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Preface

It was more than thirty years ago that I first heard of the existence of an
ancient hero called Kalevipoeg. I was a third-year student of Finno-Ugric
philology spending a year in Helsinki, where I was attending a course on the
history of Estonian literature. I had read Elias Lonnrot’s famous Kalevala
at least once, and I may have seen some references to Friedrich Reinhold
Kreutzwald’s Kalevipoeg in the comments of my German edition of the
Finnish epic, but it was not until I heard the lectures of my Estonian teacher
in Helsinki that Kalevipoeg really entered my consciousness. He never left
it again.

One year later, in March 1984, I discovered in an East Berlin antique
bookshop the famous German translation of the epic by Ferdinand Lowe
— the first edition from 1900! In those times, it was strictly forbidden to
export antique books from the socialist countries, but my eagerness to obtain
the book was stronger than my fear of East German frontier soldiers. I put
it under my sweater and boldly walked through the gates. No-one bothered
me and I was the lucky owner of the complete Estonian epic translated into
my mother tongue.

From that moment on, I began working continuously with Kreutzwald’s
epic, eventually re-reading it, giving lectures and publishing articles
about it. As all of the articles have been published in German, in diverse
venues and spread over two decades, I deemed it appropriate to have them
published once more - this time as an English-language monograph and
equipped with an introduction in order to create more coherence. For
this new English edition, however, I have not simply translated my earlier
contributions on the topic but have in fact rewritten and reorganised them,
excising the places where they overlapped and filling some gaps that had
remained owing to a lack of time, inaccessibility of sources or simply my
own ignorance. If anything has taught me that we never stop learning, it has
been my involvement with Friedrich Reinhold Kreutzwald’s epic.

It is a pleasure to thank Marin Laak, Pille-Riin Larm, Liina Lukas, Ave
Mattheus, Kristi Metste, Ylo M. Parnik and especially Frog and Lotte Tarkka
for valuable information that has helped enhance this work. I am also
grateful to two anonymous referees whose constructive criticism was very
much appreciated. In addition, I would like to thank the Finnish Literature
Society for accepting this book into its prestigious series, and, finally, I am
extremely grateful to Frog and Clive Tolley for polishing the English of this
text.

Zuidhorn, 1 November 2015
Cornelius Hasselblatt
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The work of Kreutzwald and especially the Kalevipoeg are well represented
bibliographically but the multitude of publications can easily become
confusing. A basic bibliography was compiled by Herbert Laidvee and
published in 1964: “Kalevipoja” bibliograafia 1836-1961. Tallinn: Eesti
Riiklik Kirjastus 1964. 119 pp. (Personaalbibliograafiad I, 2). This is actually
an offprint from the second volume of the critical edition of the epic
published the previous year: Friedrich Reinhold Kreutzwald: Kalevipoeg.
Tekstikriitiline viljaanne iihes kommentaaride ja muude lisadega II. Tallinn:



Eesti Riiklik Kirjastus. Pages 408-512 of this edition are identical with pages
13-118 of the 1964 bibliography, with one inserted empty page (90).

Laidvee continued his work and published a comprehensive bibliography
on the author as well: Fr. R. Kreutzwaldi bibliograafia 1833-1969. Tallinn:
Eesti Raamat 1978. 420 pp. (Personaalbibliograafiad I, 1). This volume has
an appendix with a bibliography on the Kalevipoeg (pp. 339-421), in which
only supplements are listed for the period 1860-1961 whilst the years 1962
9 are covered completely.

The next publication came in 1982 and was compiled by Vaime Kabur:
Friedrich Reinhold Kreutzwald 1803-1882. Personaalnimestik. Tallinn:
Eesti NSV Kultuuriministeerium, Fr. R. Kreutzwaldi nimeline Eesti NSV
Riiklik Raamatukogu 1982. 95 pp. Although this book repeats all of the
monographs from the earlier period already found in earlier bibliographies,
it is important for the period 1970-81.

The next bibliography followed in 2004: Fr. R. Kreutzwaldi bibliograafia
1982-2003. Tallinn: Eesti Rahvusraamatukogu 2004. 164 pp. More recent
publications can be found on the homepage of the Estonian Literature
Museum: http://kreutzwald.kirmus.ee. The complete text of the epic is
available on this site.

Kreutzwalds ample correspondence was published in six volumes
between 1953 and 1979 (see KKV in the bibliography) and provides
an extremely valuable source for Estonian cultural development in the
nineteenth century. Most of the texts in this Estonian edition, however, are
translations from German. The original versions are only partly published;
most recently for instance the correspondence with Anton Schiefner,
a member of the Academy in St Petersburg, was published in an edition
by Horst Walravens (2013). Walravens also published the Berlin academic
Wilhelm Schott’s original letters to Kreutzwald (Walravens 2010/2011),
which likewise had previously been published in Estonian (see Lepik 1961).
Unfortunately, the letters from Kreutzwald to Schott have been lost. Other
originals had partly been published in earlier editions, as Kreutzwald and
Koidula (= KKV V) in the two-volume edition from 1910-11 (KKK), and
Kreutzwald and Faehlmann (part of KKV I) in the 1936 edition by Mart
Lepik.

In Estonian, there is no phonetic difference between <v> and <w>, the
latter being the normal grapheme for the sound until the early twentieth
century. Therefore the first edition of the epic was titled Kalewipoeg. In the
alphabetical order of Estonian, <v> and <w> are treated as one letter.

