSas mazgajums. 19. gs. 20.-30. gadi.

No Paula Augusta Georga fon Freja pieminas
albuma (1819-1836), S. 176. LUAB R
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“Atminu albumu tradicija latvieSu skolénu kultdrd”2 un Latvijas Universitates
Akadémiskas bibliotékas Rokrakstu un reto gramatu kolekcija (turpmak - LUAB)
glabato pieminas albumu katalogud) - taja fiksétas zinas par 28 pieminas albu-
miem, kas 17.-19. gadsimta savulaik piederéjusi Vidzemes un Kurzemes vachaltu
iedzlvotajiem un to gimeném: muizniekiem, garidzniekiem, juristiem, tirgotaju
kundzém, dabaszinatniekiem un aptiekariem, militarpersonam, studentiem, sko-
lotajai un skolniecei, maksliniekam. LUAB pieminas albumu kolekcija $aja kon-
teksta jauzloko ka savam laikmetam tipisku pieminas albumu paraugeksemplaru
krajums. Turklat LUAB kolekcija saglabajusies 5 sievieSu albumi. Grezni un baga-
tigi ilustréti ir ridzinieCu - tirgotaju kundZu Margarétas Agneses Nestoras, dzim.
fon Galanderes, un Annas Katrinas Frejas, dzim. Zévekes, skolotajas Matildes
Engelhartas pieminas albumi.3 Janorada, ka vacbaltu pétnieku interesi sievietém
piederéjusie albumi nav saistijusi.

Parasti publikacijas dod vien fragmentaru ieskatu delikataja un krasnaja pie-
minas albuma pasaulé. Protams, katra pieminas albuma izpéte paplaSina zindmo
par ta Tpadnieka dzives gaitam, paverot iespéjas precizét pat enciklopédijas fik-
sétus un visparzinamus faktus. Albumu ierakstos atklajas personisko attiecibu
kontakti, kas var izskaidrot un komentét kadus biografiskus pavérsienus. Plass
pétijumu loks saistas ar dzejas un prozas lasamibas un izplatibas jomu, izvéléto
ierakstu tematikas un stilistikas aspektiem. Par dzejas izplatibu un lasitaju gaumes
izmainam liecina autoru citéjamiba.

Neiedzilinoties plaSo kultarvésturisko kontekstu lauka, kas paveras, identifi-
céjot un meklgjot zinas par ierakstu autoriem, jaatzimé: pieminas albumi pierada,
ka cilvéciskajiem kontaktiem nav bijis batisku teritoridlu, nacionalu, kartu vai
dzimumu ierobeZojumu. Vienlidz svarigs ir ievérojamas universitates profesora,
apbalvota dzejnieka, tituléta ierédna un jauna studenta, karavira vai majsaim-
nieces veltijuma ieraksts. Japiekrit Juliusam Ekartam: “Sim lappusém ir bijis
javeésta nevis par kada vira atminam, tas ir veltitas atgadinajumam par masu tévze-
mes pagatnes apstakliem un norisém. Ta memuaru rakstnieks savu dzives gajumu
izvij k& pavedienu sava laikmeta tuvak zinamajai vésturei, par ko vins vélas vestit.
Tam, kuram dzivot vispirms ir izjust to, ko vina zeme un vina draugi ir piedzivo-
jusi, tam vina personigais dzivesstasts ir aplikojams tikai ka vina tévijas véstures
dala. No katra individa personisko piedzivojumu kopuma veidojas sabiedribas
vésture, un tikai, stingri vadoties no $ada uzskata, individs, kas ta arT paliek individs,
drikst uznemties atbildibu véstit par sevi”’2

Neapstridami - pieminas albumi ir dala no aizgajuso laikmetu étisko un esté-
tisko idealu pasaules mozaikas.
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“Kurzemes albums” nav lokals fenomens, piederigs tikai Jelgavas, Kurzemes vai
Latvijas kultartelpai. Tas parstav 19. gadsimta pirmaja treSdala gan aristokratijas,
gan pilsoniskajas aprindas visa Eiropa tik loti izplatito jauno sievieSu pieminas un/
vai ski¢u albumu tipu un pieder t. s. Viktorijas laikmetam, ko Krievijas impérija
iezimé Nikolaja | valdiSanas gadi (1825-1855) un Aleksandra Puskina laiks (lai
atceramies Puskina “Jevgenija Onegina” (1833) apdzejoto provinces jaunkundzes
albumu33. Bet tapat tas ir Roberta Simana, Franca Stiberta, Féliksa Mendels-
zona-Bartoldi, Riharda Vagnera, Zorzas Sandas, Alfréda de Misé, Carzla Dikensa
laiks, pirmo dzelzcelu un tvaikonu laikmets. Vairakas “Kurzemes albuma” lapas
veidotas saistiba ar pieminas albumu tradiciju, proti, apvienojot attélu ar memo-
rabilia tradicijai atbilstoSu datétu un parakstitu veltijuma ierakstu. Tomér lielaka
dala ziméjumu ir grafikas darbi, kuru autoriba pieder vienai personai, tie liecina
par nopietnu un sistematisku nodarbo3anos ar maksliniecisko jaunradi. So zime-
jumu apkopojums drizak veido kolekciju, iespéjams, savulaik ta bijusi zimé&jumu
mape. Pieminas albums un skicu mape papildina un turpina cits citu. Ja piemi-
nas albums ir ekstraverts, proti, orientéts uz komunikaciju, sazinu, tad personigo
un tuvinieku zimé&jumu krajums ir intraverts, privats, veidots sev. Albumi abas to
izpausmes klast par atminas kultdras elementu. Tuvu un dargu personu portreti
bija vértiba, ko 18.-19. gadsimta vélgjas iegat ikviens. lemtlotds Marijas (Marie)
portretu un matu cirtu sanéma art Kristofs Bélings, 23 gadus vecais Rigas tirgotaja
déls, kurs 1812. gada devas celojuméa no Rigas uz Maskavu.34Japiebilst, ka dzimtas
albumam tika pievienoti un tajos rapigi glabati art miruso tuvinieku portreti.%
Mdslaiku Latvijas kolekcijas zinami tikai daZi 8a perioda sievieSu pieminas
albumi, un tikpat liels retums ir talaika skicu albumi. “Kurzemes albums” piedava
iespéju paskatities uz pasauli sievietes - makslinieces acim. Tomér “Kurzemes
albuma” patiesa vértiba atklasies vien nesteidzigam, ieinteresétam un kompeten-
tam skatitajam. Tam, kur$ sajutis aizgajusa laika garu, sapratis zemteksta paslépto
un lidz galam neizteikto, neuzrakstito, neparadito. Albuma ieraksts un ziméjums
lauj pieskarties savstarpéjo attiectbu delikatajai pasaulei. Puku ziméjumi un
ainavas daZreiz glaba neizpauzamus noslépumus. Tie var liecinat par aizliegtam
jatam, kas raisijas starp apdavinatu audzékni un vinas ziméSanas skolotaju un
kam neizbégami sekoja Skirsanas. Uz atvadam davatais vienkarSais ziméjums
(pieméram, meitenes ziméta lapene, kur abi pirmoreiz satikuSies) tada situacija
ieguva pavisam citu jégu un vértibu gan skolotajam, gan vina skolniecei. Savukart
skolotaja atstatais skicu albums varéja klat par audzéknes lielako dargumu:
“Bridi vina vilcinajas, ar milestibu paturéja to rokas un tad piespieda pie lapam. (..)
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Es atvados no vina uz mazu. (..) Ja es nomirstu pirma, apsoli, ka atdosi vinam
50 mazo albuminu ar vina ziméjumiem un manu matu sprogu”3 Zimésanas sko-
lotaja Voltera Hartraita un vina audzéknes Loras milestibu romana - mistérija
“Sieviete baltd” (The woman in W hite, 1860) iejatigi aprakstijis anglu rakstnieks
Vilkijs Kolinss, gleznotdja ainavista Viljama Kolinsa déls. Zimésanas skolotajam
“gadiem ilgi diendiena bija nacies but kopa ar jaunam meiteném, gan pievilcigam,
devéja priekSnama ka lietussargu un tikai tad iet augsa”3

19, gadsimta salons un viesistaba nav iedoméajami bez pieminas albuma uz
sekretara vai bez ziméjumu mapes uz rakstamgalda. Ja paldkojas uz Juliusa Déringa
1845. gada skicéto Groskes - Kleinu nama planu un ta aprakstu3 tad skaidrs, ka
“istabas ir iekartotas ne parak grezni, tomér labi un majigi. Sienas rota ellas glez-
nas, graviras, litografijas, ir arT vairaki plastikas darbi gipsT, alabastrda un mar-
mora”40. Skiet visai ticami, ka “Kurzemes albuma” ziméjumu vieta bijusi lielaja
zalé ar diviem logiem pret Pasta ielu. Ja Dérings batu bildis ko vairék par sev labi
pazistama un mila nama zales iekartojumu, batu vieglak iejusties ta laika noskanas.
Tagad palidz kada cita laikabiedra - ridzinieka atminas par savu vecaku salonu
19, gadsimta trisdesmitajos gados: “Salons bija bagati iekartots. Pie sienas .. stavéja
patiesi varens divans un ta priek3a liels, ovals t. s. “kafijas galds”, ap 3o galdu bija
Karélijas bérza krésli, tapat ka divans, parvilkti ar debeszilu vilnas damastu, un veél

Jaliuss Dérings. Kleinu gimenes majas plans Jelgava.
Latvijas Nacionala arhiva Latvijas Valsts véstures arhivs, 5759. f., 2. apr., 1107.1., 90. Ipp.
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apméram ducis 3adu kréslu bija gar istabas sienam. Pie pilastra starp logiem bija
karSu galds. (..) Lai gan telpas bija Sauras, tomér tajas bieZi iemajoja jautra vakara
sabiedriba, kas saradas jau ap pulksten 6 vakara, tad dzéra téju un ap 9 ieturéja
nelielas vakarinas”4l Savukart Kolinss detalizéti bija aprakstijis Anglijas lauku
muiZas iekartojumu. Viena no LimridZas (Limmeridge) telpadm - mazaja viesista-
ba (little sittig-roorri) - bija izveidota vieta glezno3anai: “Mébeles bija (..) greznas
un skaistas; istabas vidd uz galda krasni iesietas gramatas; visas értibas rakstisa-
nai un skaistas pukes; otrs galds pie loga bija apkrauts ar visiem nepiecieSamajiem
darba rikiem, gleznojot akvareltehnikd, turpat stavéja piesliets neliels molberts,
péc patikas izpleSams un salokams (..) Ta bija pati jaukaka un greznaka dzivojama
istaba”42 Gimene péc talaika tradicijas pulcéjas dzivojama istaba vai ik vakarus,
lai atpastos, kopigi lasitu, nodotos valaspriekiem un rokdarbiem; tapat te pienéma
viesus. Tas, ka gimenes kopabisanai tik svarigaja telpa bija atvéléta visai ievéro-
jama vieta akvarelgleznoSanai, neparprotami liecina, ka nodarbei ar makslu, proti,
ziméSanai un gleznoSanai bija ari reprezentativas un socializéjosas funkcijas.
Ja GroSkes nama telpas atgutu savas sarkankoka mébeles, greznumlietas, porce-
lanu, paklajus, lustras, spogulus un aizkarus, tad “Kurzemes albuma” portrets

Juliuss Derings. Ziméjums gleznai “Zale barona Kampenhauzena dzivokli Jelgava” 1874
Papirs, zimulis, tinte. 38,5 x50,7 cm. LNB RGRN, R IW-1/89-54
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interjera atdzivotos, iedomas atgidams savas zudusas krasas. Bet tikpat labi zimé-
jumi varéja atrasties Kleina kundzes istaba, uz kuru no zéles varéja nonakt pa
anfiladi, dodoties cauri Zalajai istabai. Katrd zina dzimtas sievieSu ziméjumu
demonstréSana bija sadzives kultiras elements, nemainiga viesibu un apmeklé-
jumu rituala sastavdala.

Albums noteikti bija arT savstarpéjas uzmanibas izraisiSanas un piesaistes
riks, aizrautigas saloniskas “amiz&Sanas”, proti, aspratigas, jautras izklaides lidzek-
lis. Jo Kurzemé péc kada sarikojuma noteikti tika uzdots jautdjums: “Un ka tad
jus amizéjaties? Ak - izklaide, manieres - tie ir Kurzemes sadzives atslégas vardi.
Viss Vérpjas ap Siem diviem vardiem. - Sejienes dzivei tie ir ka Saule un Méness
Zemei”43 “Amizéties” alkstoSo Kurzemes damu valdzindjumam bija spéjis preto-
ties vien retais. Arzemniekiem tas $kita apburosas. To 19. gadsimta trisdesmita-
jos gados bija apliecinajis vacu rakstnieks Johans Georgs Kols, kur§ seSus gadus
stradaja Kurzemeé par majskolotaju. Kolam bijis skaidrs, ka katra pilséta ar kaut ko
ir ievérojama: vienviet lepojas ar izcilam meduskakam, citviet ar tur audzétam
hiacintém, tulpém un citam greznam pukém. Tomér “Jelgava klusé par tas dau-
dzajam skaistajam un milajam damam, kas Seit gadu no gada uzplaukst, itin ka Sis
produkts nebdtu vismaz tikpat skaists un piemiligs ka tulpes un hiacintes”44

Albumu damas néma Iidzi uz balli un viesibam; sarkankoka ziméSanas pie-
derumu ladtte un papirs tas pavadija celojuma un pastaiga. Ari virkne “Kurzemes
albuma” ziméjumu tapusi celojumu laika un celojumu iespaidos.sb Sludinajums4s
Jelgavas laikraksta liecina, ka driz péc profesora Johana Gotliba Groskes naves
vina otra sieva, atraitne Johana Vilhelmine Groske, un meita Zenija Groske
devusas uz arzemém; domajams, ka celojuma mérkis bija Diseldorfa, kur jau no
1826. gada dzivoja Fridrihs Vilhelms fon Sadovs ar gimeni. To, ka pirma pietura
Saja celojuma bija Riga, liecina “Kurzemes albums”. Te atrodams ar 1828. gada
3. augustu datéts, bet neparakstits ziméjums (26. att.), kura attélota celiniece -
skumja meitene ar mazu bérnu rokas. Jasecina, ka ziméjums pieder Zenijas rokai
un noskanai ir autores dzivesgajuma rodams iemesls, jadoma, ka celinieces téls
atspogulo nezinu par gaidamo braucienu un skumjas atvadas no majam. Jau
1829. gada 6. septembri Zenija salaulajas ar rotmistru Ernstu fon Zidovu un par-
célas uz Vroclavu. Gaidamo dzives robezskirtni ieziméjis arf verstu stabs ar
gadaskaitli “Kurzemes albuma” zimé&juma. lespéjams, ka Riga ar abam aizcelojo-
$ajam jelgavniecém bija satikusies arT Zenijas masa Jilija Ekse (Ekses uzturéjas
lielakoties Riga).

Zinams, ka Sada rakstura albumus tolaik veidojuSas daudzas augstako aprindu
damas. So meitenu izglitibai tika veltitas lielas riipes, un audzinasanas programma
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noteikti tika ieklauta arT ziméSana. Legendara Lielbritanijas karaliene Viktorija
bija apdavinata akvareliste. Kops astonu gadu vecuma vina bija mactjusies zimét
majskolotaja vadiba, studijas ilga devinus gadus, un vina bija rakstijusi dienasgra-
matas un ziméjusi 70 gadu garuma. Karalienes Viktorijas albumi veido 13 séjumus.48
Prasijas princeses Sarlotes, vélakas Krievijas imperatores Aleksandras Fjodorovnas,
Nikolaja | sievas, zim&jumu albumos princeses paSas un vairaku citu personu
Zimétajos 83 attélos redzami Prasijas pilu un parku skati, interjeri, ainavas.®
Nikolaja | meitas, septinpadsmitgadigas lielknazes Marijas Nikolajevnas zimé-
jumu albuma 55 lapas atrodami 1836.-1837. gada tapusi 22 pilu interjeru zime-
jumi, seSas ainavas, arhitektdras ziméjumi.® Talantiga lielknaze Marija Nikola-
jevna velak kluva par makslas kolekcionari un ienéma Péterburgas Imperatoriskas
Makslas akadémijas prezidenta amatu (1852-1876).

