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Huxonaii KysHeyos. CoteopeHue muUpa B KOMU MUPONOrUU
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AHgpec Kynepearos. Cuto B8 penuruosHom npeaaHuu

TTepepers Ha obea
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Mape Keridsa. Nunneopy - HOBLIU 06pa3s XU3HU U penuruoanuﬁ ngmlwacpt

Enera boraresa. Hexkotopbie 6enopyccko-3CTOHCKUE napanneny B CroXeTHO-

NepCcoOHAXHLIX CUCTEMAX MUPONOTrMU U HAPOAHOrO XPUCTUAHCTBA 2 ﬁrk
F e
Karpe Kuxac. KamnaHuu no cbopy gonbknopa 19-ro seka. Yro morusmuposano b

HenpogeccuoHanbHEIX cobupateneid (KonnekLuMoHepoe) onbknopa?
ThrHHO HoHyKc. CoepemeHHbIM BKNGA HA CBAWEHHBIX MeCTaX BUHNAHAUU U DCTOHUU

Pesr Xuiiemss. He-mecta B ponu CBALEHHEIX MeCT
Huckyccus

CemuHap 0p2aHU308GH COBMECMHO 3ICMOHCKUM AUMEPamypHsIM my3eem U  LileHmpom
uccnedosaHuli besnopycckoli Kynbmypel, A3bIKA U AUMepamyps! HayuoHansHol akademuu Hayk benapycu.
Meponpusmue sensemca 4acmelo npoekma, uHaHcUpyemozo MuHUCMepcmeoM UHOCMPAHHLIX 0en
3cmoHuu u3 6rodxema no compyoHudecmesy u pazsumuro u IcmoHckoll Akademueli Hayk.

CemuHap ocywecmeneH npu noodepxke MuHucmepcmea 06PA308AHUA U HAYKU 3CMOHUU
(uHcmumyyuoHaneHeili  uccnedosamensckud 2paHm IUT22-5) u ®oHda pezauoHanbHozo passumus EC
(Llenmp KomnemeHyuu no SCMOHCKUM uccedoeaHusam TK 145).
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CeMuHap OpraHu30BaH COBMECTHO DCTOHCKHUM JIUTEpAaTypHbIM My3eeM U LlenTpom
UCclieIoBaHUM 6eopyccKoil KylIbTyphl, i3bIKa U TUTepaTypbl HannoHanpHON akaieMuu HayK
Bbenapycu. Meponpustue siBiseTcs 4acTblo NpoeKTa, pruHaHncupyemoro MuHuctepcTBoM
MHOCTPAHHBIX JIeJ1 DCTOHUU U3 OIOJKETa 10 COTPYJTHUUYECTBY M Pa3BUTHIO U DCTOHCKOMN
Axanemueit Hayk.

CemuHap ocymiecTBieH IpH nojaepxke MuHucTepcTBa 00pa3oBaHus U HAYKU DCTOHUH
(MHCTUTYLIMOHANBHBIN HccneaoBarenbekuil rpanT [UT22-5) u @onpa pernoHaabHOTO
pasButus EC (LlenTp komneTreHnu mo DcToHCKUM uccneaoBanusm TK 145).

Huxkoaaii Ky3nenos
CorBopeHue Mmupa B KOMH MU(OJIOTUH

IIpesicoe 3emnu u neba He 6bL10, a ObLIO 6OI0MO U Ha HéEM Kouku. Hu 36epell HuKaKux, Hu
nmuy, Hu yenogexa mosice He 6wino. He 6vino u connya c ayHou...

OJHMM W3 OCHOBHBIX MOTHBOB B KOMH KOCMOTOHHUYECKHX MHU(aX SBJISICTCS MOTHB
HBIPSIOIIEH MTHIIBI, TOCTAOIIEH CO JHA OKeaHa MaTepual JUIsl CO3/IaHus 3eMJIH U TIp. MOTUB
UMeeT pa3lInvYHbIe BapuaHThl. B 00pa3e MTHIl 3a49acTyro MPECTAI0T CO3aTeNl Mupa Ex
Omonw. B pesynbTaTe KOHKYPHUPYIOIICH NeSTEIbHOCTH JIBYX JEMHYPTOB TOSIBISIETCS 3eMJIIST U
e€ oOuTaTenu, yCTaHABIIMBACTCS ONPEACIEHHBIA KOCMUUECKH opsIoK. [lomumo Hanbomnee
pacipocTpaHEHHBIX MOTHBOB, B KOMH MU(OJIOTHN UMEIOTCS TaK:Ke MUQBI, B KOTOPBIX 3€MIIS
MOSIBIISICTCST O€3 Y4acTHs IEMUYPTOB.