All works quoted in this volume are listed in the bibliography (pp. 121-
138).

Translations of quotations have been provided by the author of this book
unless otherwise indicated.



1. Introduction

The objectives of this book

As a “core text of Estonian culture” (see Laak 2008, and in Kartus 2011:
9), Friedrich Reinhold Kreutzwald’s epic Kalevipoeg has been investigated
thoroughly — what more can be said about it? The answer is that precisely
owing to the enormous significance of the text within Estonian culture,
the Kalevipoeg is constantly being reread, reshaped and reinterpreted by
every new generation of Estonian readers, but also by every new generation
of Estonian and international scholars. Therefore new treatments and
reassessments are still to come. They will remain necessary, because new
aspects of this first extensive text of modern Estonian literature will regularly
be found and pushed to the fore. In this sense, the position of the Kalevipoeg
within Estonian letters is comparable to the position of the Kalevala in
Finnish literature, Shakespeare in English literature or Goethe in German
literature.

However, the cultural situation of Estonia' in the third quarter of the
nineteenth century was something quite different from Shakespearean
England or the Germany of Goethe’s times. In the period in question,
the Estonian population stood at a crossroads. How was it to continue:
be absorbed among the Germans or develop into its own nation? This
situation is well known to those familiar with Estonian cultural history, but
nevertheless some key aspects of Estonian history should be mentioned
here. (See Raun 2001 for an excellent English overview of Estonian history.)

The area we call Estonia today was conquered by Danes and Germans
in the thirteenth century and from this time on was dominated by
a linguistically different upper class. This top echelon, however, never
formed more than roughly 5 per cent of the entire population (Miljan
2004: 121; Hasselblatt 2012a: 51). As a consequence, initially Estonian as
a (peasant) language was not threatened. The same holds for the southern
neighbour of the Estonians, the Latvians, and in some respects a similar

1  Wherever Estonia is mentioned in this book, it denotes the area where Estonian
is spoken, so before 1918, for example, the correct terms would be Estonia and
Northern Livonia.
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The objectives of this book

situation was to be found in neighbouring Finland to the north, which was
conquered by the Swedes around the same time. (Kasekamp 2010: 11-16)
For the Finns, the Swedish of the conquerors was linguistically just as distant
as was German for the Estonians. But the situation in Finland differed in
two crucial points from that in Estonia. First, the Swedish settlement was
limited to the coastal areas and hardly reached the hinterland. And second,
in the Swedish political system serfdom was unknown. (Zetterberg 2007:
16) The Estonian rural population, however, was dependent on its German
landlords, and in part was downright repressed. This, again, was the same
in the Latvian area, where, on the other hand, the linguistic border between
Latvian and German, both Indo-European languages, was less sharp, though
still substantial.

When, in the seventeenth century, Swedish rule reached the Estonian
areas, some attempts were made to change the situation, but the Russian
takeover at the beginning of the eighteenth century strengthened the grip
of the German nobility again. The only difference from their fellow Russian
peasants in the tsarist empire was that a high percentage of Estonians
was able to read. And this reading took place in their mother tongue
— fostered also by the Lutheran church, which had been dominant since the
sixteenth century. All this created a specific situation in the third quarter
of the nineteenth century, which was crucial for the national emancipation
movement.

Although a vast majority of the population had reading skills, no literary
infrastructure let alone an Estonian field of literature existed. Reading was
mostly restricted to religious literature, calendars and the emerging press,
which made its debut with the successful foundation of the Perno Postimees
(“The Péarnu Postilion”) in 1857. Ten years later, in 1867, the first bookshop
for Estonian books was opened in Tartu. It was within this decade that
Kreutzwald’s Kalevipoeg was written and published, and these cultural
circumstances have to be taken into account when investigating the effect
and impacts of the text. This holds for any literary text in any literary culture,
but the Estonian case offers some specific circumstances which make it
sensible to take a closer look at Kreutzwald’s epic poem, the Kalevipoeg.

To begin with the title: if one says “Kalevipoeg”, one always immediately
has to specify whether one has in mind the mythic hero from Estonian
folklore or the literary figure and the long poem created by Kreutzwald.
Or both. This is one of the more specific features of Kreutzwald’s work,
which only received the label “the Estonian epic” belatedly. And this is also
one main difference from the Finnish epic. The word “Kalevala” almost
always denotes Lonnrot’s work only, because it was he who introduced the
combination of the personal name Kaleva and the suffix -la, which denotes
locality in Finnic, in his work and as a title of his work (cf. Tarkka 1996: 77-79;
Anttonen/Kuusi 1999: 76). When the place name Kalevala as the homeland
of the heroes or of a giant called Kaleva appears in Finnish folklore records,
as it does sporadically, it was probably Lonnrot himself who was responsible
for placing the name there, rather than the rune-singers (see SKVR 1.2.1158,
where “Kalevala” is mentioned three times). The Estonian “Kalevipoeg”, on
the other hand, is a personal name meaning “son of Kalev’, and this name is

11



1. Introduction

considerably older than the text of Kreutzwald. It occurs widely in Estonian
folklore, as is well documented (see Laugaste & Normann 1959). Moreover,
the name is also known from Finnish folklore, where it occurs in the form
“Kalevanpoika” or “Kalevan poika” (see the same record mentioned above,
SKVR 1.2.1158, where it occurs four times), or more often in the plural form
“Kalevanpojat” or “Kalevinpojat”. This is a regularly mentioned name of
a (group of) giant(s). When Kreutzwald chose the name “Kalevipoeg” as
a title for his work of art, he directly created a certain ambiguity which is not
unimportant for the further perception and reception of the epic.