Eiropas kultdras un makslas pasaules kopsaucéji “Kurzemes albuma”
Nozimigaka epizode “Kurzemes albuma” vésturé ieziméta 1820. gada 2. novembri.8.
Ta ir diena, kad Kurzemes hercoga galma arsta, galma padomnieka Johana Gotliba
Groskes vecaka meita Sofija Sarlote salaulajas ar gleznotaju Fridrihu Vilhelmu
Sadovu. Tad izveidotas radniecibas saites ar Sadovu vislielakaja méra vélak bija
noteikusas albuma veido3anas gaitu un ta saturu. Cie$a saikne ar Sadovu un Disel-
dorfas makslas skolu ir “Kurzemes albuma” pamatvértiba, patiesa sensacija
Latvijas makslas véstures aprindas. Tomér “Kurzemes albums” atrodas Gro3kes un
Sadovu dzimtu véstures pétijumu krustpunkta. Tapéc albuma vésture $ketinama
abas Iijas un abos virzienos. Ta rada gana daudz neskaidribu, mingjumu, versiju.
Neizbégami uzmanibas centra nonak iespaidiga Johana Gotliba Groskes per-
sona. Akademiski izglitotais Jelgavas arsts, kuru zinatniskie kontakti saistija ar
ievérojamakajiem Eiropas medikiem un dabaszinatniekiem, bija Kurzemes her-
cogam un ta gimenei pietuvinata persona, kas baudija hercoga un hercogienes
labveltbu. Sarlotes Groskes un Fridriha Vilhelma Sadova iepazisanas ir saistama
ar profesora GroSkes aprindam un Kurzemes galmu. Tas notika laika, kad no
1818. gada oktobra sakuma=Iidz 1820. gada vasaras sakumam33profesors Groske
veselibas uzlaboSanas noluka ar sievu un abam meitdm apceloja Vaciju. Zinams,
ka 1819. gada junija beigas GroSkes bija ieradusies Karlsbades karorta un tikusies
ar Kurzemes hercogieni Doroteju, kura to pieminéja 1819. gada 24. janija raksti-
taja vestulg, teikdama: “Es loti priecajos atkal redzét GroSkes gimeni un par
iespéju parunat par milo Kurzemi. Skiet, ka GroSke ir apmierinats ar 3ejienes avo-
tu lietoSanu”54 Hercogiene Grodki ar meitam ielddza uz Lébihavas pili. Vina un
art citu kurzemnieku klatbatni Dorotejas “Muzu templi” (Musenhof) 1819. gada
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augustad pieminéjusi vairaki Kurzemes hercogienes biografi.5 Nemot véra, ka
Fridrihs Vilhelms Sadovs atgriezas no Romas Vacija tikai 1819. gada vasard, jadoma,
ka ap %o laiku vai nedaudz vélak arT notika iepazisanas ar Sarloti Groski.

Tapat visai ticama Skiet iespéja, ka GroSke jau agrak, ap 1785. gadu, bija ap-
mekléjis kadu Berlines salonu3 kur sastapies ar Sadovu-tévu (Johanu Gotfridu)
un 1819./1820. gada atjaunojis So pazisanos. GroSke batu varéjis apmeklét ka ievé-
rojama Berlines arsta un filozofa Marka HercaX/, ta vina sievas Henrietes Hercas®
salonus, kas bija kluvusi par galveno politiku, literatu, makslinieku tikSanas vietu
Berling. Henrietes Hercas salona pastavigs viesis bija Johans Gotfrids Sadovs®
kurs tur bija iepazinies ar savu nakamo sievu. Hercas salonu apmeklgja ari her-
cogienes Dorotejas pusmasa un uzticibas persona Eliza fon der Reke@ ar kuru
Grodki saistTja sarakste vairaku gadu aptvéruma; to apliecina saglabajusos véstulu
krajums.@&L Ne velti “Kurzemes albuma” atrodams ari Gotliba Sifnera ziméts Elizas
fon der Rekes portrets (12. att.). Damas atveida neizskaistinatas, dabiskas formas
Vésta, ka portrets profila visticamak tapis, modelim Kklatesot 18. gadsimta aston-
desmitajos gados, nevis kopéjot kadu graviru.

19, gadsimta sdkumgados Berlines augstako aprindu parstavji, tapat arf lite-
rati un makslinieki apmekléja hercogienes Dorotejas spoZo salonu Kurzemes pill,
ko savas jauntbas atminas aprakstijis arT filologs un makslas zinatnieks Gustavs
Fridrihs Konstantins Partejs&- Fridriha Vilhelma Sadova ap 1825. gadu portre-
tétas Lili Partejas vecakais bralis. Abu jauno Parteju tévs - no Saksijs nakusais
linaudgjs, tad mazikis, bet vélak galma padomnieks - finansists Berliné (Hofrat im
Generalfinanzdirektorium in Berlin) Daniéls Fridrihs Partejs - kop$ 1774. gada bija
hercogienes Dorotejas un Elizas fon der Rekes mazikas un deju skolotajs, kurs
drizuma bija kluvis par abu damu uzticibas personu. 1797. gada Daniéls Fridrihs
Partejs Berliné salaulajas ar ievérojama gramatizdevéja Kristofa Fridriha Nikolai
meitu un péc sievastéva naves mantoja gramatu apgadu. Galma padomnieks
Partejs sava nama tika laipni uznémis daudzus kurzemniekus, tostarp ari Elizu
fon der Reki, kuras sacergjumi tika publicéti Nikolai apgada. Gustava Parteja atmi-
nas sniedz vishatiskako zinu par jauna Sadova un Sarlotes Gro3kes iepazisanos:
“Ar saviem Kurzemes draugiem mans tévs uzturéja dzivigu saraksti, tapéc vinam
tika ieteikti daudzi kurzemnieki, kas vélgjas apcelot arzemes, kas tika apziméts
ar zZimigo vardu “izcelot”. Mans tévs visus $os gajputnus uznéma ierasti draudzigi.
No tiem nedaudzajiem, kas man palikusi atmind, es nosauksu tikai ievérojamo
arstu Dr. Groski no Jelgavas, kur§ apmekléja mas un masu lielo darzu kopa ar
savu sievu un divam ziedo$ajam meitdm. Te gimene satikas ar gleznotaju Vilhelmu
Sadovu, kur$ péc kada laika parveda majas vecako meitu ka savu sievu un velak
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baudija pelnttu slavu ka Diseldorfas Makslas akadémijas direktors vairak gan savu
audzeknu neka pasa darbu del.”6Sadovi bija Nikolai nama pastavigo viesu vida, jau
Johans Gotfrids Sadovs (tévs) 1789. gada bija veidojis Nikolai krasutélu, savukart
Vilhelms Sadovs (déls) 1822. gada gleznojis Daniela Fridriha Parteja portretu.

“Kurzemes albums” dzimtas véstures un radniecibas tiklojuma konteksta

Tatad “Kurzemes albuma” priek3vesture sakusies Berline, gramatizdevéja Nikolai
namae4, apgaismibas laika sabiedriskas un intelektualas dzives centra, Berlines
klasikas laikmeta. Lik, cik daudzveidigi un komplicéti savijusies Berlines Sadovu
un daudzu ievérojamu kurzemnieku un kurzemniecu likteni.

Visparzinamais Jelgavas laulibu fakts Sadova biografija art ir radijis jautaju-
mus. lzradas, ka Jelgavas luteranu, reformatu un pareizticigo baznicu metrikas
laultbu ieraksts nav atrodams tapat ka atbilstoa laika Rigas un Tukuma (GroSkes
dzimtas pilsétas) metrikas. Tatad kur Jelgavas augstako aprindu parstavja GroSkes
meita tika salaulata? Vai neskaidribdm par iemeslu tas, ka ligava piederéja lute-
riskajai baznicai, bet Iigavainis bija katolis un turklat - no mates puses pa pusei
ebrejs@s? Bet varbat laulthas nemaz nenotika Jelgava? Zinams, ka Fridrihs Vilhelms
Jelgava rakstita Sarlotes véstule viratévam jau vésta par vinas gaidamo iera3anos
Sadovu nama.6&7Paslaik pieejamie materiali atbildes nedod.@8

ledzilinoties Grokes un Sadovu attiecibu niansés, rodas iemesls jautat: kada
bija prominenta valstspadomnieka GroSkes attieksme pret vecakas meitas lauli-
bam ar vél visai neievérojamo makslinieku? Johans Gotfrids Sadovs (tévs) raksta, ka
abi vina déli - télnieks Ridolfo un gleznotajs Vilhelms - 1819. gada augusta sakuma
atgriezuSies no Romas, un Vilhelma pirmais darbs péc parbrauk3anas bijis sava téva
portrets.® Lai gan Sadovam 1819. gada tika pieskirts Berlines Makslas akadémijas
profesora tituls, tomér lidz laulibdm vins “bija paspéjis Berliné radit vien paris
darbus. 1820. gada Vilhelms bija pabeidzis savu “Bakha gajienu”, kas aplikojams
teatra namaproscénija pie griestiem. Tas tika izstadits darbnica vakara apgaismo-
juma, un tévam bija prieks redzét, ka vina déla pirmo darbu ar labpatiku apltkoja
ievérojami makslas cienitaji” 71 Sadovs-tévs turpina: “Novembri vin atveda savu
laulato draudzeni no Jelgavas un bija stingri nolémis apmesties sava dzimtaja pilséta
un sava téva nama” 72

Jadoma, ka Vilhelma Sadova miza nogalé (1854) publicétaja beletrizétu
atminu stastijuma “Muasdienu Vazari. Atminas no makslinieku dzives”3ne velti bija
ieklauta izvérsti aprakstita epizode par to, ka diviem draugiem - Zanra gleznotajam
Dolfam (Dolph) un resnajam ainavistam Francim (der dicke Franz) izdodas laimigi
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salaulaties ar savam iemilotajam, kada varda nenosaukta galma padomnieka
(Hofrath) abdm meitdm - blondo Henrieti (Henriette) un Gusti (Gustchen). Tomér
bija nacies parvarét téva - galma padomnieka pretestibu, kur$ savai vecakajai
meitai Henrietei bija iecergjis citu viru - labi situétu ierédni vai pat ministru. Tévs
bija parliecinats, ka makslinieks, kaut arT profesora amata, nav piemérota kandi-
datdra. Vin$ bija stingri noradijis savai sievai, kam ripéja meitu laulibas laime,
ka “Sie gleznotdji ir Sarmanti jauni cilvéki, to sabiedriba ir jautri, (..) tomér vinu
liktenis ir svaidigs, tie pelna daudz naudas, kamér tie ir modg, tad ierodas kads jau-
naks un labaks, un viss jaukums ir gala” 74

Vai Sadovs bija devis visai neparprotamu méjienu par sava sievastéva iebildu-
miem? Atminu novele liecina, ka laikam téva nostaju bija sp&jusi mainit vienigi
vairaku augstu stavoSu personu labvéliba pret makslinieku un darbiga iejauk3anas.
Un tam par iemeslu arT panakumi makslinieka Dolfa uzvestajai dzivo bilZu izradei
“Tristans un lzolde”, ko vietéja sabiedriba sartkoja par godu kadu varda nenosauktu
kronétu personu vizitei. 1zrade un galveno lomu télotaji (proti, Dolfs un Henriete)
sajasminaja augsto pari, valdnieks péc tam bija nopircis arT Dolfa un Franca glez-
nas, labi samaksadams, savukart valdniece vérsas pie téva un parliecinajato piekrist
Henrietes laulibam ar makslinieku Dolfu. Lai gan biografiskaja novelé minéto per-
sonu prototipi un aprakstitas situacijas vél skaidrojamas, tomér Sadova apraksts
télo izteiksmigu laikmeta ainu.

Atanaza Racinska “Jaunakas vacu makslas
véstures” 1 séjuma titullapa t.s. arabesku stila.
ZTméjis un gravéjis Adolfs Sréters

(Adolph Schrédter, 1805-1875).

Oforts. No: Raczynski, Atanaz. Geschichte

der neueren deutschen Kunst. Bd. 1. Diisseldorf
und Das Rheinland. Mit einem Anhéange:
Ausflug nach Paris. Aus dem franzdsischen
Ubersetzt von Friedr. Heinr. von der Hagen.
Berlin : Auf Kosten Des Verfassers, 1836.
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Sadova lauliba bija izdevusies. Ap 1836. gadu, tatad vairakus gadus péc vina
parcelSanas uz Diseldorfu, to iejatigi un labvéligi raksturoja gimenes draugs -
diplomats un aizrautigs makslas kolekcionars no senas polu magnatu dzimtas -
Atanazs Racinskis. 5 Ralinskis sava Vacijas jaundkas makslas vésturé rakstija:
“Sadovs 1823. gada (sic! - A T.) apprecéja kurzemnieci, pédéja Kurzemes hercoga
personiga arsta Dr. Groskes meitu. Ar 3o laulibu vina liktenis bija izlemts. Lidz ar
dzivesbiedreni vinam naca particiba, divi mili bérni izdailoja vinu ikdienu un solija
tiem daudz prieka nadkamajos gados; abi ir tie, kam tiem jabut: zéns nekaunigs
un dro$s, meitenite maiga un apdomiga. Es $aja gimené esmu pavadijis daudzas
stundas. Atminas par tam man atdzivina majas laimes patikamo ainu, cienijamo
noskanu, tiros tikumus, labklajiou, kartibu. Sadova kundze savas audzinasanas un
izturéSanas dél piederas labakajam, ko sabiedriba var piedavat”. % Bldams estéts,
intelektualis un augstako aprindu aristokratijas parstavis, Racinskis brivi jutas
lielakajos Eiropas galmos. Vin3 izjuta neviltotu cienu pret Sadova sievu, par to lie-
cina Sarlotes piemingjumi Raginska - Sadova saraksté.77

Grafa Atanaza Racinska klatbatne “Kurzemes albuma” laiktelpa atklaj véel vienu
parsteidzoSu pieturas punktu Jelgavas-Berlines-Diseldorfas kopsakaru linija.

Cenas muiza. No cela puses starp Rigu un Jelgavu. (Zennhoff. Von der Strasse, zwischen Riga
un Mitat). Fridriha Krauzes litografija péc Karla Jakoba Reinholda Minkeldé ziméjuma. Ap 1823.
Litografija. 18,3 * 28,5 cm. LUAB R
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Ta ir Cenas muiZa Jelgavas tuvuma, kuras makslas darbu kolekcijas vértiba bija
laikabiedru atzita. 19. gadsimta pirmaja divdesmitgadé klasicisma stila celtd Cenas
muiZa piederéja Maltas ordena komturam Vincentam Racinskim - Kurzemes
Racinsku linijas péctecim. Dzimtas vésture liecina, ka agri par bareni kluvu3o
Vincentu Racinski uzaudzinaja attals radinieks, magnats KazimeZs Racinskis-
Nalen¢s Rogalinas pili pie Poznanas.BVincents auga kopa ar KazimeZa Racinska
meitdm un ta mazbérniem - Kazimira meitas Mihalinas déliem - jau pieminéto
Atanazu un ta brali Edvardu - vélak mecenatu un liela vériena bibliofilu “Kurze-
mes albuma” konteksta vérts pieminét dazus interesantus faktus: Jaliuss Dérings
jau driz péc ieraSanas Jelgava bija viesojies Cenas muiza pie tolaik vecad grafa
Vincenta Racinska® Déringa skolnieCu vidu bija gan Groskes-Kleinu, gan Ekses,
gan Racinsku gimenes jaunas damas, visai apdavinatas zimétajas.

Atkapei. Apzinot talako Sadova Kurzemes labvélu loku, nevar apiet ietekmigo
Kurzemes aristokratu, ieprieks jau pieminéto makslas cienttaju un kolekcionaru
Heinrihu fon Ofenbergu. Galma mar3als Ofenbergs 1785.-1786. gada uzturéjas
Berling, un kops 1786. gada vin3 bija Prasijas Makslas akademijas Berliné (Preu-
Bische Akademie der Kinste) goda loceklis. Savukart Fridriha Vilhelma Sadova
tévs télnieks Johans Gotfrids Sadovs bija akadémijas Tstenais loceklis un kop$
1816. gada - akadémijas direktors. Ofenbergs 1803. gada bija pasutijis télniekam
Sadovam divus sava téva Heinriha Kristiana fon Ofenberga marmora kradutélussy,
viens no tiem savulaik bija izstadits Jelgava, Ofenberga nama anglu stila iekartotaja
darza.8llespgjams, ka Johans Gotfrids Sadovs rekomendgja savu délu respektabla-
jam Ofenbergam. Par abu satik3anos neparprotami liecina nedatéts Vilhelma Sadova
ziméjums Ofenberga albuma, kas attélo poézijas mizu; Sadovs te parziméjis Rafaela
darbu.&(sk. 217. Ipp.). Sl tik3anas varéja notikt tikai 19. gadsimta divdesmitajos gados
Jelgava, Ofenberga nama. Ofenberga faksimilalbuma izdevéjs Oto Klemens Sadova
Ziméjumu daté ar 1824. gadu. Tas varéja bt tapis vienlaikus ar lidzas eso3o Sarlotes
Sadovas, dzim. Groskes, Zim&jumu8 (sk. 218. Ipp.). Acimredzot Sadovu péris bija
viesojies Jelgava un apmeklgjis arT Ofenbergu. Betjaatgriezas pie*“Kurzemes albuma”