Tarsana Bojoguna
dpaceoJiorus 1 Marn4ecKue NPaAKTHKH B KOHTEKCTEe AaHTPOIO- 1 KOCMOTOHMYEeCKUX
Jereny (0esiopycckasi TPAAUTCUA HA eBPoneucKkoM GoHe)

Benopycckas HapoHas aHTPOTIOTOHHS CBUAETENBCTBYET O 3HAHUH OMOJIEHCKOro TeKcTa,
OJTHAKO Yalle JEMOHCTPUPYET €ro (PONbKIOPHBIE alanTallud 1 KOMMEHTHPOBAHHE B pyclie
TPaJUIIMOHHBIX BO33pEHUH 1 Mopanu. Kpome Toro, opraHudHoe neperuieTeHne 0noinenckux
PEILIUK C apXan4eCKUMHU MU(OIOTHYECKUMHU CXeMaMU 00yCIIOBIUBAET PsiJi Marn4ecKux,
HapOJHOMEIUIIMHCKUX, OOPSIOBBIX MPAKTUK. Psi yCTOMYMBBIX BRIPAKECHUN TaK)Ke HAUMHAET
OTCBEYUBATh B KOHTEKCTE JIET€H]l HOBBIMU CEMAHTUYECKUMU T'PaHIMHU.

Piret Voolaid
HoBas BHU3YyaJbHasl )KU3Hb ITYTOYHLIX BOIIPOCOB B HHTepHeT-MeMaX
/The new visual life of joking questions in Internet memes

One of the most viable subgenres of riddles are humorous joking questions or conundrums. In
their short, dialogic form, they are well suited for expressing vernacular views. They are very
often born and disseminated as newslore, being a reaction to daily (political or other) events.
The dynamics of the genre in social media shows a move towards illustrating and visualising.
A characteristic feature of these multimodal and -medial memetic representations is their
literary, digital, folk visual quality.

In the presentation, | seek answers to the following questions:

- Which conundrums are illustrated and how?

- How often does inspiration come from the pre-digital period and in what way?

- What does visualisation add to the traditionally verbal joking questions in aesthetic and
emotional sense (is the image merely an illustration to the text or do the verbal and the visual
constitute a new whole?)

The material for the presentation is collected from the Estonian popular humour site
meeldib.ee. This is open for all registered users who can post jokes, photos, videos, which
have to be "their own intellectual creation". For a folklorist, this is anonymous folklore where
the different layers of authorship are impossible to differentiate. The material is viewed to the
backdrop of the database "Estonian riddles™ (ca 25 000 texts; www.folklore.ee/Keerdkys,
Voolaid 2004)

Eda Kalmre Self-createde LoveStories in Girls’ Romantic Culture: History and
Evolution / JleBnueckne pyKonucHble JI000BHbIE PacCKa3bl: HCTOPHUA M Pa3BUTHE

In the Soviet Union, the girl’s handwritten prose about romantic love is a genre that was
practiced by teenage girls. We may classify these stories as remaining on the borderline of
naive literature and (album) folklore.

Some researchers date the emergence of girls’ love manuscripts as a genre to the romantic
epoch of the 1950s-1960s. Others believe it existed much earlier as an unofficial, non-
canonical form of folklore; at the same time, however, the stories were not collected at that
time and have only recently caught the attention of researchers. This is also why much
information about this genre has simply been lost. The empirical material collected and stored
in the Estonian Folklore Archives allows to suggest that the handwritten romantic prose
stories by girls became widespread in Estonia during the postwar period; they were copied
from one another, and read over and over again.


http://meeldib.ee/
http://www.folklore.ee/Keerdkys

While in earlier times love stories circled among small closed groups of girls, today the
unlimited possibilities offered by the new media and Internet, have made them considerably
more popular and widespread. My paper is based on interactive love stories collected from 12
to 16-year-old Estonian girls’ blogs starting from 2010, and partly also on girls’ manuscript
material from the second half of the 20" century, employed mainly to provide a historical and
comparative perspective to the contemporary interactive material.