It is not the goal of this book to investigate whether Kreutzwald did this
deliberately or not, although some aspects of the emergence of the epic
will be illuminated (see chapters 2 and 3). The goal is, more generally, to
contribute to our understanding of the Estonian epic by investigating various
questions concerning Kreutzwald’s Kalevipoeg more precisely than has been
done hitherto. Hence the title of the book, Kalevipoeg Studies. This means
that in the following six chapters (2-7) varied problems are considered,
which nevertheless interweave and form a unit. The two most important
connecting elements are that Kalevipoeg as it is treated here mostly denotes
the literary text written by Kreutzwald - it is this work of art that is at the
centre of this book; and, secondly, that the reception of the Kalevipoeg is
a central issue.

Therefore a short note on reception and my use of the term seems
appropriate. Throughout this book, reception is perceived as the act of
receiving a work of art — among the broad public, in a certain country or
certain language. Receiving can mean different things, and can include
more than one of them: reading, buying, commenting, translating, writing
criticism and eventually embedding the work of art into new structures.
These new structures may be new texts, new literary fields, other media
or any other kind of cultural manifestation. Looking at the reception of
a work of art thus means following its life after its release. What are people,
societies, nations, literati or anyone else doing with the text? In this broad
sense, reception means following the further life of a work of art in different
contexts. Although any act of reception starts on the individual level, here
the term is mostly not confined to reader-response criticism or the horizon
of expectations of the solitary reader. It rather corresponds to the German
Wirkungsgeschichte, i.e. “history of effects” (cf. Grimm 1977: 28-31) One
good example for this kind of research is the monograph on the cultural
history of the Finnish epic Kalevala (Piela et al. 2008). Here, the research on
the effects of a work of art shows points of contact with the poststructural
concept of intertextuality (cf. Niinning 2008: 624; cf. also below). Another
approach which concentrates on single authors is representend by Hans-
Peter Bayerdorfer et al. (1983; on August Strindberg), Karin Carsten Montén
(1981; on Fredrika Bremer) or Manfred Peter Hein (1984; on Aleksis Kivi).

When it comes to analysing a work of art and its effects and impacts,
three different approaches, it seems to me, are possible. Firstly, one could
have a closer look at the (circumstances of) the emergence of the text, the
historical and cultural context as well as the personal circumstances of its
creator, the author. Secondly, one could confine oneself to the (close) reading

12



The objectives of this book

of the text only, i.e. try to find out more about the contents, find out what is
“really” in it. And thirdly, one could concentrate on what happened with the
text after its release and scrutinise the reactions, reviews and repercussions,
i.e. the reception.

All three mentioned strategies have their own restrictions. The first
approach, focusing on the genesis of the text and the author, seems after the
“death of the author” (Roland Barthes, 1967, though the notion can in fact
already be found in Wimsatt & Beardsley 1946, cf. Jannidis et al. 1999: 11)
completely outdated. Do we not all believe that the biography of the creator
of a text does not tell much about the text itself? It is at least a common
opinion that there is something beyond historical and biographical facts.
On the other hand, maybe the author is not dead at all but has returned or
at least not vanished completely (see Jannidis et al. 1999; Burke 2008, see
also Merilai 2015). Be that as it may, I am convinced that it is not “wrong”
or “useless” to have a closer look at the emergence of the text which could
also include some information on the author; in fact, it may help us to better
understand at least some details and aspects of the epic, if not the epic in its
entirety.

The second approach, which could be related to the Close Reading of the
New Criticism (and thus linked to Barthes, who was influenced by this, cf.
Wimsatt & Beardsley 1946: 470 who state that “[t]he poem ... is detached
from the author at birth and goes about the world beyond his power to
intend about it or control it”), seems to rule out the rest of the cosmos
and only look at sentences, words, letters, commas, hyphens and colons.
This is, of course, an exaggeration, and probably most scholars agree that
without concentrated, exact and devoted reading no treatment of literature
is possible at all. Therefore we must never forget that the text is the starting
point and that we must never move too far away from it. But on the other
hand, it should be clear that there definitely are factors beyond the level of
the text that determine the position of a work of art within the canon: the
position of the publisher, the manner of distribution, the reputation of the
critic et cetera — all these factors can best be described with the notion of
the ‘literary field’ promulgated by Pierre Bourdieu (1983, 1985). Therefore
simple close reading cannot suffice as a sole method for our purpose.

The third strategy would only concentrate on the afterlife of a text
following its release. This simply seems to be the consequence of the
- alleged - death of the author. But one-sided focusing on reception only
would detract from our attention to the text. As I pointed out, any reception
starts on the individual level. There is nothing wrong with it and it is true
that the individual act of reading and perceiving a work of art is always
a fact which cannot be labelled right or wrong or misleading. But individual
reception can overlook things; different readers see different things, in other
words: one could possibly miss some aspects of the historical, social and
intellecutal context. In order to gain a more complete picture of a work of
art, one therefore cannot rely on individual or broader reception analysis
only. One should still have, nevertheless, a (closer) look at the text.