Sieviete ar albumu: 19. gadsimta méakslas studiju prakse

Lai izgaismotu albuma apkopoto ziméjumu makslinieciskas un kultlrvésturiskas
vertibas, nepiecieSams ekskurss 19. gadsimta vidus ziméSanas apmacibas meto-
dika un jauno sievieSu makslas studiju praksé. V&l Iidz 19. gadsimta vidum jaunas
sievietes varéja apgat ziméSanu vienigi skolotaja - virieSa vadiba.84 Gadsimta
sdkumgadu laikrakstos atrodamie skolotaju sludinajumi Tsi raksturo iespéjamo
ZiméSanas stundu saturu. Ta 1814. gada kads skolotajs Riga piedavaja: “.. apmacibas
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glitrakstiSana, zimésana un gleznoSana, proti, [apgat] cilvéku proporcijas, minia-
thru, ziedu un ainavu ziméSanu, arf jaunaka veida situaciju vai topografisko zZimé-
Sanu. (..) varu arT pakalpot, ja kads vélétos no dabas gleznot miniatdras vai paste-
lus”.&Kads cits 1821. gada sludinajums liecina, ka skolotajs profesionali parvaldijis
vairakas sarezgitas grafikas tehnikas; vin$ piedava pasniegt privatstundas “.. briva
ZiméSana ar pasteli, modelu ziméSand maksliniekiem un amatniekiem, arhitekta-
ras ziméSana, tuSas ziméSana un gleznoSana ar guasu, akvareli vai Aberli manierg,
miniatlrgleznoSana un praktiskaja geometrija vai lauka uzmérisana un tur pie-
derigaja karSu, planu, militaro planu zimésana ..”& Stundas plasi tika izmantotas
paraugziméjumu lapas. ZiméSanas apmaciba bija pakapeniska atbilstosi audzeknu
vecumam un spéjam. 19. gadsimta vidus metodiskie noradijumi vacu un austrieSu
tautskolotajiem paredzéja, pieméram, ka augstakas pakapes zimésanas sakumap-
maciba 13-15 gadu vecuma apgist gaisménas, gaismas un linedro perspektivu,
krasu macibu; 16-18 gadu vecuma visparéjas zimeSanas stundas jamacas zimét
augus, ornamentus, ainavas, dzivnieku un cilvéku figras; 19-20 gadu vecuma
jaapgust visu veidu tehnisko vai estétiski maksliniecisko priekSmetu un objektu
ziméSana.g Protams, meitenu ziméSanas privatstundam tehniska zimésana netika
rekomendéta; makslas studiju augstakais mérkis bija sievietes - gimenes mates

Roberts Konstantins Svéde. Sieviete ar albumu (Valmieriete).
19. gs. 40. gadu beigas. Maskava, privatkolekcija
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un sabiedribas damas - estétiskas gaumes izkopSana, personibas pilnveide, tiku-
miska audzinasana. Vilhelma Sadova lidzbiedrs, Diseldorfas skolas makslinieks
un pedagogs, vélak glezniectbas profesors Badené, tad ornamentikas profesors
Karlsraé (no 1859) Adolfs Sréters 1853. gada ironiski aprakstija ierasto majas
ZiméSanas praksi: “Man vienmér bijis sapigi redzét dasigus puikas séZam pie zimé-
Sanas galda, uz ilgam stundam iegrimudus bezjédzigu, bieZi turklat vel slikti litogra-
fétu paraugu kopésana; (..) Tas, ka skolnieks ar lielam palém un uzcitibu zZiméjumu
novedis I1dz pilnibai, neapliecina skolnieka talantu un garu, tas vésta tikai par vina
pacietibu. (..) Ar meiteném tas notiek vél sliktak. (..) vinas pie ziméSanas galda
Vvél jo stiprak piesien neparvaramas alkas pievérsties skaistajam un graciozajam,
diemzél art bezmérkigajam un tikai mirkligai izklaidei doméatajam darbam, no
kura, saprotams, nebls nekads praktisks iznakums un neveidosies nekads pamats
vinam nospraustajam mérkim - bat par majas tikumu vaditajam un sargatajam.
Vinas zZimé, glezno un tudé te kadu skatinu, te puku puski, apdavinatakas ar to nav
apmierinatas un nododas ainavu un figaru attéloanai péc dabas”.8 Sréters turpi-
ndjuma mudindja meitenes studét dabu, méacrties zimét augus un atveidot katram
augam - gurkim, magonei, ari visvienkarsakajiem plavas augiem - dadzim, zalei,
sinadm - Tpatno, raksturigo, nevis kopét paraugu lapas un parzimét idealainavas.

Veca unjauna Diseldorfas Makslas akadémija
Mie alte u. neue Akademie zu Disseldorf).
Titullapa. Krasu litografija péc Kaspara
Soirena ziméjuma. No: Deutsches
Kinstler-Album: mitBeitrdgen lebender
Kinstler und Dichter. Neue Folge: Zehnter
Band. Derganzen Serie sechundzwanzigster
Jahrgang. Der Textgesammelt und
herausgegeben von Ernst Scherenberg.
Disseldorf: Breidenbach und Baumann,
1877, S. [7]
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Jelgavas skolotaja Jaliusa Déringa dienasgramatas liecina par visai radniecigu
pieeju ziméSanas apmaciba. Viena no Déringa audzekném bija Groskes dzimtai
piederiga Sofija Karoline fon Harena, dzimusi Ekse. “Kurzemes albuma” maksli-
niecisko kontekstu péttjumi lauj aplikot vinas zimé&jumu virkni no talakas per-
spektivas. Jaunas jelgavnieces Harenas dekorativie ziedu ziméjumi liecina gan
par talaika ziméSanas apmacibas metozu klatbatni, gan par autores tuvibu Disel-
dorfas makslas skolai, konkrétak, ornamentalajiem arabesku un ziedu ziméju-
miem, ko visvieglak bija iepazit ar iespiedgrafikas starpniecibu. Harenas ziméjumi
rosina meklét to prototipus, un daudzos gadijumos tie atrodami grezni ilustréto
gramatu klasta. Nav nosakams, vai Jelgavas jaunds damas rokas gramatas nona-
kuSas arzemju celojumu laika vai par to gadajusi Jelgavas, Rigas, Berlines un
Diseldorfas gramattirgotaji un privatbibliotéku krajumi. Uz gramatniecibas batisko
lomu Diseldorfas méakslas skolu ideju un attélu parnesé bija noradijis jau grafs
Racinskis 1836. gada, runajot par Alfrédu Rételu: “Visi Diseldorfas makslinieki
un Sadovs vispirms atzist vina neparasto talantu 3aja joma. Vina [Rétela] zimé-
jumus loti meklé visi gramatizdevéji, un vins sanem daudzus pasutijumus; vai nu

Dons Kihots. Jilija Budeja oforts péc Adolfa Srétera ziméjuma.
Diseldorfa, 1839. No: Les beaux-arts. Illustration des arts etdéla littérature.
Premier volume. Paris: L. Curmer, [1843], p. 313. LUAB R
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izrotat greznizdevumu titullapas ar ziméjumiem vai ari ilustrét pasSus darbus”&®
Diseldorfas makslas skolas meistaru ilustréto gramatu klasts 19. gadsimta ir patiesi
iespaidigs. 90

Dérings savas atminas piemingjis divus Harenas arzemju celojumus uz Parizi
(1840. un 1857. gada)9, kas dod iespéju paplaSinat Harenai pieejamo jaunako
gramatu loka geografiju. Ziméjumi ar personam, visticamak, italu tautastérpos
(57.-60. att.) vedina domat, ka astonpadsmit gadu vecd Harena varéja iegadaties
tai laika loti iecienitas bagati ilustrétas gramatas, kas bija veltitas dazadu Eiropas
tautu etnografijai un sadzives kultdrai.®

Jadoma, ka gleznotaja Sadova sievasmasas meitai bija iespéja klatiené pabat
gan Reinzemes-Vestfales makslas biedribas izstadés, gan apmeklét Diseldorfas

Titullapa. Krasu litografija péc Kaspara Soirena ziméjuma. [1867].

No: Lieder der Heimath: Eine Sammlung der vorziiglichsten Dichtungen im Bilderschmucke
deutscher Kunst. Herausgegeben von Ludwig Bund. Sechste Aufl.

Disseldorf:Verlag von L. Baumann & Comp., 1881. LUAB R

Fridriha Rikerta dzejolis “Ja tu gribi cilvéka sirdi” (Wenn du willst im Menschenherzen).

Krasu litografija péc Alvines Sréteres ziméjuma. No: Lieder der Heimath: Eine Sammlung

der vorziglichsten Dichtungen im Bilderschmucke deutscher Kunst. Herausgegeben von Ludwig
Bund. Sechste Aufl. Disseldorf:Verlag von L. Baumann & Comp., 1881, pie S. 96. LUAB R
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makslas akadémijas klases. Pirmoreiz tas varéja notikt jau 1836. gada®3 tapat
velak - 1840., 1857. gada. Sadova vaditaja iestadeé 19. gadsimta trisdesmitajos, Getr-
desmitajos gados jau macijas vai stradaja vairakas sievietes - gleznotajas un grafi-
kes. Te pieminamas masas Hiseneres, bet TpaSi - grafike ilustratore Alvine Srétere,
profesora Adolfa Srétera sieva, un gramatu grafike un gleznotaja Hermine Stilke,
dzimusi Peipersa. 19. gadsimta Cetrdesmitajos - septindesmitajos gados Hermine
Stilke tapat ka velak Alvine Srétere ieguva atzinibu ar saviem ziméjumiem, kuros
apvienojas grezns ornamentali florals dekors, parasti ziedu ziméjums, ar kaligrafiski
veidotu tekstu - inicialiem, sakamvardu, lGg3anas rindu. Stilke un Srétere ierindo-
jamas starp izcilakajam sava laika vacu maksliniecém. Vinu dekorativi krasno attélu
popularitati jo Tpasi vairoja litografijas3tun hromolitografijas tehnika: greznas

Ludviga Ulanda dzejolis “Pasaka“ {Marchen), 1 pants: “Ihr habt gehért die Kunde”

Krasu litografija péc Kaspara Soirena ziméjuma. No: Lieder der Heimath: Eine Sammlung der
vorziiglichsten Dichtungen im Bilderschmucke deutscher Kunst. Herausgegeben von Ludwig Bund.
Sechste Aufl. Dusseldorf:Verlag von L. Baumann & Comp., 1881, pie S. 144. LLJABR

Fridriha Leopolda grafa fon Stolberga dzejolis “Dabai” {An die Natur), 1 pants: “Salda svéta daba”
{SuRe heilige Natur). Krasu litografija péc Alvines Sréteres ziméjuma. [1868]. No: Lieder der Heimath:
Eine Sammlung der vorziglichsten Dichtungen im Bilderschmucke deutscher Kunst. Herausgegeben
von Ludwig Bund. Sechste Aufl.. Diisseldorf: Verlagvon L. Baumann & Comp., 1881, pie S.VIIl. LUABR
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gramatas ar krasainajiem lielizméra attéliem bija lepna velte gimenes svinibas un
Ziemassvétkos. Kops ta laika vairak vai mazak veiksmigas variacijas par abu maks-
linieCu zimétajam puku kompozicijam kluva par neatnemamu pieminas albumu
rotu. To demonstré arT "Kurzemes albums”. Stilkes un Sréteres litografijas varéja
art ieramét, un tad tas rotaja bidermeiera laika vidusskiras aprindu majoklus,
kuros nevaréja atlauties ellas gleznas. Te mekl&jama art kops 19. gadsimta izskanas
nemainigi iemiloto pukaino apsveikuma atklatnu sakotne.

Hermine Stilke 19. gadsimta trisdesmito gadu otraja pusé Diseldorfa sakot-
néji bija studéjusi vésturiskas glezniecibas klase, bet tad pievérsusies puku glez-
noSanai akvarell un ornamentu, it 1pasi arabesku ziméSanai. Stilke jau 1836. gada
bija Zimgjusi ornamentalus inicialus Racinska makslas vésturei, bet vélak vina vei-
dojusi grezni noformétus dekorativus izdevumus, adresétus plaSam interesentu
lokam, TpaSi bérniem, jaunieSiem, sievietém; tostarp sakamvardu, poézijas, religisku

Dzejolis “Salda mila” (SusseLiebe). Hromolitografijapéc Hermines Stilkes (Hermine Stilke) Ziméjuma.
No: Blumen der Liebe. Lyrische Dichtungen. Mit zehn chromolithographirten Illustrationen
von Hermine Stilke. Leipzig: Arnoldsche Buchhandlung, b. g. [1868], BI. [7]. LUAB R

Dzejolis “Tikai mila” (Nur Liebe). Hromolitografija péc Hermines Stilkes (Hermine Stilke) zZiméjuma.

No: Blumen der Liebe. Lyrische Dichtungen. Mit zehn chromolithographirten Illustrationen
von Hermine Stilke. Leipzig: Arnoldsche Buchhandlung, b. g. [1868], BI. [4], LUAB R
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sentencu izlasem.%bVinas ilustrétas gramatas tika pieprasitas un iznaca atkartotos
izdevumos ilgaka laika posma.

Alvine Srétere 19. gadsimta piecdesmitajos - astondesmitajos gados vél vérieni-
gak bija pievérsusies grezni veidotu sentencu izdevumu dekorativajai apdarei. Sadi
izdevumi iznaca gan ka gramatas, gan ka mapes ar atseviski iespiestam lapam.%
Srétere atkartoti veidojusi vairakas greznas religisku sentencu un ligsanu rindu
izlases, turklat gan katolu, gan luteranu vajadzibam9/- iemilotus un labi pieprasitus
izdevumus. Saja aspekta zimigi, ka virkne “Kurzemes albuma” ziméjumu saistita
ar katoltictbu. Visai skaidri tas vérojams Sofijas fon Harenas akvarelos - citétaja
bérnu lagSanas teksta (Jesu Kindlein klein, Mach mein Herzchen rein B 64. att.),
Sréteres un Stilkes stilistika ieturétos katoliski celsmiga satura attélos ar Romas
katolu svétajiem un biskapiem (50.-52., 65., 85. att.). Jaatceras, ka Sadova vaditas
Diseldorfas Makslas akadémijas uzdevums nacarieSu kustibas idealu gara bija art
kristigas makslas darbu radiSana un to reprodukciju izplatiSana ar iespiedgrafikas
starpniecibu, it Tpasi kop$ 1842. gada, kad Diseldorfa tika nodibinata Religisko
makslas darbu atbalsta biedriba (verein zur Forderung religioser Bilder).99

Diseldorfas makslas skolas klatbatne “Kurzemes albuma” izpauZas daudzveidigi.
Dazi fascinéjosi precizi ziedu pusku zimé&jumi (87. att.) vedina domat par Diseldor-
fas ziedu gleznotaja, Sadova audzékna Johana Vilhelma Preijera skolas iespaidu. 10

Makslas mode, iespiedgrafika, gramatnieciba: “Kurzemes albuma”
ietekmju un prototipu meklgjumos
Sava laika literaras un makslas modes stravojumu iespaids vérojams krasnajos
“Kurzemes albuma” arabesku stila dekoros (29., 49.-52., 54., 55., 65. att.), ar ko
bija ievérojama vacu romantisma laika grafika kopuma, bet it Tpasi - Diseldorfas
skola. Eleganti arabesku vijumi te ieklava inicialus, dabai tuvus augu un ziedu
Ziméjumus, dzivnieku un cilvéku, Tpa3i bérnu, figiras, nelielas Zanra ainas. Saja
aspekta Diseldorfas arabesku stila vinjetes apzinati veidotas ta, lai raisitos asocia-
cijas ar Gutenberga laika filigranajiem gramatu rotdjumiem un viduslaiku lg3anu
gramatu izsmalcinato dekoru (29., 65. att.). Diseldorfas Makslas akadémijas audzek-
na, vacu dzejnieka romantika un gleznotaja Roberta Reinika dzejas Lieder eines
Malers mit Randzeichnungen seiner Freunde (1836-1852) ievadija veselu laikmetu
vacu gramatu maksla un liela méra izveidoja romantiska arabesku stila ilustra-
ciju tradiciju. Gramatu greznoja péc Diseldorfas labako makslinieku (arT Stilkes,
Sréteres, Srétera, Sadova) ziméjumiem darinati oforti.

Gramatu grafikas joma arkartigi raZigi stradaja ievérojamais gleznotajs profe-
sors Kaspars Soirens. Ving bija radijis titullapas, inicialus, dekorativas vinjetes vacu
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romantisma laika poézijas un folkloras darbu izdevumiem, izmantojot arabesku stila
ornamentu repertuaru. Te pieminama kaut iespaidiga divséjumu romantisma dzejas
antologijaDeutsche Dichtungen mit Randzeichnungen deutscher Kiinstler (D usseldorf
Buddeus, 1843) un iemilotas “Tévzemes dziesmas” (Lieder der Heimath).'0L

Ar Sofijas fon Harenas vardu signéto un ar vinas autoribu saistamo “Kurzemes
albuma” akvarelu kopuma (54.-56., 58.-67. att.) parliecinosi atspogulojas bider-
meiera un véla romantisma laika sabiedribas Tpasa interese par bérnu un jaunat-
nes tému. Batu visai tuvredzigi vinas ziméjumos meklét vienigi vinas sieviskas
batibas un mates jatu (nepiepildito) atspogulojumu. Gandriz vienlaikus Anglijas,
Francijas, Vacijas literari makslinieciskas aprindas atklaja sev bérnu pasauli,
patiesiba idealizétajiem lauku bérnu ikdienas mirkliem lidz pasaku pasaulei un
aizkustinoSam, reizé skarbam ielas bérnu, mazgadigo maceklu un rapnicu strad-
nieku, nabaga barenu un klaidonu télojumam (46., 55. att.). Saja laika izveidojas
bérnu un jaunatnes literatlras Zanrs, saka iznakt ilustréti gimenes Zurnali un
laikraksti. Par minéto izdevumu ilustrativo materialu gada ta laika labakie mak-
slinieki, lielakoties Zanra gleznotaji un grafiki. To apliecina ar pieminétie Harenas
akvareli, kuru pirmparaugi mekléjami ta laika grafikas repertuard. Daudziem
maksliniekiem bérnu Zanrs kluva par svarigako dailrades tému, kas reizé lava
gat lielus panakumus. Vacu kultdras telpa $aja joma tapat dominéja Diseldorfas
makslas skolas meistaru loks, tadél likumsakarigi, ka vairaki “Kurzemes albuma”
attéli (55., 65.-67. att) rosina meklét analogijas un savus prototipus arkartigi
apjomigaja un tikai daléji parskatamaja bérnu Zanra vizualaja mantojuma, pieme-
ram, iemilota bérnu un majputnu gleznotaja, art ilustratora Gustava Zisa vérieni-
gaja darbu klasta (65.-67. att.), Hermana Zondermana gleznotajos gimenes dzives
skatos (62., 63. att.) un Féliksa Slézingera aininas ar bérniem un trudiem, bérnu
gramatu ilustratora Oskara PletSa kokgriezumos.