While observing the role models and the origin and transformation of these narratives, |
attempt to demonstrate how the imagery of romantic love and happiness in the girls’ creation
have changed. 1 also intend to show how the Western culture, including popular culture and
new media, is constantly providing models for gender and dyadic roles and has thereby
changed girls’ romantic culture.

Liisi Laineste
The Modern Girl in Estonian Interwar Caricatures (1920 — 1939)/ CoBpemennas
JeBYIIKA B 3CTOHCKHX KapUKATypax Me;KBOeHHOro mepuoaa (1920-1939)

Women present a commonplace Other in textual jokes as well as visual forms of humour.
Scholars have pointed out that gender is among the most recurring humour targets, side by
side with ethnic and political humour (first described by Winick 1976). Similarily to ethnic
humour, gender humour is also based on the juxtaposition of ,,us" and ,,them", and as joke-
tellers as well as cartoonists were men during the period under surveillance in this study, it is
the female character who fills the inferior role of the ,,other". This male dominated
perspective in gender humour has been frequently analysed by different authors (e.g. Shifman
2010), most often from the feminist point of view. Analyses of sexist humour gain a lot from
sociological and linguistic studies on the stereotypes embedded in public discourse. Also
comical visual representations of women often reproduce and maintain deeply rooted gender
stereotypes. The results from these studies have shown that gender representations are
grounded in deep-rooted constructions of femininity and masculinity which are based on
binary as well as hierarchical oppositions (Van Zoonen 1994). Until very recent times, a
woman in Western culture conveys an image of an emotional, unreliable, dependent being
who can only be evaluated on the basis of her appearance and sexual attractiveness, not her
actions (Lemish 2008). These stereotypes end up in sexist jokes that implicitly or explicitly
target and ridicule women, emphasizing their inferiority in comparison to men, employing
traditional stereotypes in which women are portrayed as stupid, dependent, illogical, and
nagging sexual objects. This kind of humour suggests not only that men and women are
different (as does feminist and post-feminist humour as described by Shifman 2010), but also
indicates that there is a clear hierarchy positioning women as inferior to men. In this light, it is
quite predictable that these ideas were widespread in the Estonian interwar caricatures.

The paper strives to describe the main stereotypes used about the gendered Other in Estonian
interwar caricatures (a period that can be viewed as the "first Republic” of Estonia between
the two World Wars), extracting the more frequent categories from the material by content
analysis, and then continuing to a comparative and sociological approach towards the hotspots
in the material.



Anpapec KynepbsinoB
CuTO B peJIMTHO3HOM NpeAaHUN

Curo, perrero (s0el) 1 HeKoTOpbIe qUANIEKTHBIC (POPMBI 3TOTO CIIOBA SIBJISIOTCSA B DCTOHHH
€IMHCTBEHHBIM HaUMEHOBaHMEM co3Be3us [lnesn, sBisromnerocs: caMblM U3BECTHBIM
00BEKTOM 3BE3/JHOTO HE0a B HAPOJAHOM aCTPOHOMHH SCTOHIIEB. B TO %e Bpemst CUTO SBIsIETCS
CYIIECTBEHHBIM U C TOUKH 3peHus BepoBaHus. B 6onee yem 150-ThIcAYHOM TEKCTOBOM
BBOJ/IHOM KOPITYCE apXUBHBIX JaHHBIX OTAeNa (POITBKIOPUCTUKHA DCTOHCKOTO JTUTEPATYPHOTO
My3esl HacuuThIBaeTcs: 0koJio 400 TEeKCTOB, CoJepIKalIuX CIOBO SOel, M3 HUX TEKCTOB ¢
aCTPOHOMHYECKHUM YKJIOHOM 0KoJi0 130, B KoTOphIX SO€l (cuTO) yrmoMHuHaeTcest Kak cpesicTBO
OIpeJIeJIeHUs] BpEMEHM U HEOECHBIH KalleH1apb, a TaKXKe CPelICTBO npeacka3anus. OcTaabHble
TEKCTHI CBSI3aHbl C MATMYECKUMH CBOMCTBAMH CHTA, HAIIPUMEP, MarH4ecKoe BO3/IeHCTBIE
IbIMa, IPOXOASIIEr0 Yepe3 CUTO, IPOCECHMBAHKE 30J1bl, IPOMBIBAHUE JCHET, IpeAcKa3aHue npu
MOMOIIIM CUTA ¥ HOKHUIL JUIS CTPUIKKH OBEIl U T. /1. JIOBOJIEHO MHTEPECHOM YacThIO IPEIaHus
ABJISICTCS TAKXKE «HOCUTbH BOJY B PELLIETEN.