As a consequence of these seemingly contradictory observations, I would
argue here that these three different approaches should not rule out each

13



1. Introduction

other. On the contrary, by combining them I will try to shed more light on
Kreutzwald’s Kalevipoeg as a whole. Much of the previous research has only
stressed one aspect or another of the epic — Annist (2005) focused on the
origin of the epic and the folkloric material, Jarv (1957) looked at the different
text versions for school children, Laak (2013) stressed the proliferation of
the epic material by later generations, to name but a few - not to mention
that most of the research has been conducted in Estonian and is inaccessible
to those not reading this language. The second important research language
has been German, which nowadays is also far from being generally read and
understood. Moreover, many of the German essays, treatments and reviews
from the nineteenth century are completely forgotten today. But they can
tell us, in my opinion, much about the early reception of the epic. Hence
I have brought them together in this English monograph, which should help
to enhance the knowledge of the Estonian epic among international literary
scholars.

In chapters 2 and 3, the emergence of the text will first be discussed. Both
chapters also deal with what happened with the epic in Estonia, i.e. within
the Estonian literary field, after its publication. These chapters rely heavily on
existing (mostly Estonian) research, but in weighing and assessing previous
research I hope to provide some new insights.

The second chapter (based on Hasselblatt 1997, revised and enlarged)
also deals with the historical and cultural background of the epic and its
author, which seems to be necessary for a better understanding of the
Kalevipoeg. In this chapter I will also briefly touch upon the question of the
authenticity of the folkloric material of the epic, although this is a disputed
issue (see Bendix 1997) and in general not the topic of this book. But as
authenticity played a role within the process of reception, some comments
and references need to be given. Finally, the slow and almost troublesome
reception of the first editions of the epic is described. Although the early
(non-)reception of the epic in Estonia is well known, the fact that the foreign
reception was more vivid than the Estonian is often disregarded.

At the beginning of the third chapter (based on Hasselblatt 2009, revised
and enlarged, with some passages of the original publication deleted or
integrated into other chapters), the emergence of the text is once more
scrutinised, this time with an emphasis on the attitude of the author and the
consequences of his decisions. Then, I try to follow the life of the text after its
release. This starts with Kreutzwald’s own comments, but gathers pace in the
years after his death, leading to widespread dissemination and proliferation
of elements from the epic. This use and reuse of the Kalevipoeg material
I venture to call intertextuality here, knowing that the term has many
different meanings and definitions and “is in danger of meaning nothing
more than whatever each particular critic wishes it to mean” (Allen 2000: 2).
I apply it here in the most literal, i.e. verbatim or concrete, meaning as
relationship(s) between different texts, not in the strict sense Julia Kristeva
originally coined it. Her coinage is based on her reception of Bakhtin, who
sought “an alternative to the Saussurean theory of language” by stressing
“that language is utilized by individuals in specific social contexts” (Allen
2000: 16-17). For Bakhtin, the “word becomes one’s own through an act

14



The objectives of this book

of ‘appropriation;, which means that it is never wholly oné’s own, is always
already permeated with traces of other words, other users”, as Graham Allen
(2000: 28) rephrases the Russian thinker. “This vision of language”, Graham
continues, “is what Kristeva highlights in her new term, intertextuality”
(ibid.). In this more philosophical sense, intertextuality can be restricted to
one text. But in my use, I keep in mind the mutual influence and repeated
reuse of different texts.

The fourth chapter (based on Hasselblatt 2008a, some passages of the
original publication have been enlarged, deleted or integrated into other
chapters) is the only one where a detailed study of some text passages is
conducted. Again, however, this cannot be separated from reception
studies, which reveal the different treatment of the same original in various
texts. The chapter focuses on a seemingly minor decency problem of the
nineteenth century with a great impact. I try to show that the consequences
of this problem are far-reaching and can still be felt today. By “cleansing”
the text from indecent passages — which were definitely present in the first
version and which also belong to the underlying folk poetry - the author,
later editors and even translators are involved in a “fabrication” of the text,
which may even lead to misunderstandings and mistakes. Close reading here
partly means also going back to the sources, manuscripts and first records.
This is nothing new; Estonian philologists have always done this, but owing
to the multiplicity of the material and the scope of the epic, many questions
have not been treated in such detail. The episode from the fifteenth tale of
the epic that I deal with here is one such example.

While the third and in part the second chapter mostly focused on the
reception of the epic within an Estonian context, the fifth and sixth chapter
take a closer look at what happened in Germany regarding the reception of
the Kalevipoeg. As is well known from Estonian cultural history, Germany
and the German language were not just one of Europe’s major cultures: the
local nobility and upper class made it the dominant culture for Estonians,
and it therefore held a special role. This situation had lasted for centuries,
but the nineteenth century was particularly crucial for the Estonians in
terms of their potential to emerge and survive as a nation or not. Therefore
it was of the utmost importance how foreign nations looked upon Estonians
and their culture. If in such a situation the German reception of the Estonian
epic was quite remarkable, this must also have had consequences for the
Estonians themselves.

In the fifth chapter (based on Hasselblatt 2011: 56-66, 72-7, and passages
from other publications, slightly revised and enlarged), the early German
reviews and translations are presented, showing that in the nineteenth
century, there was a real and honest interest in other, smaller and distant
cultures. From an Estonian point of view, the most important point, however,
seems to be that this real interest came from Berlin, not from the local upper
class. In Estonia and Livonia, there were, of course, several local Germans
who did show an interest in matters Estonian, and they were involved in
the Learned Estonian Society. But the majority still had no positive attitude
towards what they contemptuously labelled “peasant culture” In such
a situation it mattered for the Estonians that far away, in Germany, someone
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1. Introduction

was interested in their ancient songs. At the same time, the reception in
Estonia itself still had to come, as has been shown in the third and partly in
the second chapter. The goal of this fifth chapter is to give an impression of
the rich material provided by various German scholars and reviewers. This
material is not restricted to the nineteenth century, although the stress lies
on this century. But as can be shown, the reception continued during the
following centuries too.