Vairaki attéli liecina, ka Harenai bija svariga arf mazo gratdienu téma, kas bija
kluvusi par vienu no Anglijas socialekonomiski aktualakajiemjautajumiem (lai atce-
ramies kaut Carlza Dikensa personazus). Lidziga situacija bija ar Francijas ielu
bérni. Domajams, ka vairakos Harenas ziméjumos redzami Francija (drizuma art
visur Eiropa) kops 19. gadsimta vidus labi pazistamie “mazie savojiesi” (54.-56. att.).
Savojieti (Je savoyard) - poetizétu ielas zénu - ubagotaju vai dazadu siku darbu
darttaju, kas iztikas mekl&jumos bija ieradies Parizé no Savojas provinces®, parasti
attéloja ar cepuri vai mici galva, bieZi kopa ar pértikiti un murk3ki. Romantizétais
mazé savojieSa téls raisija sabiedriba Zelsirdibas un aizkustindjuma jatas. Doma-
jams, ka maza savojieSa téls velak iedvesmojis art ievérojamo Diseldorfas zanra
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gleznotaju, ilustratoru, litografu Johanu Baptistu Vilhelmu Adolfu Zonderlandu,
kura gleznotais zéns ar kamanindm (Auf! Zur Schlittenpartie, ap 187810 Skiet
rados ar vienu no Harenas zimétajiem bérniem - Zagaru lasitajiem. (54. att.).
Paslaik izdevies atrast vairaku Harenas akvare|u prototipus. Atradumi apstip-
rina pienémumu, ka daudzu “Kurzemes albuma” zimé&jumu pirmavoti ir meklgjami
gramatu grafikas pasaulé, kas reizé lauj precizét to datéjuma robeZas. Redzams,
ka Harenas riciba bijusi gan jaunakie greznizdevumi religiskaja literatara, gan
makslas izdevumi, visos gadijumos - visai dargas gramatas. Vispirms japiemin
Harenas parzimétais Fridriha Vilhelma Sadova portrets (s . att.). Portreta originalu
bija ziméjis Sadova draugs Juliuss Hibners vél Roma 1831. gada. VEélak, 1834. gada,
Diseldorfas gravieris Jozefs fon Kellers radija vara graviru péc Hibnera original-
Ziméjuma, kas tika ievietots Sadovam veltitaja Atanaza Racinska “Jaunakaja vacu
makslas vésturé” (1836-1841): gan pirma, franCu valoda Parizé iespiesta izdevu-
ma attélu albumal® gan vienlaicigi iznaku3aja darba tulkojuma vacu valoda ios

Miks un jaunie$i. Krasu litografija péc Gustava Zisa ziméjuma.
No: Pharus am Meere des Lebens. Anthologiefiir Geistund Herz (...) herausgegeben
von Carl Coutelle. I1. 4. Aufl. Iserlohn :Verlag von J. Badeker, 1870. LUAB R
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Japiebilst, ka Kellera gravéta Sadova portreta novilkumi tika izgatavoti arf atsevis-
ki liela skaita, un tos ar panakumiem izplatija. Minétais portrets padarija gravieri
Kelleru slavenu.ios

Prototips Harenas zimé&jumam, kas attélo katolu priesteri pie altara (52. att.),
ir hromolitografija “Mises lig3ana” (Messgebet) péc Hermines Stilkes akvarela,
kas atrodama 1842. gada Diseldorfa grezni izdota katolu lGg3anu gramata Gebete
im Geiste der katholischen Kirche.'07 Viens no Harenas akvareliem attélo ercengeli
Mihaélu, kas uzvargjis paki (proti, Satanu) (50. att.). Ercengelis Mihaéls, kas kris-
tigaja tradicija tika uzskatits par karaviru aizbildni, 19. gadsimta Vacija bija kluvis
par nacionalo simbolu, Vacijas patronu.is Mihaéla atveidojumam maksla ir gad-
simtiem ilgas ikonografiskas tradicijas. Savukart romantisma laika vacu litera-
raja tradicija veidojas paraléles starp ercengela Mihaéla un legendara “Nibelungu
dziesmas” varona Zigfrida téliem. Harenas akvarelr attélotais sparnotais ercen-
gelis rada asociacijas ar vélo viduslaiku makslu, pieméram, ar Meistara Tilmana
(darbojies Kelné 1475-1515) radito skulptiru Kelnes Sv. Andreja bazilika (B asilika
St. Andreas). Jajauta tikai, vai Harena to ziméjusi péc tam, kad ad vivum skatTjusi
skulptdru, vai brivi izmantojusi kadu graviru ar Mihaéla atveidojumu, pieméram,
Racinska gramata ievietoto Hansa Memlinga Gdanskas (Dancigas) altargleznas
“Pastara tiesa” (1466-1473, tagad - Muzeum Narodowe w Gdansku) attélu, kurd
redzams sparnotais engelis Mihaéls, kas sver dvéseles Pastaras tiesas laikal®

Divu “Kurzemes albuma® attélu izcelsme saistama ar literari maksliniecisko
jaunatnes kalendaru repertuaru. Ar 1847. gadu datéts ziméjums par bérnu ziemas
priekiem janvari: vairaki bérni slido un vizinas ragavinas gulbja veidola (47. att.).
Minétais attéls ka kokgriezuma vinjete janvara lapai atrodams vacu dzejnieka un
tautas pasaku krajéja Ludviga Behsteina sakopotaja “Vacu jaunatnes kalendara”
(Deutscher Jugendkalender) 1847. gadam.uo Kokgriezums tapis péc danu izcelsmes
grafika un gramatu ilustratora, vélaka Danijas Karaliskas Makslas akadémijas pro-
fesora (1877), véla romantisma laika bérnu gramatu ilustratora Lorenca Fréliha
zZiméjuma, kurs ilustréjis arm Hansa Kristiana Andersena un Zila Verna darbus.

Kopenhagena dzimusais Frélihs kops jaunibas daudz ziméja dzivniekus un
bérnus un ta guva lielu atzintbu. Vacija uzsaktas makslas studijas turpinaja Minheng,
kur vinu iespaidoja romantisma gleznieciba, Tpasi Adriana Ludviga Rihtera darbi.
Studijas tika papildinatas Drézdené, kur Frélihs kluvis par Eduarda Bendemana
audzeékni.ui Péc 1851. gada Frélihs apmeties Parizé un dzivojis tur aptuveni 22 gadus.
Parizé vins sagatavojis aptuveni takstoti skiCu kokgriezumiem, kuros attélotas
aininas no bérnu dzives. Kokgriezumi péc vina darbiem iespiesti Francija, Danija,
Anglija. Ar 1847. gadu datéta janvara lapas vinjete acimredzot tapusi Italija, kur
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Frélihs uzturgjies laika no 1846. lidz 1851. gadam. Var pielaut, ka “Kurzemes albuma”
atrodamais ziméjums ir Fréliha agrina perioda originaldarbs, kas savulaik nonacis
Sofijas fon Harenas TpaSuma, pateicoties radniecibai ar Sadovu.

“Vacu jaunatnes kalendars” Sofija fon Harena bija raisijis vélmi parzimét vél
vienu attélu (61. att.). ROpigi izstradataja Harenas akvareli péc kada nenoskaidrota
Drézdenes makslinieka darba arT Soreiz atainoti bérnu ziemas prieki janvart. Attéla
prototips atrodams kalendara 1850. gadagajumal? anonima autora kokgriezumu
signéjis gravieris (Schmidt sc).

Divu Harenas akvarelu pirmavots ir Alvines Sréteres vira, ornamentikas pro-
fesora Adolfa Srétera darbi, kas reproducéti Diseldorfa iznakusaja makslas un
literatlras gadagramata jaunatnei Disseldorfer Jugend-Album 1856. gadagajuma.
Viens akvarelis attélo divas meitenes - plavéjas labibas lauka atpatas b di (69. att).
Saja gadijuma Harena parziméjusi krasu litografiju “Vasara” (Sommer) péc Adolfa
Srétera akvarela.180tra Harenas akvareli redzamas divas meitenes, kas lasa plavas
pukes (68. att.); te paraugs bijis turpat reproducétais Adolfa Srétera darbs “Pava-
saris” (Frihling).14 lekams citiem Harenas ziméjumiem prototipi vél nav atrasti,
jaatzist, ka vina artistiski brivi stilizéjusi Stilkes, Srétera un Sréteres darbus.
Analogi paralélu un ietekmju mekléjumi batu véel turpinami.

lelukojoties Harenas burvigajos akvarelos un salidzinot tos ar pirmavotiem,
jasecina, ka jelgavniecei nav piemitusi vélme skrupulozi kopét krasu litografijas.
Vina izmantojusi arT daudz dzidrakas un kosakas krasas (atgadne par nacarieSu
iemtlota Rafaela koloristiku?), tapat variéjusi, parveidojusi vai nomaintjusi floralas
vinjetes. Harenas izsmalcinata un emocionala personiba atklajas vinas ziméju-
mos. lespéjams, ka “Kurzemes albuma” saglabatie Harenas akvareli ir vieniga
taustama vestures lieciba par vinas dzivesgajumu un gara pasauli. Harena atrodas
pusceld, uz robeZas, vina vairs nav gluzi labakas sabiedribas dama - makslas dile-
tante, bet vél arT nav sieviete - profesionala maksliniece. Delikata, dzivesprieciga,
viegli sentimentéla sieviete, estéte, kurai nav pieticis ar Viktorijas laikmeta majas
dzives ikdienu vien.

Sofijas fon Harenas un citu “Kurzemes albuma” damu loka laikabiedrenes un
eventuali gara radinieces atrodamas daudzviet, ari Anglija. Tas ir masas Bronteé -
Sarlote un Anna, kuru padrefleksija bija vinu raditas literaras varones - DZeina
Eira (Jane Eyre) un Heléna Hantinga (Helen Hanting). Tas bija étiski skaidras un
drosmigas sievietes, kurdm literara un makslinieciska jaunrade bija viena no vis-
batiskakajam pasSizpausmes formam. lzglitotas, apdavinatas un uznémigas sievie-
tes VEI&jas un spéja ko vairdk, neka “tikai cept pudinus, adit zekes, spélét klavieres
un iz80t sominas”1h bez ierundm paklaujoties maskulinas sabiedribas tradiciju
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7naugiem. Sarlotes Bronté romana varone - majskolotaja DZeina Eira spéja akva-
relT atveidot savas iztéles raditas un romantisma literattras inspirétas dramatiskas
noskanu ainas. DZeina to darot jutas laimiga un pardzivoja vislielako prieku sava
dzivé.I6Annas Bronté epistolara romana “Vaildfelholas iemitniece” (The Tenantof
wildfell Hall, 1848) centralais téls ir apdavinata un smalkjatiga Heléna Hantinga,
lauku muiZnieka sieva, kas bija uzdrikstéjusies pamest viru - dzéraju, baudkaru un
laisku bonvivanu. DivdesmitseSgadiga Heléna spéja bat neatkarigall vina dzivoja
ar pienemtu vardu misis Greiema un uzturéja sevi un délu pati. Vina nodarbojas
ar glezno3anu: Heléna bija iekartojusi savu darbnicu, gleznoja lielakoties ainavas
un portretus1Bun veiksmigi pardeva savus darbus Londona. Helénai Hantingai
makslabija finansialas neatkaribas garants, amats, ne tikai izklaidéjosSs laika kavéklis.
Jau astonpadsmit gadu vecuma (ap 1821. gadu) Helénai Hantingai “visas agrakas
nodarbes liekas garlaicigas un pliekanas” 19 tad un arf vélak vina skaidri apzinajas,

Amatiergleznotaja. Viljama Henrija Mouta vara gravira péc Ri¢arda Buknera ziméjuma. 1853
No: The Keepsake 1854. With beautifullyfinished engravingsfrom drawings by thefirst artists,
engraved under the superintendence o fMr. Frederick A. Heath. Edited by Miss Power.
London: David Bogue, 1854. P. 228. LUAB R
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ka “vislabak ir nodarboties ar ziméSanu, jo varu zimét un taja pasa laika domat”10
Vienlaikus gleznoSana bija sievietes personigas brivibas apliecindjums un dzili
apslépto jatu izpausme. Annas Bronté romans skarbi téloja neveiksmigas laulibas
postu un sievietes beztiestbu gimeng, atrodoties pilniga vira kontrolé. Glabins tad
bija maksla. Romans “Vaildfelholas iemitniece” uzskatams par agrinu feminisma
ideju manifestu, tas zibeniga kluva populars un vienlaikus izraisija skandalu kon-
vencionalaja Viktorijas laika sabiedribas dala.

Tomér jadoma, ka Vvéla bidermeiera laiku kurzemniecém tik skarbi liktena
parbaudijumi bija aiztaupiti. GroSkes dzimtas damu dzives ritéja rimti, saskanigi
un particigi, un makslas studijas bija patikama, veldzéjo3a valas briza nodarbe, jau-
nibas dienu aizrauSanas. Drizak Sofijas fon Harenas (tapat vinas radiniecu) lidzi-
niece bija Gustava Karla Ludviga Rihtera glezna “Studija” (studium , 1860) atainota
jauna dama. Komentéjot 3o darbu, ieverojamais vacu makslas kritikis un publicists
Fridrihs EgerssT raksturojis pilsonisko aprindu sievietes - makslas diletantes
tipazu kopuma. Vina vérojuma skan laikmeta balss: “Visu pamatigi apsverot, més
S0 damu uzskatam par diletanti. Tadejadi nekas nav pateikts par vinas makslas
darbu, par kuru mums art nav iespéjams spriest, jo vinas glezna ir pagriezta sanis.
Més tikai pienemam, ka vina nav vai nebis profesionala maksliniece. Kadudien,
kad ta parlieku bs pietuvojusies trisdesmitgadei, vina paklausies stingra un apga-
rota vira bildingjumam, kaut arT masu dzimumam vina jau tika iedevusi vairakus
kurvidus. Pirmajos gados vina saimniecibai vél davas vairakas gleznas, tad nodosies
bérnu audzinasanai un vélak, kad tie paaugsies, izveidos loti pattkamu namu, kura
atgriezisies un ar atjaunotu milestibu tiks uznemtas dailas makslas, kas gan ne-
kad nebija atstatas gluzi novarta. Ka més to zinam? Tas saskatams vinas gudraja,
sirsnigaja seja”.12 Interesanti, ka Egerss ironiski piemingjis muzejos un galerijas
sastaptu visai savdabigu ta laika makslas cienTtaju - virieSu drébés pargérbusosjaunu
damu, kas kopé vecmeistaru darbus: “Drézdenes galerija mées esam redzéjusi glez-
nojosas damas, kuras, véloties neizcelties, gleznoja tikai virieSu apgérba. Tas gan ir
dro3akais veids, ka pieverst sevvisu uzmanibu”13Egersa izteikuma viegli ironiskais
tonis liecina, ka 19. gadsimta vidus sabiedribai pagrati akceptét emancipétu sievieti,
kas nodarbojas ar makslu publiskaja telpa. Ta piederas tikai privatajai jomai.

“Kurzemes albuma” konteksta zimigi, ka Egersa vérojumi ieklauti Vroclava
(Breslava, agrak Breslau) izdotaja elitaraja makslas un literatiras gadagramta jeb
albuma “Argo”. Tapéc var pienemt, ka no Jelgavas uz Vroclavu aizprecéta Zenija
fon Zidova varéja atpazit sevi, savas masas un radinieces makslas diletantes téla...

“Kurzemes albums” joprojam liek uzdot jautajumus; tas neatklaj savus noslé-
pumus I1dz galam.
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“Kurzemes albums” ir apliecinajums ideju un télu kultdrparnesei, komuni-
kacijai ar attéla starpniecibu. “Kurzemes albums” atrodas sava laika Kurzemes
un Eiropas makslas starojuma krustpunkta. Varétu ari teikt, ka tas ir “Jelgavas -
Diseldorfas albums”. Gro3kes dzimtas stasts pieder Jelgavas véstures spilgtakajam
lappusém. Savukart Sadova klabatne ir padartjusi “Kurzemes albumu”Tpasu tapat
ka Kurzemes damu klatbitne padarija 1paSu Sadova dzivi Diseldorfa. Ka Groskes-
Kleinu dzimtas véstures lieciba albums dabiski ieklaujas tévzemes kultarvéestures
annalés. Vienlaikus genealogiska saikne to vieno ar sava laika augstakas raudzes
Eiropas makslas aprindu spoZakajiem parstavjiem.
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The Courland Album and the Keepsake Album Tradition.
What Makes The Courland Album S0 Unique?

Aija Taimina

The 90 pages of this album have captured a long lost time, thereby becoming a
memorial to the Biedermeier era and those that lived there, in a specific geographical
area, from awide-ranging perspective.