Mape KeliiBa
JInsieopy — HOBBI 00pa3 *KU3HU M PEJTUTHO3HBIN JaHamAadT

CoBpeMeHHbIE PETUTHO3HbIE U JYXOBHBIE ABHKEHUS 00pa3yroT LEIOCTHYIO COBOKYITHOCTh
BEPOBaHUI, B3IJIAI0B U IPAKTUK, OHU OOBEAMHSIOT PAa3INYHbIC TPAAUIINU U JUCKYPCHI.
SIBnienus1, oOpasyrouye cruiaB NoJOOHBIX IPAKTUK U MUPOBO33peHHH, Ap/DKyH Amnaaypau
OXapaKkTepHu30Ball TEPMUHOM «TI100anbHbIN 3THOCKeHm» (global ethnoscape), «koTopsrii
60J1b1IIe HEBO3MOXKHO C JIETKOCTbBIO JIOKAJIU30BaTh, HO BMECTO 3TOI'0 OH Bce 0OJIbIIe
CTaHOBUTCS CBSA3aH C INI00AJbHBIM paclpeesIeHUEM JIt0JIeH, TPYII U BOOOpaXeHMs,
XapaKTepU3yIOIuXcs ABMKEHUEM U HHTEPAKTUBHOCTBIO». B TO ke BpeMs CBA3aHHBIE MEXKIY
co00i1, BIUSIOLINE IPYT HA Jpyra U UMEIOIINE IT100aJIbHOE paCIIPOCTPAHEHHUE SIBJICHUS TAKKe
XapaKTepU3yI0T TEPMUHBI «TPAHCHAIIMOHATU3M» U «TPaHCIOKAIbHOCTh». Hu o1HO U3
MIEPEUUCIICHHBIX BbIIIE SIBJICHUI HE ABJISETCS HOBBIM, a, CKOPEE, YK€ CYLIECTBYIOLINE
SIBJICHUSI 3AMETHO YCKOPSAIOTCS, IPUOOPETAIOT HOBBIE YEPThl U CTAHOBATCS Ooliee perabeHo
3aMETHBIMU B COBPEMEHHOM o0111ecTBe. S Bey HaOIIt0/IeHNe 3a TaK Ha3bIBaEMbIM
(heHOMEHOM «3THOCKEH» Ha mpuMepe KOMMYHBI JInsuieopy, pacrnonoKeHHOM Ha ceBepe
DcTOHMH; paccMaTpuBaio (PyHKIMOHUPOBAHUE IyXOBHOTO cooluiecTsa Jlmineopy B kauecTBe
LIEHTPA CaMOPa3BUTHsl, CO3AAHMSI CBSIILIEHHOTO IPOCTPAHCTBA KOMMYHBI U XapaKTEPU3YIO €€
(dbyHKIIMOHUpOBaHUE B KauecTBe obmiecTBa. Kommyna Jlnnneopy Havana popMupoBaThCs B
1992 rony Bokpyr Uureapa Bumunzo (rox poxxaenus 1962).