The sixth chapter (based on Hasselblatt 2011: 67-72, revised and
augmented) introduces a new level of reception which I called “rewriting”
Not long after the appearance of the Kalevipoeg in Germany, some German
intellectuals did not rest with reviews, essays, articles and smaller research
pieces on the Kalevipoeg, but wanted to make more of the material. They
created their own works of art on the basis of Kreutzwald’s text. This was
only possible because the first edition was published in a bilingual version
with the Estonian original accompanied by a German translation. This well-
known fact has already been discussed in the second chapter, because it
played an important, possibly decisive, role in the emergence of the final
printed version. Here I ventured to call it an “advantage of disadvantage’,
because the immediate accessibility of the Estonian epic to a German reading
public created the opportunity for German intellectuals to receive the text
(which was not the case with the monolingual Kalevala editions from 1835
and 1849). And some of these early multipliers “did something” with the
text, i.e. rewrote it. The results might have a comical effect when looked at
from the distance of more than a century, but in the nineteenth century, they
were of some significance and clearly formed a part of the reception.

Finally, in the seventh chapter (based on Hasselblatt 2012b, revised and
enlarged), I will turn back to the beginning, at least in some respects, i.e. if
we call folklore the beginning of the Kalevipoeg. This chapter is partly also
a direct continuation of the sixth chapter, where I dealt with the German
rewritings. As a rewriting can come to be labelled a translation (because the
author simply did not see the text and relied on bibliographical data) I found
myself confronted with the old problem of what a translation actually is.
Moreover, in dealing with the material, I found adaptations based on other
adaptations, translated adaptations and adapted translations. This “fuzzy”
material made me think of folkloric material - not because the material
is unclear, indistinct and fuzzy, but because it often displays a multitude
of sources and is put together from different pieces. Consequently, I had
to think of Walter Anderson’s Law of self-correction (1923), which was
designed to explain some principles of oral transmission. Feeling and
knowing that written transmission, which is what took place with the
various adaptations of the Kalevipoeg, is something different from oral
transmission, I nevertheless felt obliged to test Anderson’s law and extend it
to written transmission. The result can be seen in chapter seven: the law is
not completely transferable to written texts, but I think I succeed in showing
some conspicuous or even astonishing parallels.

AsKreutzwald’s Kalevipoeg has to be regarded as the “core text of Estonian
culture’, as initially stated, research on it has indeed been abundant. The
leading expert was arguably August Annist, whose contributions from the
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1930s have been reissued in one bulky volume (Annist 2005). Many of his
findings are not outdated, though several new generations of scholars have
dedicated themselves to the epic; to name but a few, Marin Laak, Eduard
Laugaste, Felix Oinas, Jiiri Talvet, Jaan Undusk and Ulo Valk have all made
valuable contributions to our knowledge of the Kalevipoeg (see their works
in the bibliography). My research relies heavily on previous research,
which is to be expected, but my goal is, of course, to offer more than just
an English-language summary of what readers of Estonian already knew.
The importance of the foreign reception of the Estonian epic has never
been disputed, but has perhaps been underestimated. In this field, detailed
research has so far been missing. In presenting my results now I hope to
shed more light of the Estonian epic without repeating too much of matters
already well known.

The contents of the Kalevipoeg (a summary of the twenty tales)*

In order to ensure that comments, references and intertextual relations
are understandable, a short overview of the whole text is offered here. The
sources of the text, which were in prose circulating among the peasants,
and the process of compiling will be discussed in the following chapter
(2.1. and 2.2). The first English prose version of the epic was published by
William Forsell Kirby more than a century ago (Kirby 1895: 1-143), but
the English translations of the epic (Kurman 1982, Kartus 2011) do not
contain a summary of the twenty tales. Neither did the German translation
by Ferdinand Léwe (1900), but Ulo Valk produced a short summary of each
of the twenty tales for the 2004 edition of this translation (Petersen 2004:
247-60).

One of the best Estonian prose summaries of the epic is the youth version
published by Eno Raud in 1961. This edition has been translated into Latvian
(1964), Ukrainian (1975), Russian (1978, 1989, 1998), Finnish (1981),
German (1988) and Portuguese (2001) and gives access to the Estonian
epic to adult readers of these languages as well. Moreover, the Estonian
version by Eno Raud is probably the best known in Estonia itself as only
a small number of Estonians have read the complete text as it was written by
Kreutzwald. The version by Raud (reissued in 1970, 1976, 1986, 1998, 2004,
2009 and 2013) forms the basis of the collective Estonian knowledge of the
Estonian national hero.

In the prologue of the Kalevipoeg, the singer Vanemuine is invoked for
help and inspiration. Vanemuine is a direct loan from the Finnish Kalevala
where the demigod Viindmdinen is one of the main characters of the epic,
whilst no such figure is known in the Estonian tradition.

The prologue is followed by an introduction in which the audience is
brought into the appropriate mood and prepared for the story. Then, some
songsters from heaven are depicted while praising the deeds of Kalevipoeg.