It was less of an album about Courland, but more of an album created by
a group of women with the intention of preserving, reconstructing and reviving the
world of a circle of people, mainly women, associated with a particular middle class
family from Jelgava. The unrelated images, which reveal the interests of the ladies
in abygone era, their tastes, their values, lifestyle and talents, give us an insight into
the events of their lives and the mood of their spirits.

Actually, the drawings of The Courland Album do not give us an opportunity
to get to know Courland in the first few decades of the 19th century. There are no
brochures of Jelgava or other Courland cities, nor pastoral landscapes and family
manor houses to be found here. There are also no drawings of the homely guest
rooms and salons so typical of the Biedermeier era, nor the dedication poems and
texts so popular in keepsake albums ofthe time.

The Courland Album bears witness to voyage pittoresque Or the picturesque
voyages ofthe Jelgava born and raised young ladies both in a literal sense - travelling
to, for example, Germany, Italy, France, and in a notional sense - acquainting with
and adopting the values of European art and literature of the time. It speaks of the
openness to and acceptance by the Jelgava upper class women and girls of aesthetic,
intellectual and emotional adventures, impressions of nature and the rhythm of
social life in the community. Indirectly the album reveals an education practise for
the girls of the time: the talents of the young drawers could be unleashed under the
careful and persistent guidance of the drawing teacher. The Courland Album allows
us to unravel the complicated and in certain sections as yet unclear studies of family
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history. Only in this context could the provenance of certain images be understood
correctly. In order to assess the place of The Courland Album within the hierarchy
of many types of albums, an insight into the multi-faceted tradition of keepsake
albums, to which this family treasure of the women of Jelgava belongs, is necessary.

The History of Keepsake Albums
A scholar’s notebook, a keepsake album (Album amicorum, das Stammbuch) came
into being about 470 years ago. It is a handwritten record that is respected and
preserved by many generations of a family; it has a special place in cultural-history
exhibitions in museums and libraries. Its handwritten entries have been made by
tens, at times hundreds of authors - writers and calligraphers, dilettante drawers
and professional artists, engravers, silhouette artists, embroiderers and book
binders (yet - it can never be deemed to be complete); a record that contains
words written almost entirely in kindness, love and friendship, with gratitude and
respect, both injoy and with philosophicalgravitas. Acompanion on far-flung travels,
awitness to youth and emerging maturity, a marker for the significant changes in
ones life - saying goodbye or in anticipation of changing events and circumstances;
a notebook for the idle musings of a schoolgirl. The range of the keepsake album
phenomenon is quite surprising.1

Memory is the cornerstone of an individual’s identity and self-consciousness;
therefore, keepsake albums can also be seen in the context of cultural memory
theory and the concept of remembering and forgetting. A keepsake album is able
to capture, organize and preserve ethereal memories in material form. And thus,
the filling of white paper pages became a unifying ritual for those who understood
the importance of memories and wishes to stop the flow of Lethe, the river of
forgetfulness. Clearly, the keepsake album also captured the attention of the
encyclopaedia compilers of the Age of Enlightenment, firstly as “(...) a book, made
from good quality paper bound in an octavo format that university students and
travellers offered up to professors and other significant and learned folk to elicit
a contribution of their names, coats of arms and symbolic greetings, at times
adding a memory of the journey”2 A description in the highly renowned Great
Meier Conversation Lexicon attests to the culturally-historic value of the keepsake
album phenomenon, yet also points to its approaching demise: “(...) generally
a resplendently made album created by someone for the purpose of collecting
entries by their relatives, acquaintances and outstanding members of society. These
entries tended to be greetings dedicated to the owner in poetry and prose, proverbs,
quotes from famous poets, but quite often, the poetry penned by the writer
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himself. They attest to shared adventures, are serious, but also contain jokes and
audacious expressions. They may also include drawings and musical notations.
Keepsake albums used to be quite popular but now they are rarely to be found
being favoured mainly by young people.”3

Keepsake albums deserve attention and consequently - careful analysis. They
are the subject of important inter-disciplinary academic enquiry, a field of study
for palaeography, genealogy and heraldry researchers, linguists, bibliographers,
book and library historians, art historians, cultural history researchers as well as
musicologists and theologians. Scholars’ albums give a vivid insight into student
life and studies, a great asset to the research of the history of education. These
documents reveal the literary taste, forms of expression and artistic style of the
time; they capture the worldview of the writer as well as his feeling for life, ideals
and the criteria of his values. The greetings and chosen quotes in their original
languages (Latin, Greek, Hebrew, even Arabic and Turkish), on the other hand,
demonstrate the values of classical education in much the same way that baroque
word games - anagrams and chronodistichs - would attest to the author’ literary
prowess and sharpness of mind. The rhythm of the penstrokes is convincing proof
of the calligraphic skill and the author’ temperament. High quality creations by
artists, as well as drawings by unknown amateurs would grace every album. Here
one could find pasted engravings, silhouette portraits, cut-outs of monograms,
formations from hair - tiny rings and plaits, and a fragile pressed rose or forget-me-
not. For lovers of sophisticated editions, the little book could be encased in red,
Moroccan saffian covers decorated in golden detailing. A very old particular one
had its black leather covers with golden decoration bound by four red silk ribbons
tied in bows with a coloured glass bead crown on the cover, stored in a light blue
silk bag embroidered in silver. The unbound sheets of autographs edged in gold
where held in an elegant folder made of marbled cardboard or in a small box with
a coloured glass bead crown on the cover, or else they were stored in a light blue
silk bag embroidered in silver.

The origin ofthe keepsake album in its traditional form can be linked to German
university life in the Reformation era. The oldest known album, which belonged
to a student, was begun in 1542 in Vitenberg.4A quote in 1566 by the Reformation
humanist Joachim Camerarius (1500-1574) aptly describes a student of the time,
the owner of an album amicorum and a keen autograph hunter: “In those times,
many who sought their own or others’ fame, started to look for inscriptions in
books. 1t unbelievable how much time and effort Melanchthon devoted to this”5
The collectors of signatures knew well the value of a famous person’s autograph
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(and therefore the value of an inscription in a keepsake album): after the death of
Philipp Melanchthon (1497-1560) and Martin Luther (1483-1546) in Vitenberg,
the trade in these inscriptions was very swift indeed.6

Over time, the keepsake album changed its outer form as well as its content
and ownership. We can categorize the albums into a number of chronological and
content-based groups: the oldest - belonging to the nobility and students (the
second half of the 16th century-17th century), students’and educated men’s albums
(18th-19th century). From a content point of view, at the end of the 18th century
and continuing through the 19th century, young ladies’ albums emerge into a
niche of their own. They are joined by schoolgirls’ notebooks of memories and the
yearbooks of student fraternities and sororities. Other keepsake albums take the
form of guest and visitors’ books. Formally, artists’ sketchbooks and the journals
of journeymen can be considered as keepsake albums. Collections of original
drawings in an album format fit the spirit of the Age of Enlightenment and
Sentimentalism - their owners developed a collection for presentation.

Initially, friendship and memory keepsake books were created in order “to be
a reminder of a youth and study years spent together, they were a testimony to
mutual friendship and evangelical belief. In the beginning they were called Liber
amicorum (friendship book), but from 1559, the concept ofastammbuch took over.
The new fashion soon had many followers, also amongst Catholics, and the album,
as a signifier of denominational belonging, grew to be proof of people united in
the spirit of humanism.7

The form for inscriptions in the oldest keepsake albums was consistent.
The entry followed strict canon, a formula. The entry consisted of:

- adedication - aquote, in the early period usually in Latin;

- the author’s motto or symbol (symbolum);

- a detailed and often standardised salutation to the owner of the album,
listing their titles and virtues, traditionally mentioning friendship and words of
good memories. The dedication would end with:

- the name of the author and title (e.g. Libero Barn, Nobilis saxonus), for
students - identifying place of birth or regional belonging (e.g. Livonus Rigensis,
Curlandinus), profession (provisorus, poetus, rector), academic degree (Dr., Prof., Mg.),
fraternity (adding also its logo) or Order;

- the name of the place where the dedication was written (most often its
Latinised version) and the date;

- In the mid-18th century, the inscriptions were embellished with so called
memorabilia-, @ reminder of a common experience, a laconic version of actual events.
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The inscription was often illustrated by a coat of arms, a drawing or a pasted
engraving.

An album belonging to a nobleman or a heraldic book initially (in the 16th
century) was made up of drawings of coats of arms with a signature and a lacon-
ic sentence. In the 16th and 17th centuries, the writer would not draw the images
or coats of arms himself, but would order them from a master. The traditions of
drawing coats of arms in European cities were old and refined. Already from the
15th century, so-called letter and coat of arms inscribers were active in the cities.
Their main tasks were to draw “grant of arms” documents (Adelsbrief, Adelsdiplom).
Later they undertook the embellishment of keepsake albums, too. Universities
also engaged inscribers, for example, the entries in the University of Greifswald’s
Rectorate and Matriculates book show that already from the second half of the
15th century, drawers of coats of arms (Universitats-Malef) were engaged. Hence,
many rectors of the University of Greifswald (in 1473, 1475, 1545) contracted
illuminators to draw their coats of arms in the Matriculates Book: a modest
drawing of Hermann Langenbeck’s (Langenbeke, 1452-1517) coat of arms can be
found on the side of the page, while the rector Erich Nicolai in 1473 and Johannes
von Usedom (1521-after 1549) instructed that their coats of arms be drawn over
the entire folio page.8 Students too could order drawings or a series of images
from the university inscriber.

Parchment pages with emblematic content and original drawings, brilliantly
coloured copper engravings as well as woodcuts could be bound into the albums
amidst the inscriptions. In the second half of the 16th century, prestigious emble-
matic engravings (a print for the purpose of dedications) became very popular
and were ordered from printers and engravers, as were collections of epigrams,
emblems and symbols for the purpose of use in albums. Especially popular were
printed keepsake albums with rich woodcut title pages, and pages with blank
shields in the body of the album (later, the inscribers could simply fill in the author’s
coat of arms), embellished with woodcut borders.

The keepsake album tradition over the centuries was kept alive in the academic
university milieu, however, with time it became ever more democratic. Almost
every student came to create his own keepsake album, which, perhaps even quite
modest, would faithfully accompany the young man on his “grand tour” or academic
journey (peregrinatio academica) to the universities of Europe. We must keep in
mind that in the 17th and 18th centuries, students did not spend much time at one
university. After registering in the university’s matriculata, the approx. 20-year-
old man often only attended lectures for about 1-2 semesters and then set off for
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the next alma mater, inthis way attending in total an average of 3 to 4 universities.
For many, this short period of study became ingrained in their memory as their
lifes noblest and most brilliant highpoint, revisited often in engaging stories.
Friendships born of the camaraderie of students and compatriots, by their nature,
were short-lived, under constant threat of separation. Therefore, the task of
the keepsake album was to preserve the memories of the times spent together.
Dedications and memorabilia notes more often than not bore witness to student
leisure activities like holiday and art appreciation trips, evenings spent with
compatriots, wine and women. As uplifting messages of continuing success as
well as advice, it seems, were mainly written at times of bidding farewell to study
colleagues, they were also tinged with mild sadness.

For many students and travellers, the album amicorum was a steadfast
companion for autograph hunting. In the 18th century, so armed, the “album
traveller” (Stammbuchreiter; Stammbuchreuter) became the bane of many educated
men’s lives.9 Driven to acquire dedications from all of the visited city’s eminent
personalities in as short a time as possible, many unscrupulous autograph hunters
would pay a “keepsake album valet” (Herumtrager von Stammbuchern) - a young
apprentice or lad whom they entrusted with the task of visiting celebrities and
securing an autograph for the album. In 1794 in Gottingen this practise was
outlawed under penalty of corporal punishment and imprisonment. DIt is obvious
that under such circumstances, the sincerity of the sentiments expressed in the
inscriptions is dubious.

In the middle of the 18th century, the passion for keepsake albums infected
everyone, and for many decades the small octavo folder became a fashion item and
a lifestyle marker in both academic circles as well as amongst the general public.
In the era of Romanticism, friendship, gentle memories and shared emotional
experiences were the values most highly prized - the cult of friendship gave
personal, individual feelings pride of place, and they also had very real forms
of manifestation. The intimacy of personal relationships was expressed in hair
formations that also influenced the look of the keepsake album - alongside a
poem, there now appeared a small plait of the author’ hair, a hair ring or even a
lock of a recently deceased brother’s blonde hair. The era of Sentimentalism
sprouted colourful bunches of forget-me-nots, roses, tulips and hyacinths painted

in watercolours from the pages of the albums as well as branches of forget-me-nots
sewn in silk thread entreating “remember, don't forget me”. And real roses - at some
time given in love, red and fragrant, but now - dry and fragile, ready to crumble into
dust at the lightest touch. The world of the album was full of silence and peaceful
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light: a drawing and an inscription was created in silence, and it was appreciated
in intimate company with the dedication. The album developed at the junction
of private and public cultural space.

The inscriptions in the albums became more and more personal. “In this
new cult of friendship and in a new exalted understanding of nature, the human
spirit divested itself of the mores of conventional society and church canons and
looked for new symbols and signs for understanding the world. In this light, the
keepsake album was an ideal vehicle of expression”1l Romantic emotions needed
the right environment - parks, river valleys, temples, castle ruins, lonely hillside
cottages, graveyards and country churches. “Memorials to friendship”- urns,
temples, obelisks, fragments of columns and sacrificial altars, stone plaques,
garlands, butterflies and silhouette portraits were chosen as the visual symbols
for indelible friendship and eternal emotions. Drawings of specific landscapes as
well as romanticized and idealised pastoral scenes were reminders of the longed-
for locations. The meaning of visual symbols was heightened by the addition of prose
and poetry. A keepsake album, created in the best traditions of Sentimentalism,
was considered to be the most tangible memorial to a fleeting friendship and a
frozen moment.

The general craze for keepsake albums, logically, generated a demand for
graphic dedication artists and traders. For those fans who were not gifted in
drawing, the engravers offered series of pastoral scenes, thematic settings, scenes
from student life, portraits of reformers and university professors and lavish pages
as etchings. The Gottingen engraver and publisher Riepenhausen (1762-1840)
wrote: “Our most lucrative income is from albums. (...) anything goes for albums”12

And so, as the age of the elite, unique and singular handwritten albums drew
to a close, keepsake albums became commercialised and standardised objects
of mass culture. The album crossed over from the realm of the nobility and well
educated folk to the middle classes - merchants, tradesmen and schoolchildren,
and as of the first third of the 19th century, the most active propagators ofthe keep-
sake album tradition were young ladies and schoolgirls. As the social status and
education of the album owners changed, so did the form and content of the album.

Keepsake Albums in Latvia

Research into the tradition of keepsake albums in Latvia has its roots in Baltic-
German history studies in the mid-19th century. At the time, almost every Baltic-
German family in Livonia (Vidzeme) and Courland carefully treasured 10 to 20
highly prized 16th to 19th century keepsake albums. Evidence of this can be clearly
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seen through publications in periodicals, reports at the meetings of the Riga
History and Antiquity Research Association and the Genealogy division of the
Courland Art and Literature Association aswell as in catalogues of cultural-history
exhibitions.3 Unfortunately, during the times of historic changes, for the most
part, the oldest Latvian keepsake albums were lost forever, never to be found.

The interest of Baltic-German researchers in keepsake albums was aroused
in the 1860s soon after the tradition of students’ and friendship albums had
become a part of bygone history. Subsequent informative newsletters and more
comprehensive studies about individual albums (all the while, the authors of these
studies were keenly aware of the unquestionable culturally-historic value of the
albums) are associated with the work of two specific organizations - the Courland
Art and Literature Association in Jelgava and the Riga History and Antiquity
Research Association. The albums were stored in the collections of both organiza-
tions. And so, in 1873, in the collection of the Courland Province Museum, there
were 12 keepsake albums,¥including the oldest known keepsake album in Latvia.
It had belonged to Christopher von Sacken (1552?-1639), a descendant of a long
dynasty of Courland noblemen who was the owner of the fief manor in Dunalka
(Dubenalken).I5

Research was stimulated by the large cultural-history exhibitions where,
alongside other documents and historic objects, the albums were displayed for
the first time and documented in printed catalogues. 22 albums from the 17th to
19th centuries from 6 family private collections, and 14 albums from the collec-
tion of the History and Antiquity Research Association, featuring inscriptions
by famous literary figures and illustrations by excellent artists, were exhibited at
the Riga cultural-history exhibition in 1883, the objective being to promote and
expand the study of history in any possible form and method. These albums had
belonged to well-known clergymen from Riga, Livonia (Vidzeme) and Courland,
merchants and teachers. The catalogue from the Courland cultural-history
exhibition (1886) featured 13 albums from the collection of the Courland Province
Museum. In the 1903 heraldry exhibition in Jelgava, 30 keepsake albums
were exhibited: 4 from the collection of the History and Antiquity Research
Association (exhibited in Riga in 1883), 11 from the collection of the Courland
Province Museum, 4 from private collections, 7 from the collection of the
Genealogy, Heraldry and Sigillography Section and 2 from Estonia. Inspired by
these exhibitions, the distinguished Baltic-German historians Leonid Arbusow,
Sr. (1848-1912), August Wilhelm Buchholtz (1803-1875) and Wilhelm Neumann
(1849-1919) turned to the study of these albums.
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The album that deservedly attracted the greatest admiration and scrutiny
was one belonging to Heinrich von Offenberg (1752-1827), Marshall of the Court
of Peter Biron (1724-1800), the Duke of Courland. The artist and also librarian of
the Courland Art and Literature Association Julius Friedrich Doring (1818-1898)
repeatedly (1872, 1887) wrote about this album, a recent acquisition by the
Courland Province Museum, expressing his appreciation of the 78 valuable entries
dedicated to Offenberg in sketches, drawings and watercolours by notable and
less notable German, Italian and French artists. They included works by Angelika
Kauffmann (1741-1807), Anton Graff (1736-1813), Daniel Chodowiecki (1726-1801),
Johan Rudolph FuRli (1709-1793).5 The facsimile edition of Offenberg’s keep-
sake album, printed in exceptional quality on handmade paper by the Insel-Verlag
publishers in Leipzig in 1919, is one of the rare handwritten treasures of Courland
history to have been published in facsimile.I7 The architect and art historian
Wilhelm NeumannBwas particularly delighted by the pages of this album and
wrote about it in three instalments in the art supplement to the Rigaer Tageblatt
newspaper in 1907, also drawing attention to the colourful albums of the pharmacist
and art collector Jakob Johann Voss (1736-1794) 9Both of VVoss’ albums are unique
collections of graphic works. Personal dedications to the owner of the album are
interspersed with drawings either bought or received as gifts whilst travelling
that the owner supplemented with biographies of the artists. Furthermore, Voss’
albums are bound in large format editions and eagerly await dedicated research
work.