Enena boraneBa
HexoTopblie 0eJ10pyCcCKO-3CTOHCKHE MAPAJIJIEJ M B CHOKETHO-TIEPCOHAXKHBIX CHCTEMAaX
MHU(PHUJIOTMH ¥ HAPOJAOHOI0 XPUCTHAHCTBO

«Haponnas bubnus» kak oTIeIbHOE UCCIIEI0BATENbCKOE HAPaBICHHE B COBPEMEHHOM
ryMaHUTapucTuke. benopycckas 1 acToHCcKas «HapoaHbie bubmumy.

1. Onpenenenne «HapoaHon bubmum»

2. Uctopus uzyuenus donbknopusix bubnuit B 3ananxoi u Boctounoit EBporie B konie XX
- Hadane XX BekoB (kpaTtkuii 0630p)

3. Buo-xaHpoBbIii cocTaB Oenopycckoil «HapogHon bubmmmy

4. HekoTopsle napasienu 6enopyccKoi U 3CTOHCKOM «HapoAHbIX bubmuii».



Karpe Kukac

The folklore collecting campaigns of the 1890s. What motivated non-professional
folklore collectors? / Kamnanuu mo coopy ¢oabkiaopa 19-ro Beka. Uto MOTHBHPOBAJIO
HenpogdeccuoHAJBHBIX coOupaTesiel (KoJJIeKIHOHePOB) (oJibKIopa?

In Estonian history books, the 19th century is usually referred to as ’the era of national
awakening’. A significant aspect of this awakening was the Romantic (Herderian) idea of
folklore as the mirror image of ’the soul of the nation’ which intensified interest in the
folklore of the peasants and prompted various societies and persons to organize collecting
campaigns. The most active phase of folklore collecting was in the 1890s when thousands of
ordinary people participated in the campaigns organized by Jakob Hurt (1893-1907) and
Matthias Johann Eisen (1857-1934). The result of these activities was about 200,000 pages of
writings, now being held in the Estonian Folklore Archive.

Though the backgrounds of the collectors of these materials varied, quite a large number of
them had received only the minimum of three years of schooling. In my paper | am going to
ask what motivated those lowly educated people (who are usually called local or non-
professional collectors) to participate. There are two possibilities to answer this question.

One is to study the letters those people added to their collected materials. In these letters we
can see several, often quite contradictory motivators at play. On the one hand, they stress the
symbolic importance of the campaigns and state that the participation is their ‘national duty’.
On the other hand, many of them have different requests for Hurt or Eisen (they ask for help
in finding a new job, for example). In some cases those symbolic and practical motives are
quite tightly tangled up.

Besides assessing motivators stated in the letters, we can also look at the wider picture
regarding the position of folklore collecting campaigns in the contemporary culture. We can
see that participating in these campaigns gave lowly educated collectors access to several
cultural domains which were not so easily accessible otherwise. For example — as the
campaigns were organized through newspapers, collecting provided them with opportunities
to participate in public literary space. On a more general level, the campaigns enabled them to
use their writing skills and prove that they belong in the enlightened part of the society;
several collectors took that possibility to create a writerly identity for themselves.

ToeinHo Uonykc

Contemporary deposits at sacred places in Estonia and Finland / Cospemennbrii
BRKJIaJA Ha CBAILICHHBLIX MeCTax (I)I/IHJIHHIH/II/I M JCTOHMH

Leaving of contemporary deposits at various sites has recently increased across Europe,
among other countries also in Estonia. There are very different reasons why ribbons are tied
to branches or coins and candles, seldom more personal objects, deposited at stones, springs
or other natural places. This is a co-operation study to compare contemporary deposits in
Finland and Estonia. Both countries are usually described as very similar, with common
linguistic, cultural and ecological background. However, analysing of contemporary deposits
shows significantly different understanding to the contemporary pagan ideologies, raising
provocative questions about the usage of history and past in legitimising of such ideologies.



Pest Xuiiemsid
Non-places as sacred places / He-mecTa B poJin CBSIIIEHHBIX MECT

French anthropologist Marc Auge invented the term non-places, which means urban spaces of
circulation, consumption and communication that exist beyond historical, symbolic and
identity-related ties. The focus of my paper is on the question, in which cases and to what
extent can such non-places at least temporarily become sacred places or spiritual spaces and
therefore obtain spiritual, symbolic and identity-related content.