2 Based on the respective chapter in my history of Estonian literature (Hasselblatt
2006a: 230-9), partly also on Hasselblatt 2004.
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The audience’s attention is also directed to seven grave mounds in which
are buried affliction, slavery, the horrors of war, hunger, misery, plague and
illness. These graves call for attention, because they contain the memories of
these hardships of the people.

The first tale tells the story of the origin of the hero Kalevipoeg (Son of
Kalev) and describes the arrival of his father, Kalev, from the north. Kalev is
one of three brothers; the other two go east (to Russia) and west (to Norway),
respectively, but Kalev heads south and is brought to the shore of northern
Estonia by an eagle. However, for a human being to be born, two people are
needed, and so, without any kind of transition, the story of a young widow
is told, who finds a chick, a young crow and the egg of a black grouse. She
looks after them and raises three daughters from them. The chick turns into
Salme, the black grouse egg into Linda, and the young crow into a girl who is
not described in any more detail. Suitors soon appear on the scene: the sun,
the moon, stars, water, wind, etc. and Salme chooses the son of a star. Suitors
for Linda also come to their wedding; she rejects several of them, one after
the other, and finally accepts Kalev. They soon get married.

The second tale briefly lists the numerous sons of Linda and Kalev,
and then Kalev becomes ill and dies while Linda is pregnant with his last
son, about whom Kalev already predicts all kinds of positive and heroic
acts. After Kalev’s death, while gathering stones for his grave, Linda sheds
enough tears to fill a lake close to Tallinn. The stones of Kalev’s grave later
form the cathedral hill at the heart of Tallinn. That is why later Kolyvan, the
old name of Tallinn from Russian chronicles, was etymologically connected
to Kalev, but this is not the only etymology (see Heikkild 2012). Linda then
soon goes into labour, and, after a difficult birth, Linda and Kalev’s last child,
Kalevipoeg, comes into the world. Like his father, Kalevipoeg possesses
enormous powers and, already as a young baby, tears his nappies to shreds,
uproots young trees while playing and grows quickly. In the meantime,
Linda is approached by suitors again, including a Finnish sorcerer, but
Kalevipoeg’s mother rejects them all.

In the third tale, Kalevipoeg goes on a hunt with his brothers, and they
have a great deal of fun and sing exuberantly. The Finnish sorcerer could not
get over the fact that Linda had rejected him and takes advantage of the sons’
absence. He comes back to Estonia and seizes Linda, intending to abduct her
to Finland. Linda resists fiercely and calls loudly for help. Uku, the supreme
god in heaven, also called the god of thunder, hears Linda’s pleas and sends
a thunderstorm that causes the Finn to fall into a swoon. This does indeed
save Linda, but the strain is too much for her and she dies and turns into
stone. When the Finn regains consciousness, he cannot find his victim and
has to go home without having accomplished his intentions. The brothers
now return home from their hunt and find their home empty. They then
spread out in all directions looking for their mother. When they fail to find
her, Kalevipoeg thinks the Finnish sorcerer might have kidnapped her and
goes to his father’s grave to ask him for advice.

In the fourth tale, Kalevipoeg swims to Finland, where he thinks he will
find his mother and his mother’s kidnapper. On the way there, he stops
on an island and becomes infatuated by the song that a young maiden
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is singing. He responds to the song, meets the girl, and soon both are
overcome by a passionate and carnal longing for each other to which they
succumb. The girl’s cries arouse her parents, and her father hurries to make
sure everything is in order. In response, Kalevipoeg declares honestly who
he is, at which the girl turns pale and, seized by despair, slips from the edge
of a cliff and plunges (casts herself?) into the depths. Kalevipoeg’s attempt
to save her fails, and, after a short farewell, he continues on his journey. The
girl’s father now fetches his wife, who was searching the bottom of the sea for
her daughter. Instead of finding her daughter, however, she finds an eagle’s
egg, a hat of iron, the remains of a tree, and other things. Then, a long and
mysterious song by the daughter is heard from the bottom of the sea that
attempts to explain her death to her parents. We can guess that her affair
with Kalevipoeg was incestuous, even though this is not made explicit until
the seventh tale.

In the fifth tale, Kalevipoeg arrives in Finland and, after a sleep to restore
his strength, goes in search of the sorcerer. It takes some time before he
finds the sorcerer’s home. When he arrives, he defeats, one after the other, all
the demons and warriors the sorcerer has summoned. The sorcerer begs for
mercy and tells precisely what happened with his unsuccessful kidnapping.
But Kalevipoeg does not believe a word and kills him. Kalevipoeg then
searches in vain for his mother in the sorcerer’s house. Now he regrets having
killed the sorcerer so quickly without having forced him to reveal where his
mother was being kept. The battle was so exhausting that the hero had to get
some sleep afterwards and it is only in the ensuing dream that Kalevipoeg
learns that his mother is dead. The opening part of the saga of the great oak
is also inserted here: the parents of the island maiden plant the oak that they
fished out of the sea, and it grows so large that it reaches the sky.