Both the laconic descriptions in exhibition catalogues as well as detailed pub-
lications are testimony to the presence of keepsake albums in the cultural life of
Latvia for a number of centuries, indicating that the fashion of keepsake albums
quickly spread amongst the inhabitants of Livonia and Courland. Evidence suggests
that the richness and diversity ofthe Livonian and Courlander albums was certainly
equal to those found in the collections of other countries.

The most popular adornment of the Livonian albums was a drawing of a coat
of arms. Albums containing many beautifully drawn coats of arms in fantastic
colours are listed in the catalogue ofthe Courland cultural-history exhibition (1886)
as well as in the catalogue of the Jelgava heraldry exhibition in 1903. There is
a great variety in the thematic range of the original drawings contained in the
albums, which only go to further attest to their culturally-historic significance -
roses and forget-me-nots, urns and castle ruins, allegorical drawings of both
antique and Christian motifs, idealised pastoral landscapes, genre scenes, tales
of student life, silhouettes, and compositions with locks of hair and needlework.

399



Latvian album owners were particularly fond of using popular engraved title pages
for their albums. The presence of emblematic editions and graphically designed
pages for dedications in these albums shows that Riga’s booksellers were very
well aware of market competitiveness, and pages produced in Frankfurt, Gottingen
and Berlin were all available here.

Rich albums with many silhouette portraits are talked about in memoirs
and stories. The colourfully illustrated album (created from 1774 to 1795) of the
clergyman Liborius von Bergmann (1754-1823) featured an angel with wings,
who, resting against a column, admires a medallion with a silhouette portrait.2

The main intention of these publications was to serve as a source of infor-
mation about the contents of the album and the people mentioned in it, listing the
key events of the owner’s life and travels, as well as the most distinguished con-
tributors of dedications. From this point of view, particular albums served as a
source of information for significant family history studies. From a literary history
study aspect, the authors often limited themselves to simply a curious or profound
quotation, at times revealing the original source of a culturally and historically
important text. In the same vein, the descriptions would also note the presence of
some visual elements (a picture, a drawing of a coat of arms) in the body of the text.

The first decade of the 21st century has given us two academic publications: a
monograph by Baiba Krogzeme-Mosgorda, a folklorist and literary historian, entitled
The Tradition o fKeepsake Albums AmongstLatvian Schoolchildren2land a catalogue
of the keepsake albums in the Rare Books and Manuscripts Collection of the
Academic Library of the University of Latvia (AL UL).2This catalogue contains
information about 28 keepsake albums that belonged to Baltic-Germans of Livonia
(Vidzeme) and Courland and their families: landowners, clergymen, lawyers, the
wives of merchants, natural scientists, pharmacists, members of the military,
students, a teacher and a scholar, and an artist. In this context, the set of keepsake
albums at the AL UL must be looked upon as a representative sample collection
of albums typical for the era. Furthermore, the AL UL has a collection of 5
women’ albums. The albums that belonged to Margaretha Agnesa Nestor, nee
von Galander (1774-1848), and Anna Catharina Frey, nee Sevecke (1788-18487?) -
Riga merchants’ wives, and Matilde Engelhardt (ca. 1821?-?) - a teacher,
were particularly richly illustrated.2 It must be noted that the Baltic-German
researchers were not interested in the albums belonging to women.

Usually, publications give a merely fragmentary insight into the delicate and
colourful world of the keepsake album. Obviously, a study of each keepsake album
increases the knowledge of the course of the owner’ life, affording opportunities
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to precisely check both encyclopaedic as well as general knowledge facts. Circles
of personal relationships and contacts are revealed that can throw light and
comment on certain biographical events. A wide range of research is associated
with the readership and dissemination of poetry and prose as well as the themes
and stylistics ofthe chosen texts. The quotability of the authors is a measure of the
reach of the poetry and changes in the tastes of the readers.

Without delving into the wide-ranging field of the culturally-historic context
that emerges when identifying and looking for information about the authors of
the dedications, one thing is clear - the keepsake albums prove that there were no
significant territorial, national, class or sex barriers to human communication.
The dedication written by a distinguished university professor, an award-winning
poet, an eminent civil servant, young student, soldier or housewife were of equal
importance. We cannot disagree with Julius von Eckardt (1836-1908): “The
purpose of these pages is not to talk about a particular mans memories, they are
dedicated, in fact, to a reminder of the conditions and events that make up the
history of our fatherland. So the memoir writer weaves the path of his own life’s
journey through the era of recent history utilising those stories that he wishes to
tell. To those for whom to live means first of all to feel what their country and friends
have experienced, his personal story becomes a part of the history of our nation.
From the sum total of the individual stories, a common history of the society is
formed. Then, strictly following this point of view, the individual, who always
remains an individual, can take responsibility for telling his own story”.24

Without a doubt, keepsake albums are a part ofthe ethical and aesthetic mosaic
of an ideal world in an era long gone.

The Courland Album is not a local phenomenon that belongs solely to a Jelgava,
Courland or Latvian cultural space. It is representative of a type of keepsake
album, a memory and/or sketch album, which was extremely popular amongst
young women of the aristocracy and the general public alike in the first third ofthe
19th century. It belongs to the Victorian era that in the Russian Empire was the
reign of Nikolay | (1796-1855) from 1825 to 1855. It was also the time of Alexander
Pushkin (1799-1837) of which the provincial young girl’s album described in
Eugene Onegin (1833) is a cogent example.5 It was the time of Robert Alexander
Schumann (1810-1856), Franz Schubert (1797-1828), Felix Mendelssohn Bartholdy
(1809-1847), Wilhelm Richard Wagner (1813-1883), George Sand (Amandina
Aurore Lucile Dupin, 1804-1976), Alfred de Musset (1810-1957), Charles Dickens
(1812-1870), as well as the time of the first railway tracks and steam ships. Many



pages of The Courland Album have been made in the classical style of the keepsake
album, using an image together with the date and a signed inscription as befits the
memorabilia tradition. However, the greater part of the drawings are graphic works
belonging to one or many artists, where serious and systematic original artistic
endeavour is clearly evident. This selection of drawings forms a collection, possibly
in its time it was a folio of drawings. The keepsake album and the folio of sketches
expand and supplement each other. If the keepsake album is extroverted, geared to
communication and contact, then the personal collection of drawings of the closest
people is introverted, private and created for personal use. Both types of albums in
their different forms become elements of memory culture. Portaits of one’ nearest
and dearest were highly prized, something everyone in the 18th and 19th centuries
wanted. Christoph Behling (1791-1852), a 23-year-old son of a Riga merchant,
received such a portrait of his beloved Marie together with a lock of her hair as he
was leaving for Moscow from Riga in 1812.261t must also be noted that portraits of
deceased relatives were also added to the family album and lovingly kept.27

At present, there are only a few memory albums made by women from this
period in Latvian collections, and sketch albums from this period are also a rarity.
The Courland Album is an opportunity to look at the world through the eyes of a
woman - an artist. The true value of The Courland Album, however, will be revealed
to a slow, interested and competent reader. Those that have an affinity with the
spirit of a bygone era will understand what the subtext hides, and what the unsaid,
unwritten and unshown reveals. Each inscription and drawing allows us to brush
with the delicate world of relationships. Flower drawings and landscapes often
protect secrets that are not to be revealed. They can manifest forbidden emotions
that prevailed between a gifted student and her art teacher, followed by the inevitable
parting of ways. A simple drawing given as a parting gift (for example, of a bower
where they first met, drawn by the girl) gained an entirely different meaning and
value for both the teacher and the student. On the other hand, the sketch album
left behind by the teacher could have become her most treasured possession: “She
hesitated for a moment, holding the little volume fondly in her hands - then lifted
it to her lips and kissed it. (...) | am bidding it good-bye for ever. (...) If I die first,
promise you will give him this little book of his drawings, with my hair in it.”28In the
mystery novel The woman in white (1860), William Wilkie Collins (1824-1889),
son of the landscape painter William Collins (1788-1847), sensitively describes
the romance between an art teacher Walter Hartright and his student Laura. The
drawing teacher “(...) for years past, [had] to be in (..) close contact with young
girls of all ages, and of all orders of beauty”2 and so, he had to learn to leave his

402



delight behind in the entrance hall of his employer, like an umbrella, before heading
upstairs to the classroom.

The 19th century salon and guest room is unimaginable without a keepsake
album on the secretaire and a folio of drawings on the writing desk. 1f we take a
look at the plan of the 1845 Groschke-Klein house designed by Julius Doring and
its description,Pthen it is clear that “the rooms are designed to be not too ornate,
however, nice and homely. The walls are adorned with oil paintings, engravings,
lithographs, and there are some graceful works in plaster, alabaster and marble”3L
It is quite possible that the place where The Courland Album drawings were kept
was the great hall with two windows facing Pasta Street. If Doring had been a little
more descriptive about the interior design of the hall of the house he was very
familiar with and loved, it would be easier for us to get a feel for the atmosphere of
the time. Nowwe can only rely on the memories of a contemporary - a Riga resident
describing his parents’salon in the 1830s: “The salon was richly appointed. Atruly
imposing sofa stood by the wall with, a large oval so-called coffee table. The table
was surrounded by Karelian birch chairs, which, just like the sofa, were covered in
sky-blue wool damask. About a dozen of the same chairs were arranged around the
side walls ofthe room. By the pilaster between the windows there was a card table.
(...) Although the space was narrow, it often was home to ajolly group of people who
would gather in the evenings around 6pm, when they would drink tea before taking
some supper at around 9pm.”2Collins, on the other hand, had described the English
country manor house in great detail. In one of the Limmeridge rooms, the little
sitting room, a space was arranged for painting: “The furniture was the perfection
of luxury and beauty; the table in the centre was bright with gaily bound books,
elegant conveniences for writing, and beautiful flowers; the second table, near
the window, was covered with all the necessary materials for mounting water-
colour drawings, and had a little easel attached to it (...) It was the prettiest and most
luxurious little sitting-room.”3As was the custom of the time, the family gathered
in the salon almost every evening to rest, read together, work with their hobbies or
sew; and also to receive guests. The fact that in such an important room for spending
time with the family quite a significant amount of space was allotted for water-
colour painting is evidence that artistic pursuits like painting and drawing had
an important function of representation and socialization. If the rooms of the
Groschke house were to regain their redwood furniture, decorative objects,
porcelain, carpets, chandeliers, mirrors and curtains, then the interior portrait of
The Courland Album would come alive and we could imagine it regaining the lost
colours. However, the drawings could just as well have been in Madam Klein’s
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room, to which you could get via the enfilade through the Green Room. In any
case, demonstrations of drawing by the women of the family were an important part
of the social culture, an essential element of the ritual of visiting and entertaining.

The album certainly was an important tool for capturing and attracting atten-
tion, a source of engaging “amusement”, a clever, jolly form of entertainment. Ev-
ery event in Courland was followed by the question: “And how did you amuse your-
self? Oh, entertainment and manners - these are the key words of social life in
Courland. Everything centres around these two words. Life here is like the Sun
and the Moon for the Earth.”34Anyone able to resist succumbing to the charm of
Courland women hungry for “amusement” was a rarity indeed. Foreigners were
fascinated by them. In the 1830s this was borne out by the German writer Johan
Georg Kohl (1808-1878), who worked in Courland for six years as a tutor. To
Kohl it was clear that every city had a unique feature: in one place they were very
proud of their honey cakes, in another, with the hyacinths, tulips and other exotic
flowers they grew. However, “Jelgava is quiet about the many lovely and beautiful
ladies who bloom here from year to year, as if they weren’t equal in sweetness
and beauty to the tulips and hyacinths” 3%

The album accompanied the ladies to balls and social events; the redwood box of
drawing implements and paper was always with them on trips and walks. A number
of The Courland Album drawings were made during travels or about the impressions
of the journey.3An advertisement3/in a Jelgava newspaper shows that soon after
death of Johann Gottlieb Groschke (1760-1828), his second wife the widow Johanna
Wilhelmine Groschke, née Andreae (1773-1847) and daughter Catharina Johanna
Sydow, nee Groschke (1802-1872), known as Jenny3 left for a trip; probably to
Dusseldorf where Friedrich Wilhelm von Schadow, also von Schadow-Godenhaus
(1788-1862), lived with his family already from 1826. The Courland Album Shows
that the first stop on this trip was Riga. Here we find a drawing of a sad traveller
with a small child in her arms dated the 3rd of August 1828 but not signed (No. 26).
It can be concluded that the drawing belongs to Jenny’s hand, and the source of
the elegiac mood is to be found in her own life story. On the 6th of September 1829,
Jenny married the cavalry officer Ernst Ferdinand August Karl von Sydow (1797-
1846) and moved from Dusseldorfto Wroclaw. The expected great life changer was
also marked by a drawing in The Courland Album Of a roadside marker post with
the year. As far as the attribution of drawings goes, it is hypothetically possible that
also other drawings signed with an arrow actually belong to Jenny Groschke (and
not to her sister Julie as concluded by Edvarda Smite). Such a conclusion comes
from information contained in the police register that attests to authenticity of
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the advertisement that, indeed, in July 1828, it was Jenny Groschke that set off
abroad, not her sister Julie.

It is well known that these kinds of albums were created by many upper
class ladies. A great deal of care was devoted to their education, and drawing was
certainly a part of it. The legendary Alexandrina Victoria (1819-1901), crowned as
Queen of England in 1837, was an accomplished water-colourist. She had learnt to
draw under the guidance of a tutor since the age of 8, and her training lasted for
9years. She wrote in diaries and drew for 70 years. Queen Victoria’s albums ran to
13 editions.®1n the drawing albums of the Prussian princess Charlotte (Friederike
Luise Charlotte Wilhelmine von Preul3en, 1798-1860), the wife of Nikolay | who
later became the empress Alexandra Feodorovna of Russia, crowned in 1825, there
were 83 images of Prussian castles and parks, interiors and landscapes, drawn by
herself and other contributors.40

In the drawing album of the daughter of Nikolay I, the seventeen-year-old
Grand Duchess Maria Nikolayevna (1819-1876), 55 pages contain 22 drawings of
palace interiors, 6 landscapes and architectural drawings created between 1836
and 1837.4L The talented Grand Duchess later became an art collector and took
the position of President ofthe St Petersburg Imperial Academy of Arts (1852-1876).

The Courland Album inthe Context of European Culture and Art

The most significant episode in the history of The Courland Album is on the 2nd
of November 1820.2 It is the day that the Duke’s court doctor, court adviser
Johann Gottlieb Groschke’ oldest daughter Sophia Charlotta Eleonora Schadow,
nee Groschke (1795-1882) marries the painter Friedrich Wilhelm Schadow. The
link so created with Schadow, in greater part, becomes the basis of the album?
development and content. The close ties with Schadow and the Dusseldorf Art
School are at the heart of The Courland Album 5 value, a true sensation in Latvian
art history circles. The Courland Album, however, is at the juncture of research into
the history of the Groschke and Schadow families. The history of the album is to
be unravelled in both lines and in both directions. It also raises a lot of confusion,
guesses and versions.

The impressive persona of Johann Gottlieb Groschke inevitably emerges
at the centre of attention. The academically educated Jelgava doctor, whose
scientific contacts linked him to the most notable European physicians and natural
scientists, was close to the Duke of Courland and his family and enjoyed the Duke
and Duchess’ grace and favour. The meeting of Charlotta Groschke and Friedrich
Wilhelm Schadow is due to Professor Groschke’s circle and the Courland court. It
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happened during the time from the begining of October 1818 Buntil the beginning
of summer 182044 when that for purposes of improving his health, Professor
Groschke with his wife and two daughters travelled around Germany. It is known
that at the end of June 1819, the Groschkes had arrived at the Karlsbad resort and
met the Duchess Dorothea of Courland (Anna Charlotte Dorothea von Medem,
1761-1821). She mentions the meeting in a letter written on the 24th of June 1819
saying: “I was extremely delighted to meet the Groschke family again and for an
opportunity to talk about lovely Courland. It seems that Groschke is satisfied with
taking the waters here.”4&6The Duchess invited Mrs Groschke and her daughters to
the Lobichau Palace. Her presence at Dorothea’s “Temple of the Muses” (M usenhof)
in August 1819 is noted by a number of the Duchess’ biographers.4 As Friedrich
Wilhelm Schadow returned to Germany from Rome only in the summer of 1819,
it seems that this was the time, or a little later, that the meeting with Charlotta
Groschke occurred.