The sixth tale continues in Finland. The hero wants to buy a sword
before returning to Estonia and thus goes in search of the famous Finnish
smith. When he finds him, he tries out different swords that the smith shows
him but each one breaks with the first blow. Finally, the smith brings him
a special and extremely expensive sword. This sword turns out to have been
ordered by Kalevipoeg’s father (Kalev) and has been there ever since because
of Kalev’s death. This sword passes every test, so Kalevipoeg is satisfied and
wants to seal the purchase. A banquet is organised to celebrate the sale,
during which the alcohol flows freely. Kalevipoeg brags about his amorous
adventure on the island and a serious quarrel arises between him and the
smith’s son, who was the island maiden’s bridegroom-to-be. In the fight that
ensues, Kalevipoeg draws his sword and kills the smith’s son. The horrified
smith then curses the sword: may you one day be the death of Kalevipoeg.
The tale continues with the story of the oak that began in the fifth tale. This
oak, which has become so large that it hides the sun and the moon, must be
felled, and the old man of the island desperately seeks a skilled woodcutter
for this. He finds one only in the form of a Tom Thumb figure who is trapped
under the wing of a young eagle. After this figure is liberated, he shoots
up into a giant who succeeds in chopping down the oak within three days.
Many useful things are made from the wood of the oak tree, and the trunk
forms a bridge between Finland and Estonia.
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In the seventh tale, Kalevipoeg returns to Estonia. During his crossing,
he hears his sister singing a song from the bottom of the sea in which she
reveals who she is and makes the incest that occurred in the fourth tale
explicit. However, she also laments the misdeed that her brother committed
in Finland, and Kalevipoeg is then seized by grief. Arriving on land, he hears
an elfin song on his way home; he recognises his mother behind this song
and understands that she is dead. When he arrives home, his brothers tell
him of their adventures during their unsuccessful search for their mother.
Kalevipoeg in his turn tells them of his experiences but deliberately omits
the negative elements such as the seduction of the island maiden and his
killing of the smith’s son. The brothers then decide to choose a king the next
day, and thereupon Kalevipoeg goes to his father’s grave once more in search
of comfort and strength.

In the eighth tale, the brothers set out to look for a place to hold their
contest to help them decide who is to be king. Along the way, they pass
a garden where parents offer their daughters to young men travelling
through the country who are thought to be looking for wives. However,
Kalevipoeg and his brothers have other things on their minds and are not
ready for marriage. They soon find a suitable spot for their contest by a lake
where they look for three stones and decide that the one who can throw his
stone the farthest will be king and both losers will leave the country without
any ill-feeling. The eldest brother throws his stone into the lake, the second
to the edge of the lake’s opposite shore. But Kalevipoeg throws his stone far
beyond the lake. He thus becomes king and gets to work, which consists
first of all of cultivating the land. After three days, exhausted from this work,
he sinks into a deep sleep. His exhausted horse, whose legs Kalevipoeg had
bound together to keep him from wandering off, also wants to rest but is
attacked by wolves and bears and torn to pieces.

When Kalevipoeg awakes, in the ninth tale, and has to face the loss of his
horse, he takes his revenge out furiously on the animals of the forest. Then,
exhausted, he lies down again. Before he can sleep, however, he is startled
by a messenger bringing him news of the threat of war: an enemy force has
been sighted on the sea. Kalevipoeg gives advice on how the country should
be defended. This is where the famous sentence occurs that only those who
keep to the middle will return home from the war. Then he wants to go back
to sleep but is disturbed by a new messenger whom he attempts to put off
until the next day by mentioning the work he has done. However, the new
messenger insists. It turns out to be old Taara himself, the highest god, who
wants to look at the work Kalevipoeg has done on the earth, to give him
friendly tips and, finally, to prophesy. After finally being able to enjoy some
sleep, Kalevipoeg sends the war messenger back to the coast and promises
to come himself if the war continues. This tale concludes with a monologue
by the war messenger, who, on his way back, encounters all kinds of animals
that guess his ominous message of war and immediately spread the news, or
who - thanks to his message — only appear because they catch a whiff of easy
prey; finally, hunger and plague also enter onto the scene. The messenger is
so disheartened by this that he stops and destroys the message because he
does not want to disturb the peace of the people in this way.
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In the tenth tale, Kalevipoeg looks for a new horse and passes by the
swamp of Kikerpira, where two of Satan’s sons are unable to agree on the
boundary between their domains and ask Kalevipoeg to mediate in the
conflict. He has his assistant, Alevipoeg, survey the swamp and establish
a border while he himself moves on. While Alevipoeg is working, a water
demon comes up from the depths out of curiosity and promises to reward
him richly if he does not cut off the supply of water to his swamp, which
Alevipoeg seemingly had resolved to do. Thereupon Alevipoeg requests
a felt hat full of gold. During the night, he then digs a hole in which he
places a hat that has been punctured in several places so that the water
demons attempts to fill it the next morning will be in vain, and the demon
will thus lose all his treasure. The water demon uses a cunning ruse to draw
Alevipoeg down to him, but Alevipoeg sends Kalevipoeg’s servant instead.
This boy soon becomes afraid, however, and manages to escape from the
hole through guile and deceit. The water demon pursues him and starts to
wrestle with him, at which point Kalevipoeg and Alevipoeg arrive, having in
the meantime removed the treasure that will be used, among other things, to
pay for the Finnish sword. Kalevipoeg takes the place of the servant in a test
of strength with the water demon, which he effortlessly wins. Afterwards,
he rests and then decides that he wants to build cities for the defence of
his people. He needs timber for this, so he travels east to fetch planks. An
episode is added at the end of this tale in which the weather maiden loses her
ring in a water well and Kalevipoeg climbs down to fetch it. His adversaries
then try to destroy him by throwing in a millstone after him. But Kalevipoeg
comes back up again with the millstone around his finger.

In the eleventh tale, Kalevipoeg returns via Lake Peipus with a load of
planks, despite a storm sent by a sorcerer of the lake. He is so tired afterwards
that he lies down to sleep. While he is sleeping, the sorcerer steals his sword
with a great effort and the help of magic, but he cannot carry it far. It slips
out of his hands in the Kdapa River and cannot be removed from the bottom
of the stream. When Kalevipoeg wakes up and notices that his sword
is gone, he begins searching for it and finds it. He talks to the sword for
a long time but cannot get it to move, to rise from the bottom of the river
and allow him to take it with him: the sword is angry with Kalevipoeg for
committing a rash act of manslaughter. Out of resentment, Kalevipoeg now
puts his own curse on the sword: may whoever carried you - and here he
is thinking of the thief - one day also be killed by you. He then continues
with his load of planks and meets a small frightened man in the woods, who
has become lost and ended up in the company of two giants. These giants
had eaten peas (hence the episode is called “barrage of peas”) and suffer in
the following night from flatulence - to the great annoyance of the visitor,
who is lying between them and constantly being catapulted from one to the
other. He had finally managed to escape. Now Kalevipoeg puts the man into
his pouch.

In the twelfth tale, Kalevipoeg is still travelling with the planks and is
attacked by the sons of the water demon that was overcome in the tenth
tale. During their battle, he smashes one plank after another until someone
whispers to him from the undergrowth that he should strike his adversaries
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with the side of the plank. He then fights off his adversaries and rewards
the one who gave the good advice — a naked hedgehog - with a piece of
his fur coat. The little man whom he put into his pouch in the eleventh
tale does not survive the battle, and Kalevipoeg buries him. Completely
exhausted, Kalevipoeg then falls into a sleep that lasts seven weeks. This
sleep is magically filled with nightmares by the sorcerer from the previous
tale. When he awakens, Kalevipoeg decides to return to Lake Peipus to
fetch a new load of planks, now that the load he had been carrying has been
destroyed. On his way there, he kills a wolf that had been carrying a sheep
in its mouth. When he arrives at Lake Peipus, he begins to build a bridge so
that he can avoid the trouble he had had last time. This attempt fails because
the bridge is blown away by a storm. He thus wanders through the lake
anyway and catches crabs. Finally, another episode is added that tells how
a downtrodden orphan boy is given a sheep from a lark’s egg.

In the thirteenth tale, Kalevipoeg heads home with the new load of
planks. He also listens to the song of a magpie, which informs him about
his duties as king. He also learns words for charming snakes from an old
woman. After a pause, he wanders on and comes across three men, who are
cooking for the devil at the entrance to hell. They show Kalevipoeg the road
to the underworld. There he hears the sad song of the maiden of hell, which
also informs him immediately about the mysteries of hell and teaches him
some tricks by which he obtains special powers. The maiden also gives him
a fingernail hat that can magically transport someone to another place or
change one’s outward appearance. Then the old woman of hell is locked up
in the kitchen. The maiden of hell calls her sisters and they celebrate with
Kalevipoeg exuberantly.

In the fourteenth tale, Kalevipoeg goes on a tour with the maidens
through the underworld, where there are various suites of iron, copper, silver
and gold but also of silk, velvet and lace. The maidens show him everything
and reveal to him that they are of noble lineage but have been held captive
here by the devil. Kalevipoeg then waits for the devil, fights and defeats him
with the help of a trick performed by the captive maidens. Kalevipoeg leaves
the underworld after his victory with a great deal of plunder and, together
with the liberated maidens, returns to his planks at the entrance to the cave.
To the horror of the maidens, he burns the fingernail hat in front of the cave,
whereby he indicates the dawn of a golden era, and then continues on his
journey accompanied by the maidens.

Kalevipoeg’s persecutors emerge from the underworld in the fifteenth
tale, but he manages to elude them, again with the help of the maidens, and
then calmly tells the old one (a synonym for the devil) in the underworld
what he took with him from hell. Afterwards, during his much-needed
sleep, Kalevipoeg is almost drowned by the bodily fluids of one of the witch
maidens but manages to escape this fate by hitting the source with a well-
aimed throw of a stone. Then Olevipoeg appears and carries out Kalevipoeg’s
plan of building cities. The further destinies of the maidens, who marry
Alevipoeg, Sulevipoeg and Olevipoeg are described in detail.

The sixteenth tale presents a completely new theme: Kalevipoeg now
wants to continue on the road to wisdom and to travel to the end of the earth.
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He builds a ship and embarks on his journey. While under way, he meets the
sage of Lapland named Varrak and takes him on board after promising him
rich payment for his services as a guide. Although he overcomes all kinds
of obstacles and defeats various adversaries, Kalevipoeg must accept that he
cannot reach the end of the world. He turns back home, the richer for his
experiences.

In the seventeenth tale, the city has been completed by Olevipoeg and
Kalevipoeg gives it the name Lindanisa (one of the older names of Tallinn).
War breaks out again. Kalevipoeg puts the enemy to flight at the Battle of
Assamalla but loses his horse in the swamp when he pursues the enemy
there. Then he travels through the country with Alevipoeg, Olevipoeg and
Sulevipoeg and they come across the entrance to a cave, in front of which
an old woman is cooking soup. They relieve her of her work and take turns
guarding the pot of soup. They are, however, each outwitted one after 