The possibility that Groschke had met Johann Gottfried Schadow (1764 -1850),
the father, earlier, around 1785, is also plausible. Then, he had attended a Berlin
salon4/ and later, in 1819/1820 renewed this acquaintance. Groschke might have
visited the salon of the eminent Berlin doctor and philosopher Marcus Herz
(1747-1803)4 as well as the salon of his wife Henriette Herz (1764-1847)49 which
had become the main places where the politicians, literati and artists of Berlin
would meet. Schadow the father was a permanent guest of Henriette Herz’s
salonPand had met his future wife there. Herz’s salon was also visited by Duchess
Dorothea’s half-sister and confidante Elisabeth (Elisa) Charlotte Constanzia
von der Recke (1754-1833)3, with whom Groschke had a correspondence over a
number of years, preserved in a collection of letters.2 1t is no surprise then that
a portrait of Elisa von der Recke drawn by Gottlieb Shiffner (1755-1795) also
appears in The Courland Album (No. 12). The natural unembellished form of the
lady indicates that the profile portrait was created in situ in the 1780s rather than
copied from an engraving.

In the beginning of the 19th century, representatives of Berlin’s high society,
as well as literary figures and artists attended Dorothea’s striking salon in the
Courland Palace. These events were recounted in the memoirs of his youth by
the philologist and art expert Gustav Friedrich Konstantin Parthey (1798-1872)33
the older brother of Lili Parthey (1800-1829), who Friedrich Wilhelm Schadow
had painted a portrait of around 1825. The father of the young Partheys, Daniel
Friedrich Parthey (1745-1822), initially a linen weaver from Saxony, then a
musician, but later an adviser to the court and financier in Berlin (Hofrat im
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Generalfinanzdirektorium in Berlin) since 1774 was the music and dance teacher
of the Duchess Dorothea and Elisa von der Recke, and quickly became the trusted
adviser of both.

In 1792 in Berlin, Daniel Friedrich Parthey married the daughter ofthe eminent
publisher Christoph Friedrich Nicolai (1733-1811) and after the death of his father-
in-law, inherited the publishing house. The court adviser Parthey kindly welcomed
many Courlanders at his home, amongst those, Elisavon der Recke, whose writings
were published by the Nicolai Publishers. Gustav Parthey’s memoirs are the source
of the most essential information about the meeting of the young Schadow and
Charlotte Groschke: “My father maintained a lively correspondence with his
Courland friends, which is why many Courlanders who wished to travel abroad
were recommended to him; and traveling abroad was referred to as “traveling out”.
My father welcomed these migratory birds in his usual friendly manner. Of the
few who remain in memory, I’ll only mention the renowned Dr Groschke from
Jelgava, who visited us and our big garden together with his wife and two blooming
daughters. Here the family met with the painter Wilhelm Schadow who after a
while brought home the eldest daughter as his wife and later enjoyed well-earnt
recognition as the Director of the Dusseldorf Academy of Art, more so for the
achievements of his students rather than for his own work.”54The Schadows were
amongst the permanent guests at the Nicolai house, Schadow the father already in
1789 having made a bust of Nicolai, whereas Schadow the son in 1822 painted
the portrait of Daniel Friedrich Parthey.

The Courland Album in the Context ofthe Family History

and the Network of Relatives

So, the pre-history of The Courland Album began in Berlin, at the Nicolai
Publishers3 at the Enlightenment period’s social and intellectual life’s centre in
the era of classical Berlin. How diverse and complex are the intertwined fates of
the Berlin Schadows and many renowned men and women of Courland!

The well-known fact of the Jelgava marriage in Schadow’ biography has
also raised questions. It seems that the marriage certificate cannot be found in the
records of the Jelgava Lutheran, Reformers or Orthodox churches; neither can it
be found in the church records of the time in Riga and Tukums (the Groschke family
seat). Therefore, where was the daughter of one of the representatives of the
Jelgava high society married? Can the reason for the confusion be due to the fact
that the bride belonged to the Lutheran church and the bridegroom was Catholic,
and moreover, through his mother line had Jewish roots%? Perhaps the marriage
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did not even take place in Jelgava? It is known that Friedrich Wilhelm Schadow
was still in Berlin on the 27th of June 1820.5/ However, a letter written by Charlotta
to her father-in-law in Jelgava on the 22nd of September 1820 already announces
her upcoming visit to the Schadow home.8BThe currently available materials offer
no answers.®

Taking a closer look at the nuances of the Groschke and Schadow relationship,
the question arises: what would have been the attitude ofthe prominent state adviser
Groschke to the marriage of his oldest daughter to a rather as-yet un-recognised
artist? Schadow the father writes that both of his sons, the sculptor Karl Zeno Rudolf
(Ridolfo) Schadow (1786-1822) and the painter Wilhelm have returned from Rome
at the beginning of August in 1819, and the first task for Wilhelm was his father’s
portrait.@Although in 1819 Schadow was given the title of Professor at the Berlin
Academy of Art, still by the time of the wedding he had “only managed to create a
few works in Berlin. In 1820 Wilhelm had finished his Bacchus Procession which
can be seen in the theatre buildingBlon the proscenium near the ceiling. It was
displayed in the studio in the evening light and his father was pleased to see that
his son’ first work was favourably received by prominent art lovers.”& Schadow
the father continues: “In November he had brought his wife from Jelgava and
was adamant about settling down in his home town and in his father’s house”&3

It is no surprise then that in a fictionalised version of his memoirs A Modern
Vasari. Memories ofan Artists Life6s near the end of his life, Schadow includes a
detailed episode of how two friends, the genre painter Dolph and the fat landscapist
Franz (der dicke Franz) succeed in happily marrying their loved ones, two daughters
of some unnamed court adviser (Hofrath), the blonde Henriette and Gustchen. He
did, however, need to overcome the opposition ofthe father - the court adviser - who
had hopes of another husband for his eldest daughter Henriette - a well-situated
civil servant or even minister. The father was convinced that an artist, even with
the position of a professor, was not a suitable candidate. He had strongly pointed
out to his wife, who had the best interests of her daughters’ marital happiness at
heart, that “these artists are charming young people, it’s delightful to be in their
company, (..) however, their future is unstable, they earn a lot of money when
they are in fashion, then someone younger comes along and all the fun is over”e.

Had Schadow given an unmistakable indication about his father-in-law’
objections? The memoir short story recalls that only the views of various high-
ranking persons in favour of the artist and their active interference had succeeded
in changing the father’ position. Another element was the success of the “living
picture” performance of Tristan and Isolde performed by the artist Dolph that
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the local community organised in honour of the visit of some unnamed crowned
personages. The performance and the performers of the main roles (Dolph and
Henriette) delighted the noble couple, so much so that he bought Dolph and
Franz’s paintings, paying handsomely, and she turned to the father entreating
him to agree to Henriette’s marriage to artist Dolph. Although the prototypes of
the personages and events in the biographical short story are yet to be deciphered,
Schadow’s story paints an expressive scene of the time.

Schadow’s marriage was successful. Around 1836, several years after he had
moved to Diisseldorf, it was kindly and sensitively characterised by a family friend -
a diplomat and a keen art collector from an old Polish magnate family, Atanazy
Raczyhski (1788 1874)6. In his latest history of German art Raczynski writes:
“In 1823 (sic! - A.T.) Schadow married a Courlander, the daughter ofthe last Duke
of Courland’s personal doctor Dr. Groschke. With this marriage his fate was sealed.
Together with his life’s partner came prosperity and two lovely children that enrich
their daily lives and promise them much happiness in their future years. Both are
exactly who they should be: the boy is cheeky and fearless; the girl is gentle and
thoughtful. I have spent many hours in the family. Memories of those bring to
mind the pleasant scene of a happy home life, a venerable mood, high morals,
wellbeing and order. Mrs Schadow’ upbringing and behaviour belongs to the
best that society can offer.”67 Being an aesthete, intellectual and a member of the
highest order of aristocracy, Raczynski freely moved through the courts of Europe.
He had genuine respect for Schadow’ wife, which is evident from his mentions of
Charlottain Raczynski-Schadow’s correspondence.®

The presence of Count Atanazy Raczyhski in the “time space” of The Courland
Album reveals another surprising element on the interconnected Jelgava-Berlin-
Dusseldorftrajectory. It is the Cena Manor close to Jelgava, with an art collection,
the value of which was recognized by contemporaries ofthe time. The Cena Manor,
built in the 1820s in the Classicist style, belonged to Wincenty Raczynski (1771-
1857), a commander of the Order of Malta and descendant of the Courland line
of the Raczynskis. The family history records that Wincenty Raczynski, who became
an orphan very early, was brought up by a distant relative Kazimierz Raczyriski-
Nalecz (Kazimierz Jan Nepomucen Raczynski herbu Nalecz, 1739-1824) at the
Rogalin Palace near Poznan.® Wincenty grew up with Kazimierz Raczynski’s
daughters and grandchildren (Kazimierz’s daughter Michalina Raczynska’s (1768-
1790) sons - the already mentioned Atanazy and his brother Edward Raczyns-
ki (1786-1845), later a philanthropist and a bibliophile of considerable repute).
With regard to The Courland Album, it is worth mentioning a few interesting facts:
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Julius Doring had visited the old Count Wincenty Raczynski at Cena Manor soon
after his arrival in Jelgava,Dand amongst Doring’s students were all the Groschke-
Klein, Exe as well as the Raczynski young ladies, all rather gifted drawers.

Additional notes. On investigating the wider circles of the Courland acquain-
tances ofthe Schadows, we cannot ignore the influential Courland aristocrat, the art
lover and collector previously mentioned, Heinrich von Offenberg. The Marshall
of the court, Offenberg lived in Berlin from 1785 to 1786, and from 1786 onwards,
he was an honorary member of the Prussian Academy of Art (Preufeische Akademie
der Kiinste). Friedrich Wilhelm von Schadows father, sculptor Johann Gottfried
von Schadow, on the other hand, was a full member and from 1816, the Director of
the Academy. In 1803, Offenberg had commissioned two marble busts of his father
Heinrich Christian von Offenberg (1696-1781)7L from Schadow. One of them in
its time was displayed in the English-style gardens of the Offenberg residence in
Jelgava. 22 It is possible that Schadow the father had recommended his son to
the respectable Offenberg. An undated drawing by Schadow the son of the poet-
ry muse in The Offenberg Album iS clear evidence of their meeting. Schadow had
re-drawn a work by Raphael (Raffaello Santi, 1483-1520).73This meeting could
have taken place in the 1820s in the Offenberg residence in Jelgava. The facsimile
edition of the Offenbergs album published by Otto Clemen (1871-1946) dates
Schadow’s drawing as 1824. It could have been done at the same time as Charlotta
von Schadow, nee Groschke’s drawing next to it. 74 Obviously the Schadow couple
had visited Jelgava and also called on Offenberg. But let us return to The Courland
Album.

Woman with an Album: The Art Practise in the 19th Century

In order to fully appreciate the value of the artistic and cultural history elements
contained in it, a small excursion into the methods of teaching drawing and
the practises of art studies for young ladies in the middle of the 19th century is
necessary. Right up until the mid-19th century, the only way young women could
learn to draw was under the tutelage of a male teacher.5At the beginning of the
century, advertisements by teachers in news-papers gave a short description of
the contents of their drawing classes. Thus, in 1814, a teacher in Riga offered, as
follows: “(...) lessons in handwriting, drawing and painting, i.e. [to learn] human
proportions, miniatures, flower and landscape drawing, the new method of draw-
ing scenes or topographical drawing (...) | can also help with, if there is a demand,
paining miniatures or pastels in nature.” ®Another advertisement of 1821 attests
that the teacher had professionally mastered a number of complicated graphic
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techniques; he offered private lessons in "... freehand drawing with pastels, life
drawing for artists and craftsmen, architectural drawing, Indian ink drawing and
painting with gouache, watercolours or in the “Alberi” style, miniature painting
and practical geometry or field surveying and the drawing of maps, plans, military
maps...” 77Drawing templates were widely used in the classes. Drawing lessons were
graduated to fit the age of the students and their skills. Methodological aids in the
middle of the 19th century instructed German and Austrian teachers, for example,
how to teach high leveldrawing, chiaroscuro, light and linear perspective, colours
to 13-15 year-olds; thatgeneral drawing lessons for 16-18 year-olds should teach
drawing plants, ornaments, landscapes and human and animal figures; 19-20 year-
olds should know how to draw all manner of technical or aesthetic-artistic things
and objects. B Of course, technical drawing for private drawing lessons for young
girls was not recommended,; the ultimate goal of art studies for women - mothers
of families and society ladies - was the refinement of their aesthetic taste, maturing
of the personality and a moral upbringing. A contemporary of Schadow the son,
a Dusseldorf school artist and teacher, later professor of painting in Baden, then
professor of ornamentation in Karlsruhe (from 1859) Adolph Schrodter (1805-1875;
in Dusseldorf 1829-1848, 1854-1859) in 1853 wrote an ironic description of
the usual home drawing class practise: “It has always pained me to see large boys
sitting at the drawing table, absorbed for hours in the useless copying of examples,
often very badly lithographed ones; (...) The fact that a student, with great effort
and assiduity, can complete a drawing is not evidence of his talent and spirit, it is
only evidence of his patience. (...) With girls it is even worse. (...) they are tied to
the drawing table even tighter by an insurmountable longing to achieve grace and
beauty, unfortunately also to a pointless and fleetingly entertaining task, the result
of which will not deliver any practical purpose nor develop any basis for their
ultimate aim to be the director and guardian ofthe morals ofthe home. They draw,
paint and ink a little landscape here, a bunch of flowers there, the gifted ones are
not satisfied with that and turn to life studies of nature or figures”® Schrodter
goes on to encourage girls to turn to the study of nature, to learn to draw plants
and find in each one - a cucumber, a poppy, even the simplest plants in a meadow -
a thistle, grass, moss - something unique, special, rather than copying template
pages and re-drawing idealised landscapes.

The Jelgava teacher Julius Doring’ diaries show a very similar approach to
teaching drawing. One of Doring’s students was a member of the Groschke family,
Sophie Caroline von Haaren, nee Exe (1822-1904). Studies of the artistic context
of The Courland Album allow us to view the series of her drawings from a greater
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perspective. The young Haaren’s decorative drawings of flowers are evidence
both of the presence of the teaching methods of the time as well as of the author’s
closeness to the Dusseldorf Art School, more concretely, to the ornamental
arabesque and flower drawings, which one could easily learn to draw from graphic
prints. Haarens drawings inspire us to look for their prototypes, and in many
cases they can be found in a group of richly illustrated books. We do not know if
the books came into the hands of the young Jelgava lady during her travels or were
they supplied by the Riga, Berlin and Dusseldorf booksellers and private libraries.
Count Raczynski had already noted the importance of the role of book publishing
in the spread of the ideas and images generated by the Dusseldorf Art School in
1836 speaking about Alfred Rethel (1816-1859): “Firstly Schadow, and all of Diissel-
dorf’s artists attest to his unusual talent in this field. His [Rethel’s] drawings were
very sought after by all the book publishers, and he received a great deal of orders,
either to decorate the title pages of special editions with drawings or to illustrate
the whole work.”8 The range of books illustrated by the masters of the Dusseldorf
Art School in the 19th century is truly impressive.8

Doéring mentions two of Haaren’s trips to Paris (in 1840 and 1857)& in his
memoirs that allowus to expand the geography ofthe range of newbooks that would
have been accessible to her. Drawings of people in, most likely, Italian folk costume
(No. 57-60) lead us to believe that the 18 year-old Haaren was able to buy the very
popular at the time, richly illustrated books that were devoted to the ethnography
and the culture of daily life of various European nationalities.8 It is also likely the
daughter of Schadow’s sister-in-law had an opportunity to visit the exhibitions
of art associations in North Rhine-Westphalia as well as to attend classes at the
Dusseldorf Art School. The first time was possibly in 1836,84 then later in 1840
and 1857. The institution managed by Schadow in the 1830s and 40s already had
female students and employed a number ofwomen - painters and graphic artists. We
can mention the Hussener sisters, but especially the graphic artist and illustrator
Alwine Schrodter, nee Heuser (1820-1892, in Dusseldorf 1840-1848, 1854-1859),
the wife of Professor Adolph Schrodter (1805-1875), and the book graphic artist
and painter Sophia Hermine Stilke, nee Peipers (1804-1869). From the 1840s to
the 70s, Hermine Stilke, the same as later Alwine Schrodter, gained recognition
with her drawings which combined a rich ornamental floral decor, usually a drawing
of flowers, with a calligraphically formed text - initials, proverbs or a line from a
prayer. Stilke and Schrodter were ranked amongst the most distinguished German
women artists of the time. The popularity of their striking decorative images
was multiplied by the use of lithography& and chromolithography techniques:
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splendid books with colourful large format images were auspicious gifts at family
celebrations and Christmas. Since that time, more or less competent variations
on flower compositions by both artists became an inescapable decorative addition
to the keepsake album. This can also be seen in The Courland Album. Stilke and
Schrodter’s lithographs could be framed, and so they decorated the middle class
homes of the Biedermeier era that could not afford oil paintings. The end of the
19th century also marks the beginning ofthe ever-popular flowery greeting postcards.

In the late 1830s, Hermine Stilke had started her studies in the historic painting
class, but had switched to watercolours of flowers and ornamentation, especially
drawing arabesques. Already in 1836, Stilke had drawn ornamental initials for
Raczynski’s history of art, but later, she created richly embellished decorative
editions for a wide circle of consumers, especially children, young people and
women,; including collections of proverbs, poetry and religious lines.&Her illustrated
books were extremely popular and were being reprinted for a long time.

From the 1850s to the 80s, Alwine Schrodter was even more ambitious in her
creation of decorative embellishments for splendid editions of various short texts.
These collections came out as books as well as folios of separate printed pages.&7
Schrodter repeatedly created many sumptuous editions of selected religious prayers
and texts for both Catholic and Lutheran needs8- well-loved publications in high
demand. From this aspect it is significant to note that a series of The Courland
Album drawings are connected to the Catholic belief. It is very obvious in
Sophie von Haaren’s watercolours, quoting a children’s prayer (Jesu Kindlein klein,
Mach mein Herzchen rein, NO. 64), and in images made in the Schrodter and Stilke
style, derived from Catholic themes, depicting Roman Catholic saints and bishops
(No. 50-52, 65, 85). It must be remembered that in the spirit of the ideals of the
Nazarene Movement it was the duty of the Dusseldorf Art School led by Schadow
to create Christian art and disseminate its reproductions with the help of various
printing techniques, especially since 1842, when the Foundation for the Support of
Religious Art (Verein zur Forderung religibser Bilder)gowas founded in Diisseldorf.

The influence of the Diisseldorf Art School on The Courland Album is multi-
farious. Some fascinatingly precise drawings of bunches of flowers (No. 85) bring
to mind the influence of the Diisseldorf flower painter, a student of Schadowss,
Johann Wilhelm Preyer’s (1803-1889) school. D

Fashion of Art, Prints, Book Publishing: In Search for the Influences
and Prototypes of The Courland Album

The influence of the trends in literary and art styles is evident in The Courland
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albums colourful decors of arabesques (No. 29, 49-52, 54, 55, 65), a feature of
German Romanticist graphics overall, but especially of the Dusseldorf school.
Elegant twists of arabesques wrapped around initials, almost naturalistic draw-
ings of plants and flowers, figures of animals and people, especially children, and
small genre scenes. In this sense the Dusseldorf arabesque style vignettes were
consciously created in away to instil an association with the filigree book decora-
tion ofthe Gutenberg era and the refined decor of prayer books of the Middle Ages
(No. 29, 65).

The work of the German romantic poet, a student of the Dusseldorf Academy
of Art and also a painter, Robert Reinick (1803-1852), Lieder eines Malers mit
Randzeichnungen seiner Freunde (1836-1852), ushered in a whole period of
German book art and was largely responsible for inventing the arabesque style
in the tradition of illustration. The book was illustrated with etchings made of
the works by the best artists in Dusseldorf (including Stilke, both Schrodters,
and Schadow).

Avery industrious artist in the field of book graphics was the eminent profes-
sor of painting Caspar Scheuren (1810-1887). He had created title pages, initials,
decorative vignettes for German Romanticist period poetry and folklore publica-
tions, using the repertoire ofthe arabesque stile ornamentation. Particularly worthy
of note is the two-part anthology of Romanticist poetry Deutsche Dichtungen mit
Randzeichnungen deutscher K tinstler (DUsseldorf Buddeus, 1843) and the much
lovedsongs o fthe Fatherland (Lieder der Heimat).al

Under Sophie von Haaren’ signature in The Courland Album there is a series
of watercolours that strongly reflect the Biedermeier and late Romanticist eras’
heightened interest in the themes of children and young people (No. 65-56, 58-67).
It would be very short-sighted to see only a reflection of her womanly being and
(unfulfilled) maternal instincts in these drawings. Practically at the same time, in
England, France and Germany, the literary artistic circles discovered the world
of children for themselves, furthermore, the images were quite wide-ranging -
from a myriad of variations on idyllic, in fact, idealised snapshots of the daily life
of country children, to the world of fairy-tales and touching, at times disturbing,
scenes of street children, under-age apprentices and factory workers, poor
orphans and beggars (No. 46, 55). During this time the genre of children and youth
literature was invented, and illustrated magazines and newspapers for families
started to be published. The illustrations in these publications were provided by
the best artists of the time, mainly genre painters and graphic artists. This is borne
out by the aforementioned Haaren’s watercolours, their primary sources being
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the repertoire of graphic prints of the time. For many artists the children’s genre
became the most important theme of their work, which also garnered them great
success. The German cultural space in this area was dominated by the masters of
the Dusseldorf Art School circle, therefore it is logical that many of the images in
The Courland Album (No. 55, 65-67) lead us to find their sources and prototypes
in the extremely voluminous visual legacy of the children’s genre, of which an
overview is only partially possible. They include the wide-ranging collection of
works of the much-loved illustrator and painter of children and domestic poultry
Gustav Sus (1823-1881) (No. 65-67), paintings of family scenes by Hermann
Sondermann (1832-1901) (No. 62, 63), Felix Schlesinger’s (1833-1910) little scenes
of children and rabbits and the woodcut illustrations for childrens’ books by Oscar,
also Oskar Pletsch (1830-1888).

Several images show that the theme of disadvantaged children that had
become one of the topical issues of English social economy (and vividly personified
by the characters of Charles Dickens (1812-1870), was important to Haaren. The
street children of Paris were in a similar situation. It is supposedly the “little boys
from Savoy” that became a very recognizable theme in France (and soon all over
Europe) in the middle of the 19th century that can be seen in Haaren’s drawings
(No. 54-56). Le Savoyard - a poeticised street boy - a beggar or doer of little odd
jobs, who had arrived in Paris from the province of Savoy@to make a living, was
usually portrayed with a hat or cap on his head, often together with a monkey or a
marmot (groundhog). The romanticised image of the little boy from Savoy elicited
society’s sympathy and emotions. It is likely that the image of the little Savoyan
later inspired the Diisseldorf genre painter, illustrator and lithographer Johann
Sonderland (Johann Baptist Wilhelm Adolf Sonderland, 1805-1878), whose boy with
atoboggan (Auf! Zur Schlittenpartie, ca. 1878 B seems to be related to one of the
boys in Haaren’ drawing - the twig collectors (No. 54).

Recently it has been possible to find the prototypes of several of Haaren’s
watercolours. These finds confirm a presumption that many of the primary sources
ofthe images in The Courland Album come from the world of book graphics, which
also helps to make the dating of them more precise. It is clear that Haaren had access
to the newest luxury editions in religious literature as well as to the art publications
intended for youth; in both cases, very expensive books. Firstly, the portrait of
Friedrich Wilhelm Schadow redrawn by Haaren (No. 6) must be mentioned. The
original was drawn by Schadowss friend Julius Hibner whilst still in Rome in 1831
Later, in 1834, the Dusseldorf engraver Joseph von Keller made a copper engraving
after Hubner’s original drawing which found its way into Atanazy Raczynski’s
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publication History ofModern German Art (Histoire de I'art moderne en Allemagne,
1836-1841) that was dedicated to Schadow; both in the first, French edition that was
published in Paris as an album of images94, as well as in the German edition that was
published concurrently.% It must be noted that the series run of reproductions of
Schadow’s portrait was considerable and they were successfully widely distributed.
This portrait made the engraver Keller quite famous.%

The prototype for Haaren’s drawing of a Catholic priest by an altar (No. 52)
is a chromolithograph Prayer at Mass (Messgebet) based on Hermine Stilke’s water-
colour that can be found in a luxurious edition of a Catholic prayer book Gebete im
Geiste der katholischen Kirche97 published in 1842 in Dusseldorf. Oneof Haaren’s
watercolours depicts the Archangel Michael who defeats a dragon (i.e., Satan)
(No. 50). In 19th century Germany, Archangel Michael, who in the Christian
tradition was deemed to be the patron saint of soldiers, became the national symbol
and patron of Germany.®B The depiction of Michael in art has centuries of mono-
graphic tradition. Furthermore, in the German literary tradition in the Romanti-
cist era, some parallels between the Archangel Michael and the legendary hero of
the “Ring of the Nibelungs”, Siegfried, emerged. The winged archangel in Haaren’s
watercolour, however, harks back to the art of the late Middle Ages, for example, to
Master Tilman’s (M eister Tilman, worked in Cologne, 1475-1515) sculpture created
for the St. Andrew’s Basilica in Cologne. The question remains - did Haaren draw
it after having seen it ad vivum or did she simply use some kind of engraving that
pictured Michael, like the bay ofJudgement altarpiece by Hans Memling in Gdansk
(1466-1473, now - Muzeum Narodowe w Gdansku), included in Raczynski’s book,
that shows the winged angel Michael weighing souls during the Last Judgement.®

The origin of two images in The Courland Album is associated with the literary
artistic youth calendar repertoire. One of the drawings dated 1847 shows winter
fun for children in January: a number of children are skating and riding a sled in
the shape of a swan (No. 47). The same image appears as a woodcut vignette for
the January page of the German Youth Calendar (Deutscher Jugendkalender) for
the year 184710, compiled by the German poet and collector of folk tales Ludwig
Bechstein (1801-1860). The woodcut is based on a drawing by Lorenz Frolich
(Fg lich, 1820-1908), a graphic artist and book illustrator of Danish origin, who
later became a professor at the Royal Danish Academy of Fine Arts (1877). Working
in the late Romanticist style, he illustrated children’ books, including those of
Hans Christian Andersen (1805-1875) and Jules Verne (1828-1905).

The Copenhagen born Frolich had drawn animals and children since his
youth and had thus gained a lot of recognition. He continued his art studies in
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Germany, in Munich, where he was influenced by Romanticist painting, especially
the works of Adrian Ludwig Richter (1803-1884). He then augmented his
studies in Dresden where he became Eduard Julius Bendemann’s (1811-1889)
student. W After 1851, Frolich moved to Paris and lived there for 22 years. In Par-
is he prepared about a thousand sketches for woodcuts that reflect scenes from
childhood life. Woodcuts based on his drawings were printed in France, Denmark
and England. The January page vignette dated 1847 was obviously printed in It-
aly, as that is where he lived from 1846 to 1851. It is possible that the drawing in
The Courland Album iS an original work by Frélich from his early period which
has come into the possession of Sophie von Haaren thanks to her relationship
with Schadow.

The German Youth Calendar inspired Sophie von Haaren to re-draw another
image (No. 61). In the carefully executed watercolour, there is another scene of
childrens winter fun in January, this time after a work by an unnamed Dresden
artist. A prototype of the image can be found in the 1850 calendarl® the anony-
mous woodcut has been signed by an engraver (Schmidt sc).

The primary source of two of Haaren’s watercolours are works by Alwine
Schrodter’s husband, the professor of ornamentation Adolph Schrodter, that have
been reproduced in the 1856 edition of the Art and Literature Yearbookfor Youth
(Dusseldorfiugend-Album). One watercolour depicts two girls, taking arest during
grain harvest time (No. 69). Haaren re-drew a colour lithograph (sommer) based on
an Adolph Schrodter’s watercolour.1BIn the second, two girls are picking meadow
flowers (No. 68); the source is the same, this time it is Spring (Friihling)104 Until
primary sources of other drawing by Haaren can be found, it must be noted that
she stylised the work of Stilke and both Schrddters with great artistic freedom.
Analogous searches for parallels and influences should be continued.

Having looked closely at Haaren’s wonderful watercolours and comparing
them with their primary sources, we can conclude that the Jelgava artist did not
have a desire to scrupulously copy the colour lithographs. She also used much
brighter and more lucid colours (a reminder of the Nazarene love of Raphael’s
colours?), made variations, changed and replaced the floral vignettes. Haarens
sophisticated yet emotional personality showed in her drawings. It is possible that
the watercolours that are preserved in The Courland Album are the only tangible
historical pieces of evidence of her life and spiritual world. Haaren is halfway, on
the border, she is no longer a high society lady, an artistic dilettante, but also is not
yet awoman the professional artist. Delicate, full ofjoie de vivre, slightly sentimental,
an aesthete for whom the Victorian era’s home life was not quite enough.
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Contemporaries and soulmates of Sophie von Haaren and other women in
the ladies’ circle of The Courland Album are to be found in many places, including
England. They are the Bronte sisters - Charlotte Bronte (1816-1855) and Anne
Bronte (1817-1849), for whom the literary heroines they created, Jane Eyre and
Helen Hunting, were their own opportunities for self-reflection. They were ethically
pure and courageous women for whom literary and artistic creation was one of
the most essential forms of self-realisation. Well educated, talented and enter-
prising women desired and were capable of a lot more than “making puddings and
knitting stockings, playing on the piano and embroidering bags”1h who would
not submit without question to the shackles of a male dominated society’s tradi-
tions. The heroine of Charlotte Bronte’s novel, Jane Eyre the governess, was able
to create dramatically atmospheric scenes conjured up from her imagination and
inspired by Romanticist literature, with watercolours. Doing so, Jane felt happy and
experienced the greatest joy in her life. 1B The central character of Anne Bronte’s
epistolary novel The Tenant of Wildfell Hall (1848) is Helen Hunting, a gifted
and refined wife of a country squire who dares to leave her husband - a drunken
and debauched bon vivant. The 26-year-old Helen was able to be independent, 17
she lived with an assumed name, Mrs Graham, and supported herself and her
son. She became a painter: Helen set up a studio, painted mainly landscapes and
portraitsIBand successfully sold her paintings in London. For Helen Hunting,
art became her guarantee of financial independence, a profession, not only an
entertaining leisure activity. Already by the age of 18 (around 1821) for Helen
Hunting “all [her] former occupations seem so tedious and dull”13 and then later
she clearly understood: “My drawing suits me best, for | can draw and think at the
same time” 110 At the same time painting was an affirmation of a woman’ personal
freedom and a manifestation of deeply hidden emotions. Anna Brontes novel
harshly revealed the destructive nature of an unsuccessful marriage and the lack of
rights for awoman in the family, being under the complete control of her husband.
Then, art was arefuge. The novel The Tenantofwildfell Hall can be seen as an early
manifesto of feminism ideas that became popular with lightning speed. At the
same time it also created a scandal in the conventional society of the Victorian era.

It seems that the women of Courland in the late Biedermeier period were able
to avoid such harsh trials of destiny. The lives of the ladies of the Groschke family
passed smoothly, harmoniously and prosperously; art studies were a pleasant,
satisfying leisure time activity, a passion of ones youth. Rather, Sophie von Haaren
(or indeed any one of her female relatives) counterpart was a young lady portrayed
in Gustav Carl Ludwig Richters (1823-1884) painting study (Studium, 1860).
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Commenting on the work, the prominent German art critic and publicist Friedrich
Eggers (Hartwig Karl Friedrich Eggers, 1819-1872)11 characterized middle class
women, the type of art dilettantes, in general. The voice of the times rings in his
observation: “Taking everything into consideration, we look on this woman as a
dilettante. In this sense nothing can be said about her artwork, about which we
cannot offer any opinion, for her painting is turned sideways. We simply presume
that she is not, and never will be a professional artist. One day, as she approaches her
third decade, she will submit to a proposal by a strong and spiritual man, although
she will have previously turned down a number of our sex. In the first years, she will
give the household a number of paintings and then turn to the rearing of children;
later, when they are older, she will create a very pleasant home, to which the fine
arts, with renewed love, will return, although they were never neglected entirely.
How do we know this? It can be seen in her wise and sincere face.”12

It is interesting how Eggers ironically mentions a unique art appreciator that
could be found in the galleries and museums of the time - a young woman, dressed
in male clothing, who copied the works of old masters: “In the Dresden gallery we
have seen women who paint, not wishing to attract attention to themselves, in men’s
clothes. There is no surer way to attract attention to yourself.”13The light ironic
tone of Eggers’ remark confirms that for the mid-19th century society it was hard
to accept an emancipated woman who would occupy herself with art in a public
place. That was for the private sphere.

In the context of The Courland Album, it is significant that Eggers’ obser-
vations were included in an elite art and literature yearbook or album called Argo,
published in Wroclaw (previously Breslau). We can assume therefore that Jenny
von Schadow, who married into Wroclaw from Jelgava, would recognize herself,
her sisters and relatives in the image of the dilettante artist...

The Courland Album continues to raise questions; it does not fully reveal all its
Secrets. The Courland Album iS atestament to the transmission of ideas and images,
to communications with the intercedence ofimages. In itstime, The Courland Album
existed at the juncture where Courland and Europe met and resonated. You could
also say it is a Jelgava-Dusseldorf aloum. The story of the Groschke family gives
Jelgava one of the most colourful pages in its history. The presence of Schadow, on
its turn, has enriched The Courland Album in the same way that the presence of the
ladies from Courland enriched Schadows’s life in Dusseldorf. As the testimony to
the Groshcke-Klein family history the album is a natural addition to the annals of
cultural history of our country. At the same time a genealogical thread links it with
the most distinguished representatives ofthe European art world oftheir time.
